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ABOUT TOJDAC
(ISSN: 2146-5193)

TOJDAC aims to publish the original scientific articles of the researchers in line with the principles of
international publishing in order to open up to the world under the guidance of science and to reach the society
it is in, and to lead their changing and developing demands. TOJDAC Journal; It is a peer-reviewed scientific
journal published electronically 4 times a year, in January, April, July and October. In the TOJDAC Journal
based on Social Sciences; Research article, compilation and screening article works and related fields in the
social sciences close to this, works are accepted within the scope of scientific studies. TOJDAC Journal; It is
scanned in international directories such as ULAKBIM, DOAJ (Directory od Open Access Journals), Crossref,
Index Copernicus, Academic Search Ultimate (EBSCOhost), Google Scholar and SOBIAD. For TOJDAC
Journal with open access;

We will accept your original research and review articles to discuss your views on research articles, review and
screening articles and similar social sciences. Please check if the article submission is active. The article
acceptance period can be revised at the initiative of the editors. You need to organize your articles according to
the draft article and send them with the similarity report. Similarity report upper limit is 10%.

The aim of TOJDAC is to create a source for academics and scientists who are doing research in the arts, design
and communication that feature formally well-written quality works. And also create a source that will
contribute and help develop the fields of study.

Accordingly, TOJDAC’s intentions are on publishing articles and scientific works which are guided by a
scientific quality sensibility.

ISSN: 2146-5193

Aim & Scope

Turkish Journal of Design, Art, and Communication (TOJDAC) is an open-access, peer-reviewed, scientific,
and international journal that started to be published in 2011. Our journal, aiming to publish national and
international high-quality research in design, art, and communication; is published four times a year in January,
April, July, and December. Articles submitted for publication in the journal must be scientific and original
works in English or Turkish. Original research articles, review articles, interviews, opinions, translations, and
book reviews in the fields of design, art, and communication that comply with scientific publication
qualifications and publication principles are evaluated.

TOJDAC aims to publish original scientific articles of researchers in line with international publishing
principles to reach the society in which it is located by opening up to the world under the guidance of science
and leading their changing and developing demands. TOJDAC Journal, providing international visibility to its
authors as a journal scanned in international indexes, such as ULAKBIM, DOAJ (Directory of Open Access
Journals), Crossref, Index Copernicus, Academic Search Ultimate (EBSCOhost), Google Scholar, and
SOBIAD.

TOJDAC publishes studies that evaluate many topics such as media studies, communication research, new
media, digital art, virtual reality, digitalization, social media, digital culture, virtual addiction, network society,
digital society, digital minimalism, internet of things, virtual reality, artificial intelligence, digital
communication, internet, and mass media from the perspective of design, art and communication fields.
TOJDAC applies a double-blind peer-review process. The target audience of TOJDAC, which opens to the
world under the guidance of science, consists of academics, higher education students, professionals, and
related corporate enterprises.

Ethical Principles and Publication Policy

Turkish Journal of Design, Art, and Communication (TOJDAC) adopts a scientific publishing approach based on
the principles of transparency. In this direction, the principles under publishing ethics published by the
Committee on Publication Ethics (COPE) constitute the basis of TOJDAC's publication policy. Within this
framework, in cases of misuse or violation of publication ethics, it refers to the publication ethics flowcharts
(https://publicationethics.org/resources/flowcharts) developed by COPE.
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The studies requested to be included in TOJDAC should not have been published in another journal or platform
before and should not have entered the evaluation stage of another journal. TOJDAC performs a double-blind
review process during the evaluation phase of the studies. Accordingly, many factors such as plagiarism,
adopting an unrealistic attitude within the scope of authorship and research, violating copyrights, and concealing
conflicts of interest are considered against ethical principles. In addition, the fact that humans or animals will be
used as data collection tools in any research emphasizes the necessity of obtaining 'Ethics Committee Approval'.
Any study determined to be incompatible with ethical principles may be withdrawn from publication.

TOJDAC pays attention to the highest standards of ethical values within the scope of scientific publishing and
adopts internationally accepted publishing principles. The authors are responsible for ensuring that the articles
comply with ethical rules.

Research Ethics

The journal upholds the highest standards of research ethics and adopts the international principles of research
ethics defined below. It is the responsibility of the authors to ensure that manuscripts comply with ethical
guidelines. The principles of integrity, quality, and transparency must be ensured in the design, review of the
design, and conduct of the research. The research team and participants should be fully informed about the
purpose of the research, its methods its anticipated potential uses, and the requirements and risks, if any, of
participating in the research. Confidentiality of information provided by research participants and confidentiality
of respondents must be ensured. The research should be designed to protect the autonomy and dignity of
participants. Harm to participants must be avoided. The research should be planned in a way that does not put
participants at risk. Research independence must be clear and explicit; any conflict of interest must be stated. In
experimental studies, written informed consent must be obtained from participants who decide to participate in
the research. Consent must be obtained from the legal guardian of children and those under guardianship or those
with confirmed mental illness. If the study will be carried out in any institution or organization, approval must be
obtained from this institution or organization where the study will be conducted.

Ethics Committee Approval

"Ethics Committee Approval” is required for the following research. Approved "Ethics Committee Approval”
must be obtained from the institution where the author of the article is located. Researches that require Ethics
Committee approval are as follows:

All kinds of research conducted with qualitative or quantitative approaches that require data collection from
participants using surveys, interviews, focus group studies, observation, experiment, interview techniques, and
the use of humans and animals (including material/data) for experimental or other scientific purposes, clinical
research on humans, research on animals and retrospective studies by the law on the protection of personal data.

In addition, it should be stated that the "informed consent form" has been obtained in case presentations,
permission should be obtained from the owners for the use of scales, questionnaires, and photographs belonging
to others, and it should be stated that the copyright legislation is complied with in the intellectual and artistic
works used. In these articles, "Ethics Committee Permission™ must be stated in the text. Articles should include a
statement that Research and Publication Ethics are complied with.

Open Access

Within the scope of the open access policy adopted by the Turkish Journal of Design, Art, and Communication,
all issues and content of TOJDAC, published four times a year in January, April, July, and December, are
provided free of charge to the readers. The reader has the right to read, download, and copy the full text of any
work published in TOJDAC. This is by the open access definition of BOAI (BUDAPEST OPEN ACCESS
INITIATIVE). In addition, it is considered a violation of ethical principles for the reader to use the content for
commercial purposes.

Publication Policy

The studies to be published in TOJDAC should be appropriate for the purpose and scope of the journal. In this
direction, it is among the important points that the researches have an original value. Plagiarism, duplication,
false authorship/ denied authorship, research/data fabrication, article slicing, slicing and dicing, copyright
infringement, and concealment of conflict of interest are considered unethical behaviors. All studies that do not
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comply with accepted ethical standards are removed from publication. The publication of unlawful and/or
unethical studies detected after the publication process is stopped in the same way. The article acceptance period
can be renewed at the discretion of the editors. In the studies submitted to the journal for publication; the name
of any of the authors cannot be deleted from the imprint, a new name cannot be added to the imprint, and the
order of authors cannot be changed without the written permission of all authors. Manuscripts should be edited
according to the draft article and submitted with a similarity report. In addition, the 'Referee Response File' is
requested from our authors for article revision.

Plagiarism Check

The pre-checked studies are scanned using plagiarism software. The iThenticate software is used for studies
applied to the problem of plagiarism, defined as the act of copying the ideas or works of another person or
institution without permission and using them without specifying the source. Authors are informed in line with
the data provided by plagiarism reports. High similarity rates of the studies may be rejected even if they are
accepted due to violating the ethical principles of publishing. Accordingly, the upper limit of the similarity report
is 10%.

Evaluation Process

All submitted articles must be strictly original work. The article should not have an ongoing evaluation process
in another journal. In case of detection of such applications, no other application of the relevant author is
accepted to the journal in any way.

The manuscripts received in the journal management system are pre-evaluated by the editors in the following
criteria within 4 weeks at the latest. The evaluations are made by the following criteria: suitability to the subject
areas of the journal, similarity rate evaluation, compliance with the scientific rules of the journal (APA Rules),
publication language (abstract, adequacy of keywords, structured abstract translation, etc.).

Studies that pass the preliminary evaluation stage by the editors are forwarded to 2 referees who are experts in
their fields according to the nature of the study. After the study is sent to the referee, the referee indicates to the
editorial board whether he/she can evaluate the study within 4 weeks at the latest. Referees who do not indicate
are removed from the study and new referees are appointed. According to the nature of the study, the referees
evaluate the study on the standard evaluation form. In addition, the referees can also submit notes on the full text
indicating their suggestions and opinions to the editorial board if they wish. The period for referee evaluations is
set as 4 weeks. The reviewers' opinions guide the editors in making the final decision. The final decision always
belongs to the editors.

Referees can express their opinions in 4 ways for the study. These opinions are as follows:
- The manuscript can be accepted (Acceptance): It can be accepted for publication after corrections.

-Few corrections are required (Minor Revision): The editorial board checks whether the corrections have been
made and decides.

-Major changes are required in the manuscript (Major Revision): After the corrections, the referee re-evaluates
the manuscript. After the study is received by the authors, it is taken to the 2nd round of evaluation.

- The manuscript is not suitable for publication and cannot be published (Rejection): A 3rd or 4th referee may be
assigned to the study in line with the referee's opinions, this process works in the same way as the above-
mentioned period. After the completion of the evaluation in line with the referees' opinions, the referees'
opinions are reviewed by the Editors within at least two weeks.

Responsibility for the Editor and Reviewers

Responsibilities of the Author: It is the author's responsibility to ensure that the manuscript conforms to
scientific and ethical standards, so authors must guarantee that the manuscript is original, has not been
previously published elsewhere, and is not under consideration for publication in another language. Copyrights
should be respected and copyrighted material should be used with the necessary permissions. The work of other
authors, contributors, or references cited should be used appropriately and acknowledged in the references. All
authors should directly contribute to the academic and scientific integrity of the manuscript; those who do not
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meet the criteria for authorship but have contributed should be acknowledged in the ‘acknowledgments' section.
Financial relationships, conflicts of interest, and competition of interest must be declared. In studies involving a
human element, it should be stated that 'informed consent' was obtained from the participants, and ethics
committee approval was obtained. The author should prepare and submit the manuscript strictly according to the
writing rules specified by the journal.

Responsibilities of the Editor: The Editor-in-Chief is responsible for ensuring that manuscripts submitted for
publication are evaluated impartially and treated fairly, regardless of the ethnicity, gender, sexual orientation,
nationality, religious beliefs, and political philosophy of the authors. The editor-in-chief ensures that reviewers
adhere to the principles of impartiality by opposing conflicts of interest. He/she has full authority in the referee
assignment process and is responsible for making the final decision on the articles to be published in the journal.

Responsibilities of Reviewers: Reviewers are expected to adhere to the principles of impartiality. They should
not have any conflicts of interest with the authors or financial supporters of the research and should be impartial
in their evaluations. Reviewers should ensure that all information about submitted manuscripts remains
confidential and report to the editor if they encounter any problems such as copyright infringement or
plagiarism. Care is taken to keep the identity of the referees confidential during the evaluation process and it is
emphasized that the referees should not discuss the articles among the referees.

Copyright

The TOJDAC journal, which adopts the open access philosophy, accepts for review "works that have never been
published anywhere before, have not been accepted for publication, and/or have not been submitted for
consideration to another journal." During the process of submitting the article via DergiPark, authors upload the
‘Transfer of Copyright Agreement’ form, signed, within the system and transfer the publication rights of the work
to TOJDAC, which is licensed under Creative Commons Attribution-NonCommercial-NoDerivatives 4.0
International (CC BY-NC-ND 4.0).

Main Topics of TOJDAC

Media studies, communication research, new media, digital art, virtual reality, digitalization, social media,
digital culture, virtual addiction, network society, digital society, digital minimalism, internet of things, virtual
reality, artificial intelligence, digital communication, user experience, internet, and mass media from the
perspective of design, art and communication fields.

Language of TOJDAC
Turkish and English

Contact

Istanbul - Tiirkiye

e-mail: tojdac@gmail.com

web: https://dergipark.org.tr/tr/pub/tojdac
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Editoriin Mesaji

Sevgili TOJDAC Okuyuculart,

Bu sayida Cilt 15, Say1 2 yaymimizi sizlerle paylasmaktan mutluluk duyuyoruz.
Dergimizin yayimlanan bu sayisinda kabul edilen 22 yazarin 16 makalesi
bulunmaktadir.
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eserlerinizi yayinlatmak i¢in gonderimlerinizi liitfen asagidaki e-posta adresine iletin.
Bizlere TOJDAC Sekreterligi tojdac@gmail.com adresinden ulasabilirsiniz.

Iletisimde kalmak ve bir sonraki sayimizda bulusmak umudu ile.

Editor
Prof. Dr. Deniz YENGIN

Canakkale Onsekiz Mart Universitesi
Iletisim Fakiiltesi

Canakkale TURKIYE
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From the Editor

Greetings Dear readers of TOJDAC,

We are happy to announce to you that our VVolume 15, Issue 2 has been published.
There are 16 articles from 22 authors published in this current issue.

Dear readers, you can receive further information and send your recommendations
and remarks, or submit articles for consideration, please contact TOJDAC Secretariat
at the below address or e-mail us to tojdac@gmail.com

Hope to stay in touch and meeting in our next Issue.

Editor
Prof. Dr. Deniz YENGIN

Canakkale Onsekiz Mart University
Communication Faculty

Canakkale TURKIYE

Tel: 0286 218 00 18

E-mail: tojdac@gmail.com
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Abstract

Since the correct use of colors in educational spaces can increase spatial quality
and make it possible to achieve quality education, this study investigates the color
preferences of students in interior design studios, which is an educational space.
The study focused on 198 Interior Architecture undergraduates at Kiitahya
Dumlupinar University in Turkey during the 2023-2024 fall semester, selected
through convenience sampling. In this context, the randomized pretest-posttest
control group design, which is a real experimental research model, was used and
the participants experienced Munsell colors on the front wall surface of the
interior design studio space with the virtual reality method as a stimulus factor.
The results of the study revealed that pale blue color (Munsell notation = 5B 6/8)
with medium chroma and medium value is the most preferred color in interior
design studios and that the experimental process influences color preferences for
the space context. However, the general color preferences made without using the
spatial context were not affected by the experimental process except for the color
orange.

Keywords: Educational Spaces, Design Studios, Interior Color Preferences, Munsell
Colors, Immersive Virtual Reality, VR Environment.

Oz

Egitim mekanlarinda renklerin dogru kullanimi mekansal kaliteyi artirarak kaliteli
egitime ulasmay1 miimkiin kilabileceginden, bu ¢alisma bir egitim mekani olan i¢
mekan tasarim stiidyolarinda Ogrencilerin renk tercihlerini arastirmaktadir.
Calisma, 2023-2024 giiz doneminde Tirkiye'deki Kiitahya Dumlupinar
Universitesinde kolayda 6rekleme yoluyla secilen 198 I¢ Mimarlik lisans
ogrencisine odaklanmistir. Bu kapsamda gercek deneysel arastirma modeli olan
randomize Ontest-sontest kontrol gruplu desen kullanilmis ve katilimcilar uyarici
faktor olarak sanal ger¢eklik yontemi ile i¢ mimari stiidyo mekaninin 6n duvar
ylizeyinde Munsell renklerini deneyimlemislerdir. Calismanin sonuglari, orta
kroma ve orta degere sahip soluk mavi rengin (Munsell notasyonu = 5B 6/8) i¢
tasarim stiidyolarinda en ¢ok tercih edilen renk oldugunu ve deneysel siirecin
mekan baglamina yonelik renk tercihlerini etkiledigini ortaya koymustur. Bununla
birlikte, mekansal baglam kullanilmadan yapilan genel renk tercihleri turuncu
renk disinda deneysel siiregten etkilenmemistir.

Anahtar Kelimeler: Egitim Mekanlar1, Tasarim Stiidyolari, ic Mekan Renk Tercihleri,
Munsell Renkleri, Siiriikleyici Sanal Gergeklik, VR Ortamu.
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INTRODUCTION

The quality of physical infrastructure and the spatial quality of educational environments play a crucial
role in achieving Quality Education, alongside the qualifications of educators and the curriculum.
Educational institutions should be customized to provide the physical infrastructure, opportunities, and
resources for individuals to receive the necessary education at designated times in accordance with
their age and situation in the context of human-space interaction. There are many environmental
factors for a quality educational space. Baker (1986, p. 80) has divided these factors into three groups:
ambient factors such as acoustics, temperature, smell, lighting; social factors such as institutional
employees, customers, and users; and design factors such as architecture, texture, material, and color.

It is the design factors that affects the visual perception in space such as color, form, material, light
and texture concepts (Aslan et al., 2015, p.139). Visual perception is the most dominant among other
types of perception in perceiving space and enables the observer to distinguish the differences between
two unstructured fields of view of the same size and shape (Wyszecki & Stiles, 2000, p. 306). In
history, people have imitated the colors of fire, water, sky, and soil that they encountered in nature
with natural materials collected from nature. During the periods when mostly yellows and reds were
imitated, iron-rich colored soils, usage of which goes back to the lower chipped stone period (350000
BC), were used as coloring pigments (Delamare & Guineau, 2012, p. 16). In the following years, the
development of the dye industry has facilitated the obtainment of colors and has led to an increase in
the number of colors that are limited in the natural environment. The augmenting number and variety
of colors has given people the opportunity to choose and prefer among the colors to be used when
needed.

Color preferences depend on the sensation and perception of color in the human brain. Color, which is
designed in the brain through sensation and perception, is a physical event as it is related to the
wavelength of light, a physiological event due to the transformation of light energy coming into the
eye into electrical energy in nerve cells such as cone cells, and a psychological event due to the
sensation caused by the perception of electrical energy in the brain (Temizsoylu, 1987, p.9). This
situation may cause individuals to evaluate colors differently and accordingly, color preferences may
vary depending on various factors such as personal characteristics, gender, age-experience, culture-
exposed colors and their associations, color characteristics, color knowledge-color education,
geographical location, socio-economic status, fashion, social, sociological and historical events, the
context in which the color is used, lighting conditions and background colors (Child et al., 1968;
Guilford & Smith, 1959; Holmes & Buchanan, 1984; Schloss & Palmer, 2011; Ou et al., 2012).
Therefore, these variable factors should be controlled in color preference research.

The first color preference studies were generally conducted by looking at the psychological effects of
color samples on subjects by considering colors independently from the interior or any other context
(Cohn, 1894; Dorcus, 1926; Washburn, 1911). However interior color preferences are generally
related to the action performed in space and the harmony of the color palette used in the space.
Considering the existence of many types of spaces along with independent variables such as gender,
culture and age that affect color preferences, preference research conducted on colored papers or
various color samples may not be usable in the context of space. This situation makes the color
preference in the context of space rather important. Color preference studies in the context of space are
examined under three headings as physical spaces (Kwallek et al., 1996; Kamaruzzaman et al., 2010;
Manav, 2007) virtual spaces (Park & Guerin, 2002; Slatter & Whitfield, 1977; Whitfield, 1984) and
virtual reality spaces according to the type of research space.

Virtual reality spaces are interactive environments that are created in three dimensions through
computer programs, reflect the real movements of the user simultaneously, and appeal to other senses
besides visual sensation (Bayraktar & Kaleli, 2007, p. 2). In virtual reality spaces, the general aim is to
create the best representation of reality in the virtual environment and to provide the user with the
feeling of reality through mental perception. Virtual reality can be created in two separate ways as
immersive virtual reality and non-immersive screen based virtual reality (Robertson et al., 1993, p.
82).
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Immersive virtual reality is created with the help of various tools such as data gloves, headsets, virtual
reality cabinets, controllers, and virtual reality glasses (VR glasses) used to increase the sense of
reality. These tools reinforce human-space interaction and the sense of reality by providing multi-
sensory sensations such as visual, auditory, and tactile to virtual reality. VR glasses enable people to
participate in events from their own point of view. The sense of movement created by VR glasses with
image and sound features and other auxiliary apparatus used in conjunction with it, enables the
simultaneous transfer of reality to the virtual environment. It is particularly important to create these
visual and auditory elements as close to reality as possible in order to reinforce the experience of
space. For this reason, immersive virtual reality space was used in this study.

MATERIAL AND METHODS
In this study, the randomized pretest-posttest control group design was used (Table 1).

Table 1. Research method.

Group Pretest Process Posttest
Experiment Color Experiencing 24 colors in the context Color
198 randomly (100 people) preference of space with VR glasses preference
A survey survey
selected university
Control Color Color
students
(98 people) preference preference
survey survey

According to the research method, the sample was divided into two groups as experimental and
control groups, and the first data on color preferences were collected by applying the same pretest
form to both groups. After a certain period of time passed following the pretest phase, only the
experimental group was given the opportunity to see and experience 24 colors selected from the
Munsell color system on the front wall surface (the wall where the board is located) of the virtual
BMA-2 design studio with immersive virtual reality method as a stimulating task. Oculus brand Quest
2 model wireless virtual reality glasses were used in the application and immediately after the
application, the color preference results of all subjects in both the experimental and control groups
were collected through the same questionnaire used in the pretest phase and the results were compared.
No stimulus task or any other procedure was applied to the control group during the experiment.
Nevertheless, a post-test was administered to the control group. Thus, it was examined whether there
were any changes in the color preferences of the control group during the experiment.

Selection of Subjects

The study population includes all university students studying in interior architecture departments
where design education is given. Since it was not possible to reach the entire population, Creswell's
(2012, p. 145) convenience sampling method was used. According to this method, the study consists
of 198 undergraduate students (n=198) studying at Kiitahya Dumlupinar University Department of
Interior Architecture in the fall semester of the 2023-2024 academic year, with an average age of 21.08
(between 18-28).

In the pretest phase, 229 people participated in the study, but the measurement results of 25
participants were excluded from the study due to non-data mobility. Later on, 2 students among the
participants were disenrolled from the course and 4 students could not be reached either face-to-face *
or online (e-mail and telephone). For this reason, the data of 6 participants who could not be reached
for various reasons were also excluded from the study, and the sample number was finalized with a
total of 198 participants, 98 in the control group. In social science research (qualitative, quantitative,
experimental), a sample size between 30 and 500 people may be sufficient (Coskun et al., 2019, p.
162).

! Since 8 out of 9 students graduated in the spring term and 1 student could not be reached face-to-face during these periods,
the post-test questionnaire application was carried out online via Google form.
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Survey Design

In the pretest and posttest stages, the same questionnaire form was used and consists of three parts.
The first part of the questionnaire includes demographic characteristics. The second part of the
questionnaire includes open-ended questions about BMA-2 interior design studio color preferences, In
the third part of the questionnaire, are 5-point Likert-type questions regarding the level of preference
of a total of 24 colors in 4 different categories in the color palette. The preference levels for each color
are marked as 1-never prefer, 2-do not prefer, 3-undecided (neither prefer nor do not prefer-neutral), 4-
prefer, and 5-strongly prefer. This section aims to reveal the importance of the context in which the
color is used by comparing the results before and after the experiment.

Colors Used

A virtual color palette of 24 colors was created for use in the experiment. These colors were selected
from the Munsell color system. The Munsell color system has proven to be one of the most useful
systems in interior design with modifications (Pile, 1997, p. 38). The Munsell color system "offers the
best opportunities for quantitative attributes in the direction of qualities familiar to psychologists
among systems that purport to represent the full range of colors” (Guilford and Smith, 1959, p. 488).
These qualities (feature, scale, dimension) based on human perception are hue, value and chroma, and
the 24 colors used in the experiment were defined according to these qualities.

For this purpose, first, six basic color families (red-5R, orange-5YR, yellow-5Y, yellow-5Y, green-5G,
blue-5B and purple-5P) were determined in their purest form among Munsell hues in their purest form
(the coefficient 5 in the Munsell color system represents the purest form of color hues).The eye
perceives the 180 pure shades of color in the spectrum roughly as these six basic colors (Danger, 1987,
p. 36). The different colors of these 6 color families in terms of value and chroma were computer
generated to obtain bright, pale, light, and dark colors (Figure 1).

HUE SYR

Figure 1. Digitizing the six Munsell surface shades and determining the colors for four different color
categories within the scope of the study (Created by the author).

Figure 1 shows the different colors of the red, orange, yellow green, blue, and purple hues in terms of
computer-generated value and chroma amount. Among these colors, the basic colors (bright red-B1,
bright orange-B2, bright yellow-B3, bright green-B4, bright blue-B5, bright purple-B6) were first
determined to be used in the experiment. These colors have medium value and high chroma in each of
the 6 color families.The category of pale colors was created with the colors P1 (pale red), P2 (pale
orange), P3 (pale yellow), P4 (pale green), P5 (pale blue), and P6 (pale purple), which have
approximately the same value as the obtained base colors but whose chroma is almost half of these
colors. A light color category and a dark color category were created with reference to the pale colors.
Light colors are L1 (light red), L2 (light orange), L3 (light yellow), L4 (light green), L5 (light blue)
and L6 (light purple), whose values are 2 steps higher than pale colors. Dark colors are D1 (dark red),
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D2 (dark orange), D3 (dark yellow), D4 (dark green), D5 (dark blue) and D6 (dark purple), whose
values are 2 steps below the pale colors. Thus, a virtual color catalog of 24 Munsell colors obtained
from 6 basic color families was completed (Figure 2). The value of the basic colors and pale colors in
the color catalog is the same and the chroma is different, and the chroma of the light colors, dark
colors, and pale colors is the same and the value is different.

L1 L2 L3 | A
LIGHT COLORS

Figure 2. Virtual color palette (Created by the author).

Munsell colors for colored surfaces in Figure 2 were converted into RGB codes to be reproduced in
computer environment. However, the conversion process differs due to the color gamut of digital
devices. Gamut refers to all the colors that the digital device can produce. All digital devices can
produce a limited range of colors depending on their characteristics and the color gamut may vary
between devices. This situation shows that Munsell surface colors that are not included in the color
gamut of the Toshiba brand P50 A14H model number laptop to be used during the study may not be
produced. Therefore, care was taken to ensure that the Munsell surface colors used in the study are
within the computer gamut and are convertible for the virtual environment.

To represent the Munsell colors in a virtual environment, the colors were converted into RGB codes
using Paul Centore’s conversion tables (2013) and the Color Translator & Analyzer (CTA) program
by BabelColor (Centore, 2013, p. 5-26; Pascale, 2022) (Appendix 1).The RGB codes were adjusted to
match the color gamut of the Toshiba P50 A14H laptop used in the study, ensuring that all colors were
within the device's color range. This process allowed the Munsell colors to be accurately represented
in the virtual environment, despite potential variations in digital device color gamuts.

The computerized reproduction of Munsell surface colors with RGB codes using the conversion tables
of Centore (2013) prevents color differences in paint pigment materials and difficult to control
experimental conditions such as lighting conditions and produces comparable norms for further
research. In addition, the research experiment can be repeated by other researchers by extending it to
the desired scope and context thanks to the color samples given in RGB and Munsell notation.

Space Used

The physical and virtual spaces for the experiment were both based on the BMA-2 design studio at
Kiitahya Dumlupmar University Faculty of Architecture. This studio is the most frequently used and
familiar space for students, which is expected to save time and yield more accurate results during the
study. For the virtual studio, the plan drawings of the physical studio space (Figure 3) were utilized
and the method of on-site surveying was used for exact measurements. Then, using AutoCad 2021,
3ds Max 2022 and Unreal Engine 4 programs, a virtual model was created to be one-to-one with the
physical space.
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Figure 3. Plan of Kiitahya Dumlupinar University Faculty of Architecture BMA- No. 2 Interior
Architecture Design Studio (KDPU Department of Building Affairs, 2023).

The BMA-2 studio (157.02 m?) is actively used as a studio as of November 2023, with a ceiling height
of 275 cm and a capacity for 40 people. There are white student drawing tables and blue teacher's table
and chair in the studio. The walls and ceiling are white, and the floor features light-colored ceramics.
Illumination was measured using an Extech 45170 lux meter between 13:00-15:00, when the studio is
most active. The illuminance level created by the use of artificial light and natural light together is 434
lux in the measurement carried out under indoor weather conditions in the winter season. Although
this level is sufficient for the general illumination of the classroom, it is insufficient for technical
drawing works (TS EN 17037). Therefore, in the virtual model, the lighting on the drawing tables (at a
height of 73 cm) was adjusted to 750 lux. Additionally, the virtual lighting used a high CRI level for
accurate color perception, and the color temperature was set to 5000 K to match the ideal conditions
for true color visibility (Fitoz, 2002, p. 93). Daylight was excluded from the virtual environment due
to variable conditions.

Procedure

In the randomized pretest-posttest control group design method, all data collection stages were started
with the ethics committee approval decision numbered 7 taken at the meeting of Y University? Social
and Human Sciences Ethics Committee dated 18/10/2023 and numbered 2023/11. After approval was
obtained, all participants signed a voluntary consent form and pretest data were collected from these
participants between December 27, 2023, and January 15, 2024, entirely face-to-face with the
guestionnaire method. After the pretest phase was completed, 98 students in the control group were
administered the posttest phase between March 4 and March 16, 2024, mostly face-to-face, while 100
students in the experimental group were administered the experiment face-to-face just before the
posttest between the same dates (Figure 4).

Figure 4. Experiment application realized in Physical BMA-2 interior design studio (Archive).

Z University name removed due to double blind policy
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Before starting the experiment, the Ishihara color blindness test was applied to the 100 subjects in the
experimental group and the subjects who were not color blind were taken to the physical BMA-2
interior architecture design studio. In order to prevent the subjects from being affected by each other,
only one subject at a time was taken into the studio and seated in the chair designated for him/her in
the classroom. This chair was in the same position both in the physical space and in the virtual reality
space. The position of the chair was determined by the subjects as the midpoint of the back row where
the wooden wall could be seen from a comfortable and wide angle (see figure 3). The subject seated
on the designated chair put on the Oculus Quest 2 headset with the help of the researcher and
performed color selection tasks using the Oculus Quest 2 controller, which functioned as a computer
mouse.

In the fiction of the virtual space, on the table in front of the subject, the color palette consisting of 24
Munsell colors prepared to be used in the research is located in the form of colored buttons (Figure 5).
The subjects are expected to apply these colors to the wall where the whiteboard is located by pressing
the buttons and experience them on this wall surface. In this context, the subjects were first asked to
apply the 6 colors in the basic color category to the wooden wall surface according to the order in the
Munsell color wheel. Then, this method was repeated for the other 3 color categories, and the
experiment was concluded after the subjects simultaneously experienced 24 different colors in the
virtual color palette on the wooden wall surface in the virtual BMA-2 design studio.

Figure 5. Color palette in the form of colored buttons in the virtual classroom (Created by the author).

EXPERIMENT RESULTS

The pretest and posttest data obtained from all subjects with the questionnaire method were analyzed
descriptively with the help of SPSS (Statistical Package for the Social Sciences) data analysis program
in line with the research questions and interpreted by checking whether there was a significant
difference between the tests. In this study, color preferences constitute the dependent variable, while
the context of the interior space in which the color is used constitutes the independent variable.

Research Question-1: How does experiencing colors in the context of space with immersive virtual
reality method affect students' color preferences in interior design studios?

In the pretest phase of the study, 11.1% of the participants (n=22) refrained from indicating a color
preference for the BMA_2 design studio. The data of 22 participants who did not indicate any color
preference were shown as no answer in the statistical analysis phase. The other 176 participants
indicated many color types for their studio color preferences, excluding multicolor, vibrant color, light
color and dark color. In the posttest phase conducted after the experimental process, none of the
participants in both the experimental and control groups selected the option "no answer" for color
preference in the context of the space and made at least one-color preference for the BMA_2 design
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studio space. To perform statistical analysis, the process was simplified by combining similar answers
obtained in the pretest and posttest, and categorical data were created (Appendix 2). The answers
converted into categorical data were analyzed in terms of experimental and control groups through
frequency analysis (Table 2).

Table 2. Color preferences for BMA_2 design studio in the pretest and posttest phase for experimental
and control groups

Experimental group pretest Experimental group posttest
Preferred colors n % Preferred colors n %
White 20 20,0  Blue 31 31,0
Blue 19 190 Red 23 23,0
Beige 12 12,0  Orange 20 20,0
No preference 9 9,0 Green 13 13,0
Green 8 8,0 Yellow 6 6,0
Gray 8 8,0 Purple 6 6,0
Yellow 7 7,0 White 1 1,0
Orange 5 5,0 Total 100 100,0
Purple 3 3,0

Red 2 2,0

Pink 2 2,0

Black 1 1,0

Brown 1 1,0

Multi Color 1 1,0

Light Colors 1 1,0

Vibrant Colors 1 1,0

Total 100  100,0

Control group pretest Control group posttest

Preferred colors n % Preferred colors n %
Blue 18 18,4  White 23 23,5
Beige 14 14,3 Blue 21 21,4
White 13 13,3  Beige 14 14,3
Gray 13 13,3  Green 10 10,2
No preference 13 13,3  Gray 7 7,1
Green 10 10,2 Orange 5 51
Red 3 3,1 Multi Color 5 51
Orange 3 3,1 Purple 4 41
Black 3 31 Yellow 2 2,0
Multi Color 3 3,1 Black 2 2,0
Yellow 2 2,0 Light Colors 2 2,0
Purple 1 1,0 Red 1 1,0
Brown 1 1,0 Brown 1 1,0
Dark Colors 1 1,0 Navy Blue 1 1,0
Total 98 100,0 Total 98 100,0

n= Frequency %= Percentage
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Table 2 shows the pretest and posttest color preferences of the control and experimental groups for the
BMA-2 design studio space. As can be seen, blue color and its shades were the most preferred color
for the BMA_2 design studio both in the pretest and posttest phase among all participants. In the
pretest, a total of 37 students preferred blue as the main color for the BMA_2 design studio. After
blue, white was the most preferred color for the studio space. A total of 33 students expressed their
satisfaction with the current color of the BMA_2 design studio and preferred white again. After that,
beige, gray and green were the preferred colors for the studio respectively.

When the pretest-posttest preference results in Table 2 are compared in terms of groups, it is seen that
experiencing colors with VR glasses is effective on color preferences for the space. The colors red and
orange, which were preferred by a total of 7 people from the experimental group for the BMA-2
design studio before the experiment, were preferred by 43 people after the experiment. The preference
for blue color, which was preferred by a total of 19 subjects, increased to 31. While blue color was
associated with concepts such as creativity, tranquility and inspiration by the experimental group, red
and orange colors were preferred because they were associated with energy, vitality, warmth and
attracting attention. Pale blue (5B 6/8) was the most preferred among blue color tones whereas dark
red (5R 3/10) was the most preferred one among the red color tones and light orange (5YR 8/10)
among the orange color tones.

Among all participants, white, the existing color of the BMA-2 design studio, was preferred
immediately after the universally liked blue color in the pretest phase. In other words, when different
colors are not experienced in the context of the space, the color preferences for the space are affected
by the existing colors of the space. However, the preference for white, the existing color of the space,
was almost completely abandoned by 100 participants who experienced different colors through VR
glasses in the design studio space. Only 1 participant from the experimental group still preferred white
despite the colors experienced.

After the experimental process, the preference for blue color increased among the experimental group
and exciting chromatic colors such as red and orange became the most preferred colors for design
studio interiors, unlike white color. In this case, it was seen that the white color, which was considered
very suitable for studio spaces by the participants before the experiment, was preferred only out of
habit, and when compared to different colors, more dynamic and activating colors were preferred for
studio interiors compared to white.

Research Question-2: Is there a significant difference between the pretest and posttest scores of the
students in the experimental and control groups regarding their general color preferences? In other
words, does experiencing colors through VR glasses have an effect on general color preferences?

General color preferences were measured on a 5-point Likert scale. The mean pretest and posttest
preference scores of all participants for 24 colors on a 5-point Likert scale were tabulated (Table 3).
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Table 3. Frequency analysis of 24 different colors.

Posttest (n=198) Pretest (n=198)
Preference — —
queue All Colors X Sx  All Colors X Sx
1 Blue 411 081 Blue 415 0,89
2 Light Blue 409 0,79 LightBlue 409 0,95
3 Dark Blue 397 093 Dark Blue 386 1,114
4 Pale Blue 362 095 PaleBlue 376 1,03
5 Light Green 356 0,99 LightGreen 357 1,08
6 Green 355 1,08 Green 354 1,13
7 Dark Green 352 1,18 Light Purple 349 1,23
8 Dark Red 332 1,29 Dark Green 344 1,24
9 Light Purple 326 124 Dark Red 334 125
10 Pale Green 325 1,09 Dark Purple 329 129
11 Dark Purple 323 1,30 Pale Green 328 112
12 Red 318 1,14 Purple 325 125
13 Purple 309 127 PalePurple 320 119
14 Light Red 3,07 1,07 Red 317 1,15
15 Orange 306 1,00 LightOrange 302 1,09
16 Light Orange 304 1,07 Orange 297 1,00
17 Pale Purple 301 1,15 Light Yellow 296 1,20
18 Light Yellow 299 1,16 Pale Red 294 1,18
19 Pale Red 290 1,13 Light Red 293 1,05
20 Yellow 290 1,01 Yellow 286 1,03
21 Dark Orange 285 1,12 Dark Orange 284 1,15
22 Pale Orange 2,76 1,10 Pale Orange 279 1,04
23 Pale Yellow 275 111 Pale Yellow 272 121
24 Dark Yellow 2,72 1,11 Dark Yellow 259 1,15

n=number of participants, ¥=mean, Sx= standard deviation

Examining Table 3, it is seen that among the context-free color preferences of all participants, all
shades of blue were the most preferred colors in both the pretest and posttest stages whereas the 5
colors least preferred by all participants in both the pretest and posttest phases were the dark and pale
shades of yellow and orange.

The pretest mean scores of the experimental and control groups for the 24 colors in the 5-point Likert
scale were compared by independent sample t-test, but no statistically significant difference was found
(p>0.05, t values are given in Appendix 3). This supports that the pretest mean scores for general color
preference for both groups were not statistically significantly different from each other and that the
groups were in equal conditions at the beginning of the study. To determine the effect of the
experimental procedure in the control and experimental groups, which were supported to start the
study under equal conditions by measuring the same pretest scores, the mean difference between the
posttest and pretest scores was first calculated. Then, whether there was a statistically significant
difference between the difference scores obtained for the control and experimental groups was tested
with an independent sample t-test (Appendix 4). As a result of the independent sample t-test, no
statistically significant difference was found between the difference scores of the experimental and
control groups in general (p>0.05, t values are given in Appendix 4). This supports that the posttest-
pretest difference averages of the control and experimental groups were statistically similar. Among a
total of 24 different colors, only the difference between the posttest and pretest for the pale orange
color was statistically significant between the experimental and control groups (p<0.05, t=2.040),
which was in favor of the experimental group. It can be stated that experiencing the color orange
through VR glasses caused positive preferences for the said color. The color preferences indicate
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general preferences and do not include a spatial context. Therefore, it can be said that experiencing
colors does not have a great effect on general color preferences made without the use of spatial
context.

CONCLUSION

This study was carried out with the main purpose of determining the color preferences that can be
effective in achieving quality learning in interior design studio spaces and the results obtained can be
used in different scientific studies. For this purpose, a two-stage color preference study, pretest, and
posttest, was conducted between 27 December 2023 and 22 March 2024 (a total of 88 days). Students
studying at Kiitahya Dumlupimar University Department of Interior Architecture in the fall semester of
the 2023-2024 academic year participated in the study. The spatial context used in the study, in which
color preferences (color preferences independent of space and color preferences in the context of
space) were determined, was determined as the design studio BMA-2, which was most frequently used
by the participants.

In the pretest phase of the study, which was conducted with the participation of 198 randomly selected
students, the color preferences of all students were taken theoretically (questionnaire method) and
analyzed within themselves. The posttest phase was organized to measure the effect of the
experimental procedure (24 different colors experienced on the front wall surface of BMA-2 with VR
glasses) given to approximately half of the students (n=100) on color preferences. Results were the
following:

v" Among all participants, the order of hue preference independent of the spatial context (general
color preference order) was blue, green, purple, red, orange, and yellow. After the experiment,
red was slightly more preferred than purple. However, the difference is not statistically
significant. Therefore, experiencing colors in the context of space with VR glasses does not
significantly affect the general color preference order independent of the context. All shades of
blue were the most preferred colors among the 24 colors given. The fact that blue is the most
popular color in general is consistent with many studies in literature (Eysenck, 1941; Guilford,
1934; George & Margaret, 1938; Jastrow, 1897; Katz & Breed, 1922; Madden et al., 2000;
Washburn, 1911; Von Allesch, 1925). Dark and pale shades of yellow and orange were the
least preferred colors. The fact that yellow and orange are less popular than other colors is
generally consistent with other studies in the literature (Eysenck, 1941; Guilford, 1934,
Jastrow, 1897; Katz & Breed, 1922;). However, in a study conducted by George and Margaret
(1938) with 500 university students, purple was preferred after yellow and orange (George &
Margaret, 1938).

v The general order of color preference is approximately similar within the categories of basic
colors, pale colors, light colors and dark colors selected from the Munsell color system, which
have different characteristics in terms of value and chroma. Therefore, it can be said that the
hue feature is more important than the brightness and value scale of the color in color
preference. The result obtained is compatible with Kiran's (2012) study. In Kiran's (2012)
study, it was found that the significant effect among the preferred colors was due to the color
tone and the colors with short wavelength were preferred more (Kiran, 2012).

v The experimental procedure caused positive preferences only for the pale orange color out of
24 colors, except that experiencing colors indoors with VR glasses does not affect users'
general preferences for colors. However, color preferences in the context of space were
affected by the experimental process.

v" Before the experiment, the top 5 most preferred colors for the BMA-2 design studio wooden
wall surface among all participants were blue, white, beige, no preference, gray and green,
respectively. As a result of the experimental procedure affecting contextual color preferences,
the top 5 most preferred colors for the BMA-2 design studio were blue, orange, red, white and
green, respectively. The white and beige colors preferred before the experiment were replaced
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v

by warmer and chromatic colors such as red and orange after the experimental procedure. The
order of color preference of the experimental group after the experimental procedure was blue,
red, orange, green, (yellow, purple)® and white.

For the BMA-2 design studio, the basic and light blue colors were equally less popular among
the blue shades, and the most preferred color was pale blue with Munsel color notation 5B 6/8,
which has a medium value and medium chroma. The experimental treatment increased the
preference for pale blue (5B 6/8) in the context of space. Some of the reasons for the
preference of the participants who preferred blue color and its shades on the wooden wall
surface of the design studio are as follows.

It is a color that gives comfort to the eye.

It gives a feeling of glamor and vitality.

A color that is not overwhelming and does not distort the focus.
It evokes peace as it evokes the sea and the sky.

It is soothing and makes you want to work.

Inspiration

It goes well with the blue furniture in the studio.

More compatible with the teacher's desk and other furniture
More suitable for the atmosphere of the space

Makes the studio environment feel more peaceful and creative

Among the experimental group, yellow and purple were preferred by an equal number of
people, but they were preferred last among the colors presented. Yellow color was interpreted
positively in all 9 adjective-pairs indicating positive or negative states, while purple color was
perceived positively only in terms of being modern and active. The blue color preference
preferred by all participants for the BMA-2 design studio is consistent with the study of Baytn
et al. (2005). In the study conducted by Baytin et al. (2005), the green-blue color coded
3050B50G was the second most preferred color for the wooden wall surface of the design
studios. However, the purple color tone (light purple), which was preferred in the first place in
the same study, was preferred in the last place by the experimental group (Baytin et al., 2005).

Although white color was considered more suitable for the BMA-2 design studio than red and
orange colors before the experiment, it was preferred by only 1 person in the experimental
group after the experiment. Similarly, in a study conducted by Kwallek et al. (1996) with a
total of 675 psychology students on the effects of colors used in the office environment on
employee performance, white-colored offices were described as the least distracting offices
and were preferred more. Nevertheless, it was determined that the errors made in white offices
were higher than in other offices. The high preference for white color for the BMA-2 design
studio before the experiment may be due to the fact that the students adopted white as the
existing color of the space and did not experience different colors in the context of the space.

The experimental procedure encouraged participants to make choices for the BMA-2 design
studio. The 22 users who avoided making a choice before the experiment made at least one-
color choice after the experiment. In the pretest phase, the 17 color type preferences obtained
for the BMA-2 design studio before the simplification process decreased to 14 after the
experiment. The difference is due to the experimental group. While only 1 person in the
experimental group preferred white color other than the colors presented to them in the
experiment, the control group continued to prefer various colors such as black, brown, and
beige. This shows that basic color tones are sufficient for the BMA-2 design studio.

In the color preference stage, experiencing the colors in the virtual reality space using VR

3 The number of preferences for the colors yellow and purple given in parentheses is equal.
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glasses without physically applying the colors to the space did not have a great effect on the
general color preference. However, spatial color preferences were affected by the
experimental procedure. In addition, it was observed that the experimental process facilitated
preference making by reducing preference ambivalence and revealed preference tendencies for
different colors other than the existing space colors. In this case, it is clear that the use of color
names or color samples of certain sizes in interior color preference will not give accurate
results. Therefore, it is recommended to show the users the materials in which colors are used
in context during the color preference stages.

The results are limited to a small sample selected from a large population and a specific spatial
context. All of the participants are interior architecture students, whether they have color knowledge or
not. Therefore, future studies are needed to generalize the results for all individuals and different types
of spaces.
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Oz

Sinema endiistrisinin baslangicinda film jenerikleri, yazar, yonetmen, oyuncu gibi
onemli bilgileri sunan grafik kartlar, zamanla teknolojinin gelismesiyle beraber
hem igerik hem de gorsel agidan zenginleserek hareketli animasyonlara
doniigmiistiir. Dolayisiyla tasarimda yasanan doniisiimii uzun soluklu bir film
serisi lizerinde incelemek anlamli olacaktir. Bu amacgla sinemanin klasikleri
arasina giren hem oyunculuk hem de sinema dili agisindan hakli bir iine sahip
olan macera icerikli Indiana Jones filmi seg¢ilmistir. Indiana Jones, 1981'den
2023'e kadar vizyona giren ve yaklasik yarim yiizyillik bir zamana yayilan bes
filmlik serinin jenerikleri incelenerek gecirdigi uzun siire¢ boyunca tasarim evrimi
ortaya konulmustur. Bu c¢alisma, nitel arastirma yontemi kullanilarak
gergeklestirilmis olup, Indiana Jones serisinin jenerikleri renk, kompozisyon,
tipografi gibi grafik tasarim ilkeleri baglaminda analiz edilmistir. Caligmada,
jeneriklerin estetik ve iletisimsel yonlerine 1g1k tutularak, film sektorii ve jenerik
tasarimcilari i¢in yararli bir kaynak olmasi hedeflenmistir.

Anahtar Kelimeler: indiana Jones, Grafik Tasarim, Film Jenerikleri, Jenerik ve Tipografi,
Jenerik ve Renk, Jenerik ve Animasyon.

Abstract

At the inception of the film industry, title sequences consisted of graphic cards
presenting essential information such as the writer, director, and cast. However,
with advancements in technology, these sequences have evolved both in content
and visual complexity, transforming into dynamic animations. Therefore,
examining this transformation within the context of a long-running film series is a
meaningful approach. For this purpose, the Indiana Jones series a widely
recognized and critically acclaimed adventure franchise known for its cinematic
language and performances has been selected. By analyzing the title sequences of
the five films released between 1981 and 2023, this study aims to reveal the
design evolution that has taken place over nearly half a century. This research
adopts a qualitative methodology, analyzing the title cards of the Indiana Jones
series through the principles of graphic design, including color, composition, and
typography. By shedding light on the aesthetic and communicative aspects of
these sequences, the study aspires to serve as a valuable resource for the film
industry and title sequence designers.

Keywords: Indiana Jones, Graphic Design, Film Title Sequences, Title Cards and
Typography, Title Cards and Color, Title Cards and Animation .
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GIRIS

Jenerik (kart) tasarimlari, gozlemlerime gore filmler ya da programlardan 6nce ve sonrasinda
yaratimda emegi gecenleri tanitmak amaciyla duragan/hareketli tasarimlarla anlatilan igerikler olarak
ifade edilebilir. Film ve programlarin tanitimlari igin vazgegilmez bir unsuru olan jenerikler, izleyiciye
siire¢ ve icerikleri hakkinda fikir veren, akis diizenini gosteren kartlardir. Baglangicta bu siire¢ sessiz
filmlerde igerigin basliklar seklinde siyah kartlar iizerine elle yazildigi bir donemle baglamasina
ragmen sonraki donemlerde cizgiler icerige dahil edilerek grafik tasarim unsuruna doniigmeye
bagladig1 goriilmektedir. Film yapiminin ilk zamanlarinda, kartlar yalnizca kilit personelin temel bir
listesiyle sinirli tutuldugu goriilmektedir. Bununla birlikte, endiistri olgunlastikca katkida bulunanlar
kabul etmek i¢in daha kapsamli ve standartlastirilmig bir yaklagima duyulan ihtiyag da artti. Sinemanin
baslangicinda, kartlar genellikle metinsel ve film basinda veya sonunda slayt olarak gosterildigi ilk
zamanlarda bu kartlar sadece temel bilgiler icerirken, Krasner’e (2008) gore, 1930'lar ve 1940'lar ile
birlikte acilis kartlar1 daha ayrintili ve gorsel olarak zenginlesmeye basladigina deginmektedir. Bu
donem, grafik sanatgilarinin klasik yontem tasarimlar ve yaratict tipografi kullanarak jeneriklere
sanatsal bir boyut kazandirdig1 dénemdir. Tasarimeilarin, kartlarin gorsel cekiciligini artirmak igin elle
¢izilmis illiistrasyonlar ve yaratici yazilar kullanmalar1 grafik tasarimin bu donemde 6nemli bir rol
iistlendigi anlasilmaktadir. Filmlerde artik amag sadece bilgilendirmek degil, ayn1 zamanda izleyicinin
dikkatini bagtan ¢ekebilmekti. Tek boyut seklinde iiretilen tasarimlar ikinci Diinya Savasi'ndan sonra
film basliklar1 yeni bir asamaya evrilmis, grafik sanatcilari jenerik sahnelerini daha sanatsal yapma
egilimine girmiglerdir. Jenerik tasariminda Onemli bir doniim noktasi ise Saul Bass'in Alfred
Hitchcock'un ‘1959 da North by Northwest’ (Sekil 1) de filmi igin serbest gizgiler ve hareketli
tasarimlar kullanarak yarattig1 devrimdir.

Sekil 1. Saul Bass'in Alfred Hitchcock'un ‘1959 da North by Northwest’ film jenerigi (MovieTitles,
2018).

1970"er ve 1980'ler, bilgisayar tarafindan iiretilen grafiklerin kullanimiyla birlikte jenerik tasariminda
onemli bir doniisiim yasandi. Bu dénemde, animasyonlu 6geler, dinamik tipografi ve gorsel efektler
jenerik sahnelerine entegre edilmeye baslandi. 1977°de ¢ekilen Yildiz Savaslari gibi filmler, bu
doénemin yeniliklerini ve teknolojik ilerlemelerini sergileyen 6nemli 6rnekler arasinda yer almaktadir.
Film endiistrisi dijital ¢caga gectikce, grafik tasarimin jeneriklerdeki rolii daha da 6nem kazanarak
genisledi. Dijital platformlar ve yazilimlar, tasarimeilara 3D grafikler, hareketli grafikler ve etkilesimli
Ogeler iceren cesitli gorsel stilleri deneme imkani sagladi. Gili¢ ve Boyraz makalesinde, dijital tasarim
icin su ifadeyi sdylemektedir, “‘farkli teknolojilerin arayiizlerini tek bir is icinde yan yana getirerek,
her birinin benzersiz goriintii mantigini 6n plana ¢ikarir. Izleyici, estetik deneyimi kendini cevreleyen
genis fiziksel alanin iginde ve simiile edilmis ortamda katmanly arayiizlerde yasar” (Giig ve Boyraz,
2023, s. 8073). Bu siirecte agilis jenerikleri, yonetmenler ve tasarimcilarin is birligiyle filmin tonunu
belirleyen gorsel olarak garpict sahneler olusturmak icin bagh basina bir sanat formu haline gelebilir.
Film jenerikleri yalnizca bir kabul arac1 degil, ayn1 zamanda bir hikaye anlatma araci olabilir. Jenerik
tasarimi, temalari, ruh halini ve stili iletmek i¢in gorselleri kullanarak bir filmin anlatisinin ayrilmaz
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bir pargasi haline gelebilir. Grafik tasarimcilar, jenerik projenin genel estetigi ve vizyonu ile uyumlu
olmasini saglamak i¢in film yapimcilariyla yakin is birligi i¢inde ¢alisabilirler.

Bu dénemde jenerik tasariminda yasanan doniisiimler ve teknolojik yenilikler, sinema diinyasinda yeni
bir gorsel dilin ortaya ¢ikmasina katkida bulunulur. Hem estetik hem de anlatisal agidan zenginlesen
jenerik tasarimlari, filmlerin izleyici iizerinde biraktigi etkiyi artirdigl ve sinema deneyiminin énemli
bir pargasi haline gelebildigidir.

Glinlimiizde, film jeneriklerinin olusturulma siireci multidisipliner bir yaklasim gerektirir.
Yonetmenler, yapimcilar ve post prodiiksiyon ekipleriyle birlikte ¢alisan grafik tasarimcilar, sanatsal
yetenek ve teknik uzmanligin bir kombinasyonunu kullanarak etkileyici ve bilgilendirici jenerik
sahneleri olusturabilirler. Bu filmlerin hem baglangicinda hem de sonunda jeneriklerin daha dikkat
¢ekici ve anlamli olmasina olanak taniyabilir. Film endiistrisi gelismeye devam ettikce, gelecek
nesiller, sinemanin gorsel dilini sekillendiren jenerikler ve grafik tasarim alaminda daha fazla yenilik
bekleyebilir. Yeni teknolojiler, yapay zeka ve artirillmis gerceklik gibi alanlarda ilerlemeler, jenerik
tasariminda devrim yaratma potansiyeline sahip olabilir. Bu gelismeler, film jeneriklerinin daha
etkilesimli, kisisellestirilebilir ve izleyiciyi daha fazla igine ¢eken bir deneyim haline gelmesini
saglayabilir.

Film jenerikleri ve grafik tasarim siireci, film yapiminin énemli bir unsuru olarak kalmaya devam
edecektir. Yonetmenler, yapimcilar ve tasarimcilar arasindaki is birligi, jeneriklerin sanatsal ve teknik
olarak etkileyici olmasini saglar. Gelecekte, bu is birliginin ve teknolojik yeniliklerin, film
jeneriklerinin evrimini ve sinema deneyimini daha da ileriye tasimasi beklenmektedir.

Bu calisma, sinema endiistrisinde kiiltiirel bir fenomen haline gelmis olan Indiana Jones film serisinin
jeneriklerini, grafik sanatlar1 baglaminda analiz etmeyi amaglamaktadir. Bu amag¢ dogrultusunda,
literatiir taramasina ek olarak, jeneriklerin tasarim ilkeleri ¢ercevesinde yorumlanmasi yodntemi
kullanilmistir. Serinin filmleri, tipografi, renk ve kompozisyon gibi tasarim ilkelerini kapsayan
basliklar altinda incelenerek, seri tasarimlarinda iislup birliginin var olup olmadig arastirilmistir

JENERIK TASARIMINDA BASLIK KARTLARI

Tirk Dil Kurumu sézliigline gore jenerik, TDK (2024) “tanitma ad” olarak kullanilirken, Fransizca
“genérique,” genele ait olan ve filmin yapisina uygun miizik ve metin hazirlanarak yapilan
tasarrmlardir. Amerikan ve Ingilizlerdeki karsiligi “fitle” anlaminda kullanilmaktadir. Géymen’in
aktarimina gore, “Hollywood terminolojisinde agilis jenerikleri i¢in "openingtitle”, kapanis jenerikleri
icin ise "endtitle" ya da "endcredits" sozciikleri kullamimistir. Asagidan yukariya dogru akacak
sekilde tasarlanan bitis yazilarina ise; rollcaption (donen yazi) olarak adlandiriimaktadr” (Goymen,
2020, s. 21). (Sekil 2) incelendiginde, ticari sinema filmleri i¢in temel kompozisyon kart bilgilerinin
deneysel bir film yapimcilig1 bigimi olarak nasil gelistigi goriilebilir. Baglangicta, “siyah bir arka plan
tizerine elle c¢izilmis beyaz harflerle yapilan bashklar, icerdigi kisilerin adlarim, diyaloglart ve
sahneleri belirtirken dekoratif unsurlarla siislenirdi. Bu siislemeler zamanla ¢izgiler, ana hatlar veya
kiigiik ¢izimler gibi unsurlart da i¢erecek sekilde genisledi” (Krasner, 2008, s. 22).
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SINGLE TITLE CARD DOUBLE TITLE CARD TRIPLE TITLE CARD MULTIPLE TITLE CARD

MAIN TITLE CARD SCROLLING TITLES LOWER THIRDS SUBTITLE

FILMTITLE

INTEATITLE CARD

Sekil 2. Kart Kompozisyon diizeni (Creative Motion Graphic Titling for Film, Video, and the Web
/s31)

Jenerik tasarimi ile seyircinin dikkatinin gorsel unsurlara ¢ekilmesi ve anlatilan hikayeyle bag kurmasi
amaglanmaktadir. Saul Bass’a gore, filmin 6ncesinde hazirlik yapilmasi ve bitiginde ise filmin etkisini
tizerinden atmak i¢in bir ayrigma odasi olarak tanimlanir. Braha ve Byrne’in (2011) eserine gore
basligin birincil amaci oyunculara ve ekibe dogrudan atifta bulunmaktir. Baglik dizileri, hareketli
grafiklerin giiclii bir ifadesidir ve film endiistrisinde 6nemli bir rol oynamaktadir. Bu kartlar,
sinemanin baslangicindan itibaren, ornegin D.W. Griffith tarafindan yaratilan markali baglik
kartlariyla (title cards) baslayarak, filmin stilini ve kimligini yansittig1 (Sekil 3) goriilebilir.

D. W. GRIFFITH

olerance

| hroughout the Ages

Sekil 3. D.W. Griffith tarafindan yaratilan markali baslik kartlar1 (Creative Motion Graphic Titling for
Film, Video, and the Web /s 45)

Jenerik tasariminda kullanilan grafik Ogeler, goriintii, ses, renk, semboller ve tipografi gibi gesitli
unsurlarla film ve programlarin baslangi¢c ve bitis bilgilerini grafik bir dil kullanarak anlatilir. Bu
grafik dilin dogru kullanimi, sunulan programlarin igerigi hakkinda izleyiciye Snemli bilgiler
saglayabilir. “1920'lerin deneysel film onciileri ve sonraki nesil animatériler ve grafik tasarimcilar
lizerinde biiyiik bir etki bwrakti. Sinema endiistrisinde, 1950'lerde animasyon film basliklarinin
gelistirilmesi, hareketli grafikler adi verilen yeni bir grafik tasarim bi¢imini olusturdu. Bu da duragan
tipografiyi hareketli tipografiye gecisin baslangicint simgeler” (Krasner, 2008, s. 6).
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JENERIK TASARIMINDA TIPOGRAFI KULLANIMI

“Yazinin temel islevini, isaretler yardimiyla diisiince ve bilgi aktarimi olarak tamimlayabiliriz. Ancak
tipografi bu tanimin bir adim otesidir, bir anlamda "yazi ile sanat yapma" boyutudur” (Ugar, 2017, s.
106). Film jeneriklerinde ise tipografi, bir filmin basinda ve sonunda goriintiilenen agilis kartlari,
bagliklar ve diger ilgili metinsel 6gelerin tasariminit ve diizenini kapsar. Dolayisiyla jenerikteki
tipografik 6nemli bir islev yiiklenmektedir. Ambrose ve Harris tipografi i¢in sdyle sdylemektedirler,
“Tipografi en iyi bi¢imde kullanildiginda dilin sonsuzlugunu ve zamanini birlestiren gorsel bir
bicimi” (Ambrose & Harris, 2012, s. 8) oldugunu belirtirler, jeneriklerde de dogru kullanildiginda film
ile seyirciyi tipografik gorselle etkileyebilir. Yine Cetinkaya ve Dursun (2023) makalesinde Gorsel
ifadelerin temellerini agikliga kavusturmak amaciyla metinler araciligiyla detaylandirma
yapilmaktadir. Gergekliklere ayna tutmak ve yorum katmak, bilgi birikimi gereksinimini metinsel
ayrintilarla karsilamaktadir. Yonetmenler ve tasarimeilar jeneriklerde kullanacaklari yazi karakterini
film icerigini yansitacak sekilde sectikleri gozlenmektedir. Yani sira teknik ilerlemeler de Onemli
Olciide jenerik tipografisinde katkida bulunmaktadir. Sessiz filmlerin erken orneklerinde kullanilan
yaz1 kartlar1 genellikle siyah tahta iizerine elle yazilmis ve basit metinler oldugu olmasinin yani sira
gorsel bigimi de On plana ¢ikarma amaci giitmiistiir (Sekil 4). Daha sonraki donemlerde, yazi
tasarimcilart tarafindan bu kartlara kiiciik siislemeler ve c¢izgiler dahil edilerek gorsel olarak
zenginlestirilirdi. Goymen’e (2020) gore, “Jenerik tasaruminda tipografi; mesajin anlasilabilir bir
sekilde iletilmesinin yani sira, gorsel bir dil, tarz ve farklh bir imge olarak ortaya konan bir eleman
olma iddiasim tasimaktadir” diye vurgulamaktadir. Dolayisiyla film jeneriklerine bakildigindas
tipografi filmin atmosferine, ruhuna ve tonuna gore sekillendigi acikca goriilebilmektedir.

FOREWVORD

WAR »
LEAVES
SWEETHEAR
BROTMERS CARNE

Sekil 4. Elle yazilmis Kart 6rnekleri (Goymen, 2020).

Manovich’in ‘The Language of New Media’ adli eserinde, Manovich, (2001) “sessiz film basliklar:
icin genellikle serif veya sans-serif gibi basit tipografi tercih edildigini” belirtir. Grafik tasarimcilar
ve tipograflar, acilis jeneriklerinin gorsel etkisini artirmak igin kalin harfler, dinamik diizenler ve
etkileyici tipografi ile deneyler yaptilar. Bu 6rneklerden biri (Sekil 5) “Amerikali Dada sanat¢isi Man
Ray ve goriintii yonetmeni Marc Allegret'in 1926 yapimi ‘Anemic Cinema’ filminde kullanilan
hareketli sarmal yazilardir. Bu yazilar deneysel tipografinin bir ornegidir. Burada tipografi, filmdeki
anlatimn ozgiin ve yaratict bir bicimde gérsellestigi gériilmektedir. Bu siiregte grafik tasarim
teknolojilerinin gelisimi ve kiiltiivel duyarliliklarin degisimi, film jeneriklerinde kullanilan tipografik

tekniklerde 6nemli bir genislemeye yol acti” (Braha ve Byrne, 2011, s. 46).
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Sekil 5. Amerikali Dada sanatcist Man Ray ve goriintii yonetmeni Marc Allegret'in 1926 yapimi
‘Anemic Cinema’ filminde kullanilan deneysel Tipografi (AeonVideo, 2023).

Grafik tasarim teknolojilerindeki gelisim ve degisen kiiltiirel duyarliliklarin etkisiyle, film
jeneriklerinde kullanilan tipografik teknikler onemli bir gelismeye tanik oldu. Saul Bass gibi
tasarimcilar, cesur grafikler ve yaratict animasyonlarla film jenerikleri tipografisinde devrim yarattilar.
Dijital tipografi, 6zellikle dijital teknolojilerin yiikseldigi 20. yiizyilin sonlarindan itibaren, film
jeneriklerinde daha da yayginlagtig1 sdylenebilir. Alfred Hitchcock'un filmlerinde kullanilan tipografi,
film yapimcilari ile yapilan is birliklerinde filmin ruh halini ve tonunu yansitan 6nemli bir unsur olarak
ortaya cikt1 (Sekil 6).

Sekil 6. Alfred Hitchcock'un filmlerinde kullanilan tipografi (Family Plot, 1976)

20. yiizyilin ikinci yarisinda dijital teknolojinin ortaya ¢ikmasi, film jeneriklerinde tipografi
kullanimin1 daha da degistirdi. Hareketli grafik yaziliminin yayginlagmasi, tasarimcilara tipografik
tasarimda yeni imkanlar sundu. 1995°deki Se7en, filminde David Fincher'in yonettigi ve Kyle Cooper
tarafindan tasarlanan acilis jenerikleri, dijital tipografinin izleyicilere siiriikleyici ve gorsel olarak
carpict deneyimler sundugunu (Sekil 7) gormek miimkiindiir. Burada, dijital teknolojilerin sagladigi
yenilik¢i ¢coziimlerle dijital tipografi daha etkilesimli hale getirilmistir. Noyan ve Odekan makalesinde
‘Seven film’ jenerigi i¢in;

Bu ¢aligma i¢in bir doniim noktast olmustur. Zira liniversitede grafik tasarim okuyan bir 6grenci
i¢in, sinema gibi bir disiplinle grafik tasarimin birlegsmesi ve bunu tiirlt tasarim ilkelerini alasagi
ederek, deneysel bir ruhla yapip islevini yerine getirmeyi de basarmasi biiyiileyicidir. Diger
bliylileyici yani, jeneriklerin farkina varilmasi ve okuma yapilan alanin sinemadaki bir
uzantisinin varhginin kesfedilmesi olmustur. (Noyan ve Odekan, 2009, s. 5)
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Sekil 7. Se7en, filminde David Fincher'in yonettigi ve Kyle Cooper tarafindan tasarlanan agilis
jenerikleri (Se7en, 1995)

Burada deneysel tipografi ve dijital tekniklerin birlesimiyle tipografi, film anlatisinin 6nemli bir
pargasi haline gelmistir. Ozel olarak tasarlanmis yazi bigimleri ve titiz kompozisyonlar kullanarak bir
anlati araci olarak tipografiyi kullanan yapimecilar, film jeneriklerinin tasariminda tipografiyi kullanma
stireci, teknolojik gelismeler, sanatsal yenilikler ve degisen izleyici beklentileri ile birlikte gelisen
dinamik ve c¢ok yonlii bir c¢abadir. Jenerikler tasarimlarinda kullanilan “yarafici tipografik
uygulamalar bireylerde gii¢lii bir hatirlatma duygusu olusturabilmektedir.” (Asan ve Asan, 2022, s.
44). Dijitalarcane’da yaplan yayina gore, Dijitalarcane, (2024) Tipografi film jeneriklerinin estetik ve
anlati boyutlarimin sekillenmesinde 6nemli sekilde rol alabilir ve 353ilmed tipografi, yonetmenlerin
filmin ruhunu ve tonunu diizenleme ve tasarim yoluyla aktarmalarina yardimci olan 6nemli bir sanat
bi¢imidir.

Cagdas sinema i¢in film jeneriklerinde dikkate deger bir egilim, retro ve vintage estetigin yeniden
canlanmasidir. Helfand’a (2016) gore, film yapimcilar1 ve tasarimcilar, 20. Yizyilin ortalarindaki
grafik tasarim stillerinden ilham alarak nostalji ve sinema tarihi duygularini canlandirmak i¢in ¢aba
gostermektedirler. Ayrica, tipografinin hareketli grafikler ve gorsel efektlerle entegrasyonu, cagdas
film jeneriklerinde giderek daha yaygin hale gelebilmektedir. Retro ve vintage tipografi, bu baglamda
nostaljik bir atmosfer yaratmak i¢in kullanilmaktadir. 2014 yilinda Galaksinin Koruyucular1 gibi
filmler, James Gunn’in yo6nettigi ve Sarofsky tarafindan tasarlanan jenerikler, tipografinin Computer-
Generated Imagery (CGI) ile birlestigi gorsel, ¢arpict ve kavramsal olarak zengin deneyimler
yaratiminin bir pargasi olarak gosterilebilir (Sekil 8). Dahasi, dijital tipografinin ve degisken yazi
tiplerinin yiikselisi, film jeneriklerinde tipografik ifade i¢in yeni olanaklar agabilmektedir.
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Sekil 8. James Gunn’in yonettigi ve Sarofsky tarafindan tasarlanan jenerikler, tipografinin bilgisayar
ortamindaki tiretimi (Galaksinin Koruyuculari, 2014).

Lupton‘a (2014) gére degisken yaz tipleri, farkli ekran boyutlart ve ¢dziliniirliiklerine uyum saglayarak
dinamik ve duyarli tipografi saglar. Bu esneklik, film jeneriklerinin ¢esitli cihazlarda gosterilmesinde
avantaj saglar. Teknolojik gelismeler ve kiiltiirel egilimlerin etkisiyle, film jeneriklerinde tipografinin
gelecegi, yeni tipografik formlar ve tekniklerle devam eden deneylerle sekillenebilecektir. Filmler,
tipografik secimlerinde okunabilirlige ve erisilebilirlige oncelik vererek, gecmisleri veya yetenekleri
ne olursa olsun tiim izleyicilerin filmin jenerikleriyle etkilesime girmesini saglayabilir. Ileriye
bakildiginda, film jeneriklerinde tipografinin gelecegi, dijital teknolojideki ilerlemelerin yani1 sira yeni
tipografik formlar ve tekniklerle devam eden deneylerle olusturulabilecektir.

JENERIK TASARIMINDA KOMPOZiSYON VE RENK KULLANIMI

Baglik kart1 oyuncu kadrosunun veya ekibin bilgilerini gdsteren bir kompozisyonu bi¢imidir. Ekranda
beliren temel kompozisyon kart bilgileri; Tek Kart, Cift Kart, Uglii Kart, Coklu Kart, Bir Ana Baslik
Karti, Alt Ugte Birlik Kisim, Altyazilar, Ara Yazlar seklinde kategorilere ayrilmaktadir. Bu tiir
kartlarin kullanimi, hem estetik hem de islevsel bir amaca hizmet eder, ¢linkii her biri film anlatisinin
farkli yonlerini vurgulamak igin g¢esitli diizenleme yontemleri kullanir. Kompozisyonel denge
olusturulmasi, bu kartlarin izleyici tarafindan anlasilabilir ve dikkatle izlenebilir olmasini saglar.
Asan’nin arastirma makalesinde, “kompozisyondaki onemli husus pozitif ve negatif alanlardir. Pozitif
ve negatif alani tamimlamak gerekirse, negatif alan kompozisyonda yer alan elemanlari ¢evreleyen bos
alanlari, pozitif alan ise; nesnelerin yer alarak gruplandigi ve izleyicinin dikkatinin odaklandig
alandir” (Asan, 2021, s. 241). Pozitif ve negatif alan kullanimi, bir jenerik tasariminin izleyicinin
dikkatini yonlendirmede nasil kritik bir rol oynadigin1 gdsterir. Pozitif alan, metinlerin, figiirlerin ve
onemli 6gelerin yer aldig1 boliimdiir ve gorsel hiyerarsiyi saglar. Negatif alan ise bu 6gelerin etrafinda
kalan bosluk olarak, goziin bu 6gelere odaklanmasini saglayarak dengeli bir kompozisyon olusturur.
Braha ve Byrne (2011) eserinde, jeneriklerin ekranda goériinme sirasi ve yazi tipi boyutlarinin
genellikle sozlesmelerle belirlendigini ve tasarimcinin bu konuda sinirli bir etkiye sahip oldugunu
belirtmektedir.

Film jeneriklerinde rengin tasarima dahil edilmesi, genel sinema deneyimine 6nemli dlciide katkida
bulunan ¢ok yonlii bir siire¢ olabilmektedir. Bu sanatsal ¢aba, duygular ifade etmek, anlati 6gelerini
giiclendirmek ve izleyiciyle etkilesime gecerek gorsel bir dil olusturmayi amaglayabilir. Cagdas
sinema tekniklerinde, renk sadece estetik bir unsur degil, ayn1 zamanda hikaye anlatiminin ve izleyici
katiliminin ayrilmaz bir pargasi haline gelebilir. “Tabiatta her sey belli bir uyum (ahenk) icerisindedir.
Uyum kelime anlamu ile bir biitiiniin parcalar: arasinda bulunan uygunluktur. Renklerin uwyumlu bir
sekilde kullamilmas: izleyicinin ilgisini onemli dl¢iide arttirmaktadir. Ciinkii  renkler gorsel
kompozisyonla ilgili bircok bilgiyi izleyicilere yansitmaktadw” (Kirik, 2013, s. 78). Géymen’e (2020)
gore, ‘“remk tamamlayicihigi, ayirt ediciligi, yon gostericiligi ve vurgulayiciligi ile en onemli
ogelerinden biridir. Okuyucuyu etkiler, ilgiyi diri tutmaktadir. Jenerikler, renk sayesinde daha etkili
sunulabilmektedir”.
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Sinemanin baslangicinda filmler genellikle siyah beyaz goriintiilerle simirliydi. Ancak, renkli film
teknolojisinin ortaya ¢ikisi ile yapimcilar yaratici ifade igin giiglii bir ara¢ elde ettiler. Renkli film
teknolojisinin kullanimi1 sadece gorsel estetigi degil, ayn1 zamanda anlatinin anlam derinligini de
artirmigtir. Renk, film jeneriklerinde ruh halini yansitan gorsel bir kod olarak islev gorebilir. Siyah
beyazdan renklere gecis, sinemanin tarihsel evrimini ve estetik anlayisindaki degisimi gosterir.

Film jenerikleri tasariminda renk kullanma siireci bilingli bir sanatsal ¢abadir. Film yapimecilari,
duygusal tepkileri tetiklemek ve izleyicinin anlatiyr yorumlamasina rehberlik etmek icin renklerden
stratejik olarak yararlanirlar. Bu baglamda rengin dramatik islevi, belirli bir duyguyu, karakter
gelisimini veya hikayenin temasini izleyiciye iletmek icin tasarimda kullanilir. Renk ile tonlama,
izleyiciye filmin tiirline uygun ruh halini verebilir; 6rnegin, sicak renkler (kirmizi, turuncu) aksiyon ve
gerilim sahnelerinde dinamik bir hava yaratirken, soguk renkler (mavi, mor) dramatik veya mistik bir
atmosfer olustururabilir. Teknolojinin ilerlemesiyle birlikte, film yapimcilari renk kullaniminin
sinirlarini zorlamaya devam eder ve siirekli gelisen sinema diline katkida bulunabilirler. Bu siireg, yeni
firsatlar sunarak gorsel gosterinin Otesinde derin ve duygusal bir iletisim bi¢imi olarak film
jeneriklerinin hikdye anlatimina 6nemli katki saglayabilir. Renk ve kompozisyonun birlesimi, film
jeneriklerinde izleyiciye gii¢lii bir gorsel ve duygusal deneyim sunar.

INDIiANA JONES FiLM JENERIKLERININ INCELEMESI

George Lucas ve Steven Spielberg’in yonettigi Indiana Jones serisi, Kaya (2024). 1981°de Kutsal
Hazine Avcilart filmiyle baglamis, ardindan 1984'te Kam¢ili Adam, 1989°da Son Macera, 2008'de
Kristal Kafatasi Kralligi, 2023°te Kader Kadrani filmleriyle devam etmistir.

Serinin ilk filmi olan Raiders of the Lost Ark "Kutsal Hazine Avcilart", 1981 yilinda gosterime
girmistir. Filmin yapimciligin1 George Lucas iistlenmis ve yonetmenligini Steven Spielberg yapmustir.
Filmin baslangicinda, yapimci firma olan “Paramount Picture” logosu karanlik ekran sonrasi hafif
saydam sekilde beliren animasyonla gelmektedir ve 12. saniyeye kadar bu saydamlagsan animasyon
kaybolarak, prodiiksiyonu yapan sirketin yazi kartii gostermektedir. ilk olarak, serifli regular fontla
majiskiil, i¢i bos, beyaz renk kontdrle yazilmis filmin ismi ekranda belirir. Ardindan filmin basrol
kahramani ve diger yardimci oyuncularin isimleri biiylik harflerle tek tek art arda gelir. Bu dizilim,
tekli kart kompozisyonu seklinde diizenlenmis ve sonrasinda filme katki bulunanlarin isimleri sirasiyla
ekrana yansimaktadir. Filmin bitisinde de yine beyaz kontorle, kiiciik ve biiylik harfle yazi tasarimi
filmde kullanildig1 goriilmektedir.

Bu tasarim, bilgisayar teknolojisinin film laboratuvarlarinda kullanilmaya baslanmasiyla, 1960’lar
oncesi kartlardan farkli olarak, elle yazim yerine dijital tasarim kullanilarak yapildigi soylenebilir.
Etkileyiciligi artirmak i¢in jenerik (baslik kartlari) filmin iizerine eklenmis ve igerikle miizik esliginde
gelmektedir. Acar makalesinde, destekleyici bir ifade ile “jenerik akigsinda kullanilan miizigin,
goriintiilerin senkronize olabilecegi bir alt yapi olusturmasi ve filmde yaratilmak istenen duyguya
izleyiciyi ¢eken 6nemli bir unsur olarak goériilmeye baglamasi da yine bu donemlere denk gelir” (Acar,
2015, s. 13). Jenerigin devaminda da tipografinin majiskiil olmasi, rahat okunabilmesi i¢in serifli
olarak tercih edilmistir. Ucar eserinde biiylik harfleri su soyle dile getirmektedir, “kisa uyarilar,
belirtegler biiyiik harf kullanilarak daha gii¢lii etkiler kazanmwr. Biiyiik harf bir veya iki ciimlelik kisa
soluklu metinlerde is gorebilir ve etkin bir mesaj boyutu dahi saglayabilir” (Ucar, 2017, s.130).
Jenerikte kullanmlan yazinin biiyiikk harf olmasi etkisinin artirdigi soylenebilir. Ayrica bu tipografi,
filmin aksiyon yoniine de vurgu yapmaktadir. Jenerik yazisi, icerik hakkinda bilgilendirme yaparak
izleyicinin filmle biitiinlesmesini saglayabilmektedir. Filmin bitisinde de yazi kartlari, yine miizik
esliginde, baslangictaki regular serifli ve miniiskiil-majiskiil yazi ile siyah zemin {izerine beyaz olarak
ekrana gelmektedir (Sekil 9).
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Sekil 9. Kutsal Hazine Avcilar1 Film Jenerigi (Indiana Jones, 1981).

Serinin ikincisi olan Indiana Jones and the Temple of Doom "Kamgcili adam" filmi, 1984 yilinda
gosterime girmistir. Filmin baglangicinda, (Sekil 10) goriildiigii gibi, yapim sirketi olan ‘“Paramount
Pictures” logosu miizik esliginde ekrana yansimaktadir. Filmin akiginda ise yapim sirketi “Lucasfilm
Ltd.”, yonetmen Steven Spielberg ve filmin bas kahramani olan Harrison Ford yazilari tekli kart
diizeni seklinde, serifsiz, turuncu renkte ve biiylik harflerle gelmektedir. Hemen ardindan filmin
logosu ekranda belirir ve sonrasinda filme katki sunan ekibin bilgileri ekrana yansimaktadir. Filmin
sonunda ise, ikili kart sistemiyle miizik esliginde ekrana kiigiikk ve biiyiik harflerle yazilmis turuncu
yazilar gelmektedir.

"Indiana Jones" serisinin birinci filmi “Kutsal Hazine Avcilar” baslik kartlar1 standart serifli yazi
tipiyle sunulurken, ikinci filmde bu kartlar serifsiz, turuncu renkte ve biiyilik harflerle gelmektedir.
Giiltekin (2015) eserinde, renkler metinlerin yeniden yapilandirilmasinda, dikkat gekici hale
getirilmesinde ve ¢oklu anlamlar yiiklenmesinde 6nemli bir rol oynadigina deginir. Tipografinin kritik
bir bileseni olan renk, vurguyu artirma ve fark edilebilirligi saglama islevlerine sahiptir. Renklerin
tasarimlara kattig1 heyecan, ritim ve akilda kalicilik unsurlari, metinlerin estetik ve islevsel degerini
artirabilir. Ayrica, ikinci filmde filmin logosu ve son yazilar da turuncu renkte ve miizik esliginde
ekrana gelmektedir. Bu farkliliklar, serinin her iki filminde de gorsel ve stil olarak belirgin bir degisim
oldugunu gostermektedir.
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Sekil 10. Kamg¢ili Adam Film Jenerigi (Indiana Jones, 1984)

Serinin {giincii filmi olan Indiana Jones and the Last Crusade "Son Macera" 1989'da gdsterime
girmistir. (Sekil 11) Jenerik grafikleri, filmin birinci serisinde oldugu gibi, serifli, regular, font,
majiskiil i¢i bos beyaz renkteki kontorle kullanilarak fade in ve fade out yazi tasarimi seklinde
yaptlmistir. Filmin baslangicinda, yapim sirketinin logosu ekranda belirir, sonrasinda prodiiksiyon
sirketi ve ardindan seri filmin ismi gelir. Filmin yonetmeni ile devam eden kartlar, basrol ve yardimci
roldeki oyuncularin isimleriyle tekli kart kompozisyonu seklinde sunulur. Bu kartlar; filmin
baglamasiyla birlikte seyirciyi filme baglayarak adeta filmin icinde yasamasimi saglamaya
caligmaktadir. Filmin bitisinde ise jenerik hareketli olup yazilar serifsiz, bold, golgeli, kiigiik ve biilyiik
harflerle kullanilmistir. Albayrak ve Sunal arastirma makalesinde yazi i¢in sunu sdylemektedirler
“bilgi, yazida gizlidir, bir bagka deyisle; yazi, verilmek istenen bilgiyi tasiyan goérsel unsur islevine
sahiptir” (Albayrak ve Sunal, 2024, s. 97). Baglik kartlarida filmin {izerine eklenerek igerikle uyumlu
bir sekilde miizik esliginde gelerek film hakkinda bilgi verme gorevi istlenmistir. Serinin ilk {ig
filminin jenerikleri kiyaslandiginda ikinci film jenerigi bir ve {ligiincii arasinda gecis niteliginde olsa da
ticlincii film de birinci filmdeki genel estetigine doniis yapmistir. Bu da serinin tutarliligin korumakla
birlikte her filmde farkli bir atmosfer yaratma amacini yansittigi sdylenebilir.
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Sekil 11. Son Macera film jenerigi (Indiana Jones, 1989).

2008 yilinda gosterime giren serinin dordiincii filmi Indiana Jones and the Kingdom of the Crystal
Skull "Indiana Jones ve Kristal Kafatas1 Kralligi," jenerik kartlari, diger serilerden farkli olarak girigte
yapimcinin ismi animasyonlu efektlerle gelir ve ardindan yapim sirketinin logosu goriiniir (Sekil 12).
Jenerik, diger serilerde oldugu gibi, serifli, regular font majiskiil siyah ve beyaz renkteki kontorle
kullanilarak fade in ve fade out yazi tasarimi seklinde yapilmistir. Baslik kartlari, filmin iizerine
eklenerek icerikle uyumlu bir sekilde miizik esliginde gelmektedir. Dursun makalesinde yazinin
uyumuna soyle deginmektedir, “yazi ve tipografinin imgenin temel unsuru gibi davranmaya
baslamaktadir” (Dursun, 2021, s. 2229). Bu da diger serideki jeneriklerle kiyaslandiginda dijital
teknolojinin ve modern efektlerin etkisiyle, dordiincti filmin jenerik tasarimimin estetik ve teknik
acidan daha yenilik¢i bir yaklagimla hazirlandigin1 ortaya koydugu goriilebilmektedir. Filmin
bitisinde, diger serilerde oldugu gibi, tekli, ikili ve tiglii yazi kompozisyonu seklinde miizik esliginde
gelmektedir.

= Pl

.. _HARRISON FORD IN
SMEUBERG FILM

Sekil 12. Indiana Jones ve Kristal Kafatasi Kralligi film jenerigi (Indiana Jones, 2008).

Serinin besinci filmi Indiana Jones and the Dial of Destiny “Kader kadran1”, 2023 yilinda sinemalarda
gosterime girdi. Filmin baslangicinda “Disney 100” logosu ve animasyon ile Disney filmlerinde
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kullanilan arka plan resmiyle geldigi goriilmektedir. Bunu takiben, animasyonlu bir gegis ile
"Paramount" logosu ve ardindan "Lucasfilm" logotype’1 ekranda belirir. Bu sirada film arka planda
baglamaktadir. Jenerik kartlar1, 6nceki serilerde oldugu gibi, is birliklerini biiyiik harflerle ve beyaz
kontorlii olarak su sekilde gostermektedir: "Disney and Lucasfilm Present”" ve "In Association with
Paramount Pictures." Ardindan, Indiana Jones serisinin "Kader Kadram" ismi gériiniir. Onceki
serilerde oyuncular ve filme katki sunanlarin isimleri filmin baginda gosterilirken, bu seride kartlar
filmin sonunda kullanilmistir. Serinin sonunda, siyah fonda diger serilerde oldugu gibi, miizik
esliginde gelen kartlar "tek kart," "cift kart" ve "iiclii kart" kompozisyonlar1 seklinde sunulmaktadir
(Sekil 13).

Sekil 13. Kader Kadrani Film Jenerigi (Indiana Jones, 2023).

SONUC

Indiana Jones filmlerinin jenerik tasarimlarini kompozisyon, tipografi, renk ve animasyon agisindan
incelediginde, sessiz filmlerdeki diizenlemelerden belirgin farklar tasidigi goriilmektedir, yani sira
uygulama ve teknolojik yenilikler agisindan da 6nemli farkliliklar bulunmaktadir.

Tasarimlarda kullanilan tipografi, renk ve kompozisyon diizenlemeleri seride tutarli bir sekilde
kullanilarak serinin kimlik kazanmasi saglanmistir. Kullanilan tipografi, klasik macera temal1 bir
estetik yaratmak igin 6zenle seg¢ilmis olup, bu se¢im filmlerin igerigiyle uyumlu bir gorsel dil
olusturmustur.

Renkler ise genellikle toprak tonlar1 ve sicak renklerden olusarak, filmlerin gectigi egzotik mekanlari
ve tarihi temalar1 vurgulamaktadir. Tlk filmin ¢izgisine sadik kalmarak, serinin dérdiincii ve besinci
filmlerinde yalnizca giris kisminda logo animasyonu yapilmistir.

Indiana Jones serisinin jenerik tasarimlari hem geleneksel hem de modern unsurlar1 basariyla
harmanlayarak, film serisinin estetik ve kiiltiirel degerini artiran 6nemli bir bilesen haline gelmistir. Bu
tasarimlarda dijital yaz1 kullanimi ve gegis efektleri, jenerik tasariminin izleyici tizerindeki etkisini
artirmakta ve film atmosferine biiyiik katki saglamaktadir. Ozellikle renkli tamitim kartlari ve
animasyon tasarimi, filmlerin gorsel estetigini giiglendirerek macera duygusunu pekistirmektedir.

Serinin besinci filminde kullanilan "Disney 100" logosu ve animasyonlar, serinin tarihsel baglamin
modern sinema teknikleriyle bir araya getirerek genis bir izleyici kitlesine hitap etmektedir. Bu
baglamda, animasyon efektlerinin jenerik tasarimlarina entegrasyonu, serinin teknolojik yeniliklere
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uyum sagladigini ve gorsel agidan izleyicilere daha etkileyici bir deneyim sundugunu gostermektedir.
Fontlarin tutarl bir sekilde kullanimi ise serinin estetik biitlinliiglinii korumakta ve izleyicilerin seri
boyunca tanidik ve siireklilik hissi yagamasini saglamaktadir.

Filmlerin yayinlandigi donemdeki diger filmlerin jenerikleriyle kiyaslandiginda, Indiana Jones
serisinin, bilgisayar ve yazilim teknolojilerindeki ilerlemelere ragmen, ilk seri filmdeki ¢izgisine baglh
kaldig1 goriilmektedir. Jenerik tasarimlarinda font, renk, kompozisyon ve animasyon segimleri, sadece
estetik bir tercih degil, ayn1 zamanda filmin temasin1 ve ruhunu yansitma araci olarak da islev
gormiistiir. Bu da seri filmlerde tasarimda iislup birliginin ne kadar 6nemli oldugunu ortaya
koymaktadir. Indiana Jones serisi, jenerik tasarimlarinin filme nasil deger kattigini ve izleyici
deneyimini nasil zenginlestirdigini basaril bir sekilde gostermektedir.
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Oz

Bu aragtirmanin amaci; Bolu Miizesi etnografya bolimii kapsamida “Mudurnu
yoresi geleneksel kadin giyim kiiltiir” temali bir gezici bavul miize modeli
olusturmak ve bu modeli ayrintili bir bigimde betimlemektir. Gelismis iilkelerde
etkin bir gekilde kullanilan gezici bavul miizeler, Tiirkiye'de heniiz yayginlasmams
ve gelistirmeye agiktir. Bu aragtirmada onerilen modelin, Tiirkiye'de gezici miize
hizmetleri sunmay1 hedefleyen kurumlar i¢in drnek olusturmasi ve alan yazinina
katki saglamas1 hedeflenmektedir. Bu arastirma, betimsel tarama modelinde olup,
veriler dokiiman inceleme teknigiyle toplanmustir. Gezici bavul miize modeli,
somut olmayan kiiltiirel miras unsurlari; mutfagi, yoresel giyim kusam ve folklorik
ozellikleriyle Tiirk kiiltliriiniin tanitiminda ve yasatilmasinda 6nemli bir misyonu
tizerinde barindiran “Bolu-Mudurnu” odaginda gelistirilmistir. Gezici Bavul
Miize’nin igeriginde; “Mudurnu bebegi, igne oyali ¢cember, hamam ortiisti, tokali
ortli, oyalt krep ortii, igne oyasindan gelin taci, fes, fes oyasi, pullu al/ catki,
bindalli, don/ salvar, géynek, yiin ¢orap, kara lastik, ipek iplik ornekleri, tahta kasik
ve kirman” gibi orijinal nesnelerin yani sira “nesnelere iliskin bilgi kartlari,
Mudurnu igne oyalarinin motiflerine iliskin bilgi kartlari, Braille alfabesi ile
hazirlanmus bilgi kartlari, yonerge, branda afis, tamtim bandi, kirlangi¢ afis,
biiyiiteg, eldiven, anmalik ayrag, kostiim gibi cesitli nesneler ve karekod
uygulamasi1 ile video igerikleri gibi yardimeci egitim materyalleri” de
bulunmaktadir.

Anahtar Kelimeler: Miize, Gezici Bavul Miize Tasarimi, Kiiltirel Miras, SOKUM.

Abstract

The aim of this research is to create and describe in detail a museum travelling trunk
model themed around “Traditional Women’s Clothing Culture of the Mudurnu
Region” within the ethnography section of the Bolu Museum. Museum travelling
trunks, which are effectively utilized in developed countries, have not yet become
widespread in Turkey and are open to further development. The model proposed in
this study is intended to serve as an example for institutions aiming to provide
travelling museum services in Turkey and to contribute to the academic literature.
This research adopts a descriptive survey model, and data were collected through
document analysis. The Museum Travelling Trunk model is developed with a focus
on “Bolu-Mudurnu,” which plays a significant role in the promotion and
preservation of Turkish culture through its intangible cultural heritage elements,
including cuisine, traditional clothing, and folkloric characteristics. The content of
the Museum Travelling Trunk includes original items such as “Mudurnu doll,
different types of traditional headscarves, embroidered wedding crown, fez, fez
adornment, beaded red headscarf, traditional embroidered dress, trousers, inner
shirt, woolen socks, rubber shoes, silk thread samples, wooden spoon, and kirman,”
as well as educational materials like “information cards about the objects,
information cards about Mudurnu needle lace motifs, Braille alphabet information
cards, instructions, banner, promotional roll-up, poster, magnifier, gloves,
bookmark, costume, and video content with QR code application.”

Keywords: Museum, Museum Travelling Trunk Design, Cultural Heritage, ICH.
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GIRIiS

UNESCO, tiim kiiltiirleri insanligin ortak miras1 olarak kabul eder ve geleneksel kiiltiirlerin gelecek
nesillere aktarilmasinin 6nemini vurgular. UNESCO’nun soézlesmeleri ve belgeleri, “koruma”
kavramina biiylik 6nem atfeder. Kentlesme, sanayilesme ve kiiresellesme gibi etkenlerin diinya kiiltiirel
mirasinin korunmasi ve gelecek nesillere aktarilmasi agisindan temel bir amag¢ oldugunu belirtir.
UNESCO’nun 6ne ¢ikan belgeleri arasinda, 1972 tarihli “Dogal ve Kiiltiirel Diinya Mirasmin
Korunmasi Sozlesmesi” ve 2001 tarihli “Sualt1 Kiiltiirel Mirasinin Korunmasi Sézlesmesi” yer alir.
Somut olmayan kiiltiirel miras konusunda ise UNESCO, 2003 yilinda “Somut Olmayan Kiiltiirel
Mirasin Korunmasi S6zlesmesi” ve 2005 yilinda “Kiiltiirel Cesitliligin Korunmasi ve Gelistirilmesi
Sozlesmesi” adli iki onemli sézlesme hazirlamistir. Tirkiye, “Dogal ve Kiiltiirel Diinya Mirasinin
Korunmasi Sézlesmesi’ni 1983 yilinda kabul etmis ve “Somut Olmayan Kiiltiirel Mirasin Korunmasi
Sozlesmesi™ni ise 2006 yilinda kabul etmistir (Oguz 2007, s.5).

UNESCO’nun 2003 yilinda kabul ettigi Somut Olmayan Kiiltiirel Mirasin Korunmasi Sézlesmesi’nin
ikinci maddesi, Somut Olmayan Kiiltiirel Miras (SOKUM) kavramini agiklamaktadir. Bu maddeye gore,
somut olmayan kiiltiirel miras, topluluklarin, gruplarin ve kimi zaman bireylerin kendi kiiltiirel
miraslarinin bir pargasi olarak nitelendirdigi, uygulamalari, temsilleri, anlatimlari, bilgileri, becerileri ve
bu unsurlarla iliskili araglari, geregleri ve kiiltiirel mekanlar1 kapsamaktadir. Kusaktan kusaga aktarilan
bu somut olmayan kiiltiirel miras, topluluklarin ¢evreleri, doga ve tarihleriyle kurduklar1 etkilesimler
dogrultusunda siirekli olarak yenilenmekte ve bigimlenmektedir. Bu yenilenme siireci, topluluklara
kimlik ve siireklilik duygusu kazandirirken, ayn1 zamanda kiiltiirel ¢esitliligin korunmasima ve insan
yaraticiligina duyulan sayginin artmasina katkida bulunmaktadir. Somut olmayan kiiltiirel miras; “sozli
gelenekler ve anlatimlar ile dil”, “gdsteri sanatlar1”, “toplumsal uygulamalar, ritiieller ve so6lenler”,
“doga ve evrenle ilgili bilgi ile uygulamalar” ve “el sanatlar1 gelenegi” gibi temel bilesenlerden
olugmaktadir (UNESCO, 2003).

Oguz’un (2013) belirttigi iizere, 2003 tarihli “Somut Olmayan Kiiltiirel Mirasin Korunmasi
So6zlesmesi”, yalnizca nesneleri ve yapilari degil, ayn1 zamanda bu nesnelerin tiretim, aktarim ve
yasatma siireglerini korumayir amacglamaktadir. Bu sozlesme, miizelerde sergilenen nesnelere
odaklanmakla kalmayip, degerli bir hali, kaliteli karag6z tasvirleri veya oyali bir yazma gibi eserlerin
korunmasinin Gtesine geger. S6z konusu sozlesme, bu eserleri iireten, yasatan ve kusaktan kusaga
aktaran bilgi, gelenek ve birikimle ilgili tiim unsurlar1 da kapsar. ‘Somut olmayan’ terimi, sadece
nesneleri degil, ayn1 zamanda bu nesnelerle iliskili soyut degerleri ve toplumsal baglamlari i¢inde
korumay1 hedefleyen bu yeni yaklasimin bir yansimasidir.

Mudurnu, Bolu il merkezine 52 km uzaklikta, tarihi Ipek Yolu iizerinde yer alan ve Osmanli doneminde
onemli bir ticaret merkezi olarak gelismis bir kasabadir. Tarihi dokusunu koruyan bu kasaba, termal
kaynaklari, ormanlari, akarsular1 ve golleri ile dikkat ¢ceker. Gegmiste “Anadolu Trakya’s1” ve “Bitinya”
olarak bilinen bolgede, Bursa, [zmit ve Bolu arasindaki hattin ortasinda ve dnemli ticaret ve askeri
yollarin kesisiminde konumlanmistir. Mudurnu’daki bilinen ilk yerlesimler M.O. 5000 yilinda
ProtoHititler tarafindan, M.O. 2000 yilinda ise Hititler tarafindan kurulmustur. Kent, Ahi Kiiltiirii ve
gelenegi ile taninir ve 700 yildir her cuma giinii gerceklestirilen Ahi Duasi bu gelenegin bir pargasidir.
Mudurnu, UNESCO Diinya Mirasi Gegici Listesi'nde yer almakta olup, Osmanli donemi anitsal ve sivil
mimarisi ile 6ne cikar; tarihi konaklari, cami, tiirbe, hamam ve kule gibi yapilar1 barindirir (Bolu Il
Kdltir ve Turizm Mudiirlagi, 2023). Bolu’nun geleneksel dokuma, kiyafetler ve el sanatlari, folklorun
onemli unsurlar1 arasinda yer alir. Gegmiste kadinlar, ev ekonomisine katkida bulunmak amaciyla kendi
tezgahlarinda dokuma yapar ve kiyafetlerini nakis ve oya ile siislerdi. Ancak, bu kiyafetler giiniimiizde
sadece ozel giinlerde kullamlmakta ve sandiklarda saklanmaktadir (Bolu Valiligi, 2023). Mudurnu
yoresine ait geleneksel kadin giysileri, teknolojik ve ekonomik nedenlerle 6nemini yitirmekte ve
ilgisizlik ylziinden yok olma tehlikesi yasamaktadir (Agag vd., 2014, 5.98). Mudurnu'nun igne oyalari,
bu el sanatlarimin 6zel bir parcasi olup, korunmasi ve gelecek nesillere aktarilmasi biiyiik 6nem
tagimaktadir. Ancak, kiiltiirel 6gelerin gelenekselliginin azalmasi, igne oyalarini olumsuz etkilemekte
ve yok olma riskini artirmaktadir (Yenisoy 2019, s.110). Teknolojik ilerlemeler, geleneksel el sanatlarini
olumsuz yonde etkileyerek el dokumasi kumaglar ve el isi slislemelerin azalmasina neden olmustur.
Yore halki igne oyalarimi gelinlerin bindallilaria eklese de bu alana olan ilgi azalmis ve bu el sanatinin
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gelecegi tehdit altindadir. Bu kiiltiirel mirasi korumak ve gelecek nesillere aktarmak i¢in gesitli Gnlemler
gerekmektedir (Y1ldiz vd., 2018, $.526). Alan yaziminda da ifade edildigi gibi; giinimiizde teknolojinin
hizla ilerlemesiyle beraber geleneksel kiiltiirler unutulma tehlikesiyle kars1 karsiya kalmaktadir. Somut
olmayan kiiltiirel mirasin yagatilmasi ve gelecek nesillere aktarilmasi biiylik 6nem tasimaktadir.
Mudurnu yoresi, zengin giyim kiiltlirliyle bu mirasa essiz bir katki sunmaktadir. Bu kiiltiirel miras1
yagatmak ve genis kitlelere ulagtirmak amaciyla “Mudurnu yoresi geleneksel kadin giyim kiiltiirii”
temal1 Gezici Bavul Miize modeli tasarlanmstir. Gezici Bavul Miize, her yastan ziyaretciye agik olarak
tasarlanmis olup, 6zellikle geng nesillerin bu degerli mirasi kesfetmesi hedeflenmektedir.

Bolu Miizesi etnografya boliimii kapsaminda “Mudurnu yoresi geleneksel kadin giyim kiiltiirii”
temasiyla olusturulan gezici bavul miize modelini betimlemeden 6nce Bolu Miizesi’ne deginmekte yarar
vardir. 1975’te kurulan Miize Memurlugu, Bolu ve ¢evresine ait eserleri koruma ve sergileme amaciyla
baslamis, 1976’da Bolu Kiiltiir Merkezi’ne tagsinmus ve 1977°de Miize Midiirligiine doniistiriilerek
1981°de ziyarete acilmistir. Miize, arkeoloji ve etnografya boliimlerinden olugmakta olup toplamda
17.058 eser barindirmaktadir. Etnografya boliimiinde, 19. ve 20. yiizyila ait giinliik esyalar, silahlar, dini
objeler, takilar, Mudurnu oyalari, madeni eserler, islemeler ve kiyafetler sergilenmektedir. Ayrica,
geleneksel bir Bolu evine ait mutfak ve oturma odasi ile Bolu’da yapilan bir Kina Gecesi tasarimi da
bulunmaktadir (Bolu 11 Kiiltiir ve Turizm Miidiirliigii, 2023).

Bu noktada, arastirmanin temel odagi olan “gezici bavul miize” terimini, alan yazininda yer alan
bilgilerden yola ¢ikarak agiklamak gerekmektedir. Kiiliik’e (2015) gore, gezici miize uygulamalarmin
farkli tilkelerde farkli adlandirmalari bulunmaktadir. Bu adlandirmalar arasinda “museums’ loans
services; loans boxes; discovery boxes; outreach boxes; outreach trunks; outreach resource trunks,
traveling trunks; artifact trunks; history trunks; education trunks; teacher trunks;” gibi terimler yer alir.
Tirk¢e’de bu ifadelerin “miizelerin 6diing verme hizmetleri, 6diing kutular, kesif kutulari, sosyal hizmet
kutulari, sosyal hizmet sandiklari, sosyal erisim kaynak sandiklari, gezici sandiklar, eser sandiklari, tarih
sandiklari, egitim sandiklari, 6gretmen sandiklari,” gibi karsiliklar1 vardir. Bu adlandirmalar, uygulama
baglaminda ele alindiginda ilgili kavramsal igerigi tam olarak yansitamadigi goriilmektedir. Kiiliik’e
(2015) gore, Tiirkge’de “gezici” sozciigi, genellikle ¢esitli nedenlerle yerlesik hizmetlere erisemeyen
kisilere seyyar olarak hizmet saglayan araglar i¢in kullanilir. Ornegin, “gezici hastane, gezici kiitiiphane,
gezici okul, gezici tiyatro, gezici mize, gezici sergi, gezici sirk, gezici atdlye, gezici sinema, gezici
asevi” gibi ifadeler sikga kullanilir. Gezici miize hizmetleri, uygulama bigimine gore iki kategoriye
ayrilir. Birincisi, miize nesnelerini ve egitim materyallerini igeren koleksiyonlar1 tastyan tir, otobiis ya
da tren gibi biiyiik araclarla saglanan gezici miize hizmetleridir. Ikincisi ise, miize nesneleri ve egitim
materyalleri iceren ¢antalar, sandiklar, kutular veya bavullarla mekanlara gétiiriilerek saglanan gezici
miize hizmetleridir. Bu calismada, “gezici bavul miize” terimi, miizeleri ziyaret etme imkan1 bulamayan
kisilere, cesitli egitim materyalleri ve miize nesneleri iceren bavul, canta, sandik gibi tasiyicilarla gezici
miize hizmeti sunan bir araci tanimlamaktadir. Bu terim, tir, tren ya da otobiislerle gezici miize hizmeti
saglayan miize hizmetlerinden ayirt edilmek ve gorev tanimi agisindan daha belirleyici olmak amaciyla
kullanilmustir.

Gezici bavul miizeler, somut olmayan kiiltiirel miras1 yasatmada 6nemli bir rol oynar. Egitim ve
farkindalik artirma agisindan, bu miizeler halka kiiltiirel miras1 daha yakindan tanima firsati sunar ve
ozellikle egitim kurumlart ile topluluk merkezlerinde, gengler ve diger katilimeilar i¢in bu mirasi tanitir.
Toplumun kiiltiirel baglarmi giiglendirme noktasinda, gezici bavul miizeler geleneksel el sanatlari, halk
danslar1 gibi kiiltiirel ifadeleri yagatarak bu baglar1 kuvvetlendirebilir. Ayrica, bilgi ve beceri transferi
acisindan, geleneksel becerilerin kugaklar arasi aktarimini destekler, gen¢ nesillerin bu becerileri
Ogrenmesini ve yagsatmasini saglar. Kiiltiirel cesitliligi kucaklama boyutunda, gezici bavul miizeler farkli
etnik gruplarin, bolgelerin ve kiiltiirel gruplarin geleneklerini tamitarak toplumsal birlik ve anlayisi
artirir. Toplumsal katilimi tegvik ederek, bireyleri kendi kiiltiirel miraslarma sahip ¢ikma ve bu mirasi
koruma sorumlulugunu {istlenme konusunda cesaretlendirir. Unutulmaya yiiz tutmus kiiltiirel unsurlar
canlandirma konusunda gezici bavul miizeler énemli bir iglev goriir ve bu sayede kiiltiirel mirasin
stirekliligi saglanabilir (Blenz-Clucas, 1993; Bricker, 2010; Bruninghaus-Knubel, 2004; Buonafede,
2011; Corwin, 1972; Hauf, 2010; Sheppard, 2000; Sieber, 2001; Singh, 2004; Talboys, 2005).
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Arastirmanin Amaci

Diinya genelinde, Amerika Birlesik Devletleri, Kanada, Ingiltere, Almanya, Avusturya gibi gelismis
tilkelerdeki “miizeler, tarih kurumlari, kiiltiir merkezleri ve kiitiphaneler”, sosyal hizmet alaninda gezici
bavul miize uygulamalarim etkin bir sekilde stirdiirmektedir. Tiirkiye’de ise bu tiir uygulamalarin yaygin
olmadig1 ve gelistirilmeye ihtiya¢ duyuldugu bilinmektedir. Bu nedenle, bu aragtirma kapsaminda
olusturulacak gezici bavul miize modeli, Tiirkiye’deki miizelerin gezici mize hizmetlerine rehberlik
etmesi ve alan yazinina 6nemli bir katki saglamas1 amaglanmaktadir. Aragtirmanin temel hedefi; Bolu
Miizesi etnografya boliimii kapsaminda “Mudurnu yoresi geleneksel kadin giyim kiiltiiri” temali bir
gezici bavul miize modeli olusturmak ve bu modeli ayrintili bir sekilde tanimlamaktir.

Arastirmanin Yontemi

Bu aragtirma, betimsel tarama modeli kullanilarak gergeklestirilmis olup, veriler dokiiman inceleme
teknigiyle elde edilmistir. Gezici Bavul Miize’nin tasarim ve uygulama agamalari, Kiiliik’iin (2015:179)
“Gezici bavul miize uygulamalar1 ve Tiirkiye i¢in bir model Onerisi” isimli doktora tezi kapsaminda
belirledigi ve bilimsel bir temele dayandirdigi yonergeye gore sekillendirilmis ve bu tezin sundugu
metodolojik rehberlik dogrultusunda planlanarak uygulanmistir. Ayrica, aragtirma igin gerekli olan
fotograf ¢ekimi ve arsiv taramasi kapsaminda T.C. Kiiltiir ve Turizm Bakanlii’na bagli Bolu
Miizesi’nden gerekli yasal izinler alinmistir. Bolu Miizesi Etnografya Boliimiinde gorevli olan miizeci
Gil Yildiz’dan uzman goriisii alinarak, gerekli arsiv taramasi yapildiktan sonra, Bolu Mudurnu Gezici
Bavul Miizesi’nde sergilenecek nesneler belirlenmistir. Gezici Bavul Miize’de yer alan kiiltiirel
nesnelerin tamami, Mudurnu’da yasayan Nurdan Topaloglu’nun arsivinden segilerek temin edilmistir.

BULGULAR
Arastirmanin bu boliimiinde “Gezici Bavul Miize’nin tasarim ve uygulama asamalar’” dokuz ana
baslikta siniflandirilmis ve her bir baslik ve alt unsurlar1 ayrintili bir bigimde agiklanmustir. “Uygulama
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yapilacak hedef kitlenin belirlenmesi”, “amag, hedeflerin belirlenmesi”, “temanin se¢imi”, “nesnelerin
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belirlenmesi”, “bavul, kutu ya da cantalarin se¢imi ve tasarimi”, “yonetim kurallarinin belirlenmesi”,
“degerlendirme formlarinin hazirlanmasi”, “saglik ve giivenlik 6nlemlerinin belirlenmesi”, “egitim
etkinliklerinin tasarimi” Gezici Bavul Miize modelinin gelistirilmesinde izlenilen tasarim ve uygulama

basamaklaridir.

Uygulama Yapilacak Hedef Kitlenin Belirlenmesi: Gezici Bavul Miize’ nin tasariminda secilen tema,
nesneler ve egitim etkinlikleri 6zellikle gengler basta olmak iizere her yas grubuna hitap edebilecek
diizeyde hazirlanmustir.

Amag ve Hedeflerin Belirlenmesi: Gezici Bavul Miize’nin temel amaglari, kiiltiirel miras1 korumak ve
tanitmaktir. Bu hedefler arasinda “egitim ve farkindalik olusturma”, “kiiltiirel baglar1 gii¢clendirme”,
“kiiltiirel aktiviteler diizenleme”, “kiiltiirel ¢esitliligi vurgulama”, “dijitallestirme”, “kiiltiirel bilinci
artirma”, “toplum katilimini tesvik etme” ve “siirdiiriilebilirlik” yer alir. Miize, Mudurnu yoéresinin
geleneksel giyim kiiltiiriinii yasatmay ve ziyaretcilere tanitmay1 amaglar. Egitim kurumlar1 ve topluluk
merkezleri ile is birligi yaparak genclere kiiltiirel mirasmn 6nemini aktarir, bolge halkinin kiiltiirel
kimligiyle bagini giiclendirir ve bu miras1 sahiplenmelerini tesvik eder. Ayrica, gergeklestirecegi
etkinliklerle geleneksel kiiltiirii canlandirir, farkli kiiltiirleri vurgular ve toplumsal uyumu destekler.
Miize, toplumu bu mirast korumaya ve sahip c¢ikmaya tesvik eder ve kiiltiirel mirasin siirekliligini

saglamay1 hedefler.

Temanin Se¢imi: Gezici Bavul Miize’nin temasi, “Mudurnu yoresi geleneksel kadin giyim kiiltiirii”
olarak belirlenmistir. Bu tema, bolgenin tarihini ve kimligini yansitan 6nemli bir mirasa odaklanir.
Geleneksel giyim, toplumun degerlerini ve estetik anlayisini sembolize eder.

Nesnelerin Belirlenmesi: Gezici Bavul Miize’de yer alacak nesneler segilirken Gezici Bavul Miize’de
yer alan “yardimci egitim materyalleri” ve “kiiltiirel nesneler” kapsaminda iki baglik altinda ele
alimmugtir ve bu nesneler asagidaki sekliyle ayrintili bir bigimde betimlenmistir.

Gezici Bavul Miize’de Yer Alan Yardimer Egitim Materyalleri: Gezici Bavul Miize’de yer verilen
Ogeler arasinda bilgi kartlar1, yonerge, branda afis, tamitim bandi, kirlangig afis, biiyiiteg, eldiven,
anmalik ayrac, kostliim gibi cesitli objeler ve karekod uygulamasi ile video igerikleri bulunmaktadir.
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Bilgi kartlari: Egitim etkinliklerinde kullanilmak iizere ti¢ farkli grupta bilgi kartlar1 hazirlanmstir.
Birinci grupta, Gezici Bavul Miize’de yer alan kiiltiirel nesnelere iliskin on yedi adet bilgi karti
bulunmaktadir (bkz. sekil 1). Ikinci grupta, Mudurnu igne oyalarinin motiflerine iliskin on bir bilgi kart:
yer almaktadir (bkz. sekil 2). Ugiincii grupta ise, diger iki grupta yer alan kartlarm, gérme engelli
katilimcilar i¢in hazirlanmig Braille alfabesi ile olusturulmus yirmi sekiz adet versiyonu vardir (bkz.
sekil 3). Bu kartlarda kiiltiirel nesneler hakkinda onemli bilgiler ve fotograflar yer almakta olup,
okunabilirligi artirmak adina kaynak gosterimi belirtilmemistir. Kartlar 15cmx15cm boyutlarinda ve
PVC kaplamalidir.”
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Mudurnu Bebeg

Sekil 1., 2. ve 3. Bilgi karti 6rnekleri

Yonerge: Gezici Bavul Miize’de bulunan nesnelerin kullanimi igin dikkat edilmesi gereken unsurlari ve
alimmas1 gereken Onlemleri agiklayan bir yonerge hazirlanmistir. Bu yonerge, katilimcilara nesneleri
kullanirken gerekli bilgileri kisa ve 6z bir sekilde sunar ve etkinliklerden dnce her gruba dagitilmak
tizere ¢ogaltilir (bkz. sekil 4).

Etkinlik sayfasi: Egitim etkinliklerinde, “Mudurnu yoresi geleneksel kadin giyim kiiltiiri” temasi
kapsaminda secilmis nesnelerle ¢alisma yapilirken; nesneyi tammaya yonelik, Gezici Bavul Miize ile
etkilesime girecek insanlarin daha fazla duyu organim ise kosan sorularin yoneltildigi “etkinlik
sayfalari/soru kartlar1”, yardime1 egitim materyalleri olarak hazirlanmistir. Katilimcilara, nesne ile ilgili
bilgi toplamak icin; “Sizce bu nesne nedir? / Bu nesne hangi malzemeden yapilmistir?/ Bu nesnenin
bicimsel ozellikleri nedir?/ Bu nesnenin nasil bir dokusu var?/ Bu nesneye dokundugunuzda ne
hissettiniz?/ Bu nesneyi kim ya da kimler yapmis olabilir?/ Sizce bu nesneyi hangi amacla kullanmig
olabilirler?/ Sizce bu nesne giiniimiizden ne kadar yil 6nce yapild1?/ Sizce giliniimiizde bu nesneye
benzeyen hangi nesneler var?” gibi tema odakli agik uglu sorularin soruldugu ve bu sorular
dogrultusunda kullanicilarin nesneleri dokunarak, hissederek, deneyerek, kullanarak, sorgulayarak
incelemesi ve grup iginde tartigsarak, ortaya c¢ikan yanitlarin yazilabilmesi i¢in etkinlik sayfalari
hazirlanmigtir. Etkinlik sayfalari, katilimci sayisina gore ¢ogaltilarak Gezici Bavul Miize igerigine dahil
edilmistir (bkz. sekil 5).

Branda afis: Gezici Bavul Miize egitim etkinlikleri i¢in goérsel materyal olarak 200cmx200cm
ebatlarinda bir bez branda afis hazirlanmistir. Mudurnu’nun tarihi dokusunu yansitan bir resim ve
“Mudurnu yoresi geleneksel kadin giyim kiiltiiri” temasii temsil eden gorseller, branda afigin
tasariminda kullanilmustir (bkz. sekil 6).
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Deiedl Katwmalar, Sizee bu azsne nedin?

Bu nesne hangi malzemeden yapilnghic?

Uy nesnenir bigimsel dzellikleri aedir?

by nesnenin nusil sic dokusu var?

B nesveye dekunduunuzda ne hissetciniz?

Hu nesvei bim g da kimler yapmis olabilir?

Sizee hu nesnzys hang amagla kel lanmus olasitisler®

Sizee hu nesas glnimizden ne kadar yal dnce vapsldi?

Sizee gilndmiizde ba pesneye benzeyen hange nesneler var™

Sekil 4. Yonerge Sekil 5. Etkinlik sayfas: Sekil 6. Branda afis

Tamtim bandr: 1ki adet, 85cmx200cm ebatlarinda, aliiminyum malzemeden iiretilmis, portatif tagima
cantali tamitim bandi bulunmaktadir. Tanitim bantlari, “Bolu Miizesi” ve “Mudurnu’nun geleneksel
kadin giyim kiiltiirii” hakkinda bilgi ve fotograflar igerir. Egitim etkinlikleri sirasinda katilimcilara bu
konular hakkinda genel bilgi sunmak amaciyla hazirlanmistir (bkz. sekil 7).

Bolu Miizesi Bolu-Mudurmu /\ /\

Gelenehsel Hadin Giyim HilleTri

Bir Dokunugla
Gir, Dokun, Ogren:  1arihe Yolculuk:
Mudurnu'nun Mudurnunun
Tarifini Hesfet! Hiltirel Mirast
Seni Bekliyor!

Sekil 7. Tanitim bandi Sekil 8. Kirlangi¢ afis

Kirlangig afis: 50cm x 150cm ebatlarindaki kirlangig afis, Gezici Bavul Miize’nin tagindigi mekanlarin
kapisina asilmak tizere tasarlanmistir. Afis, “Bir Dokunugla Tarihe Yolculuk: Mudurnu’nun Miras1 Seni
Bekliyor!” ve “Gér, Dokun, Ogren, Mudurnu’nun Tarihini Kesfet!” sloganlarim igerir. Hem etkinlik
katilimeilarmi bilgilendirmek hem de miizenin tamtimin1 yapmak amaciyla kullanilir (bkz. sekil 8).

Kostim: Gezici Bavul Miize egitim etkinliklerinde, Mudurnu’nun geleneksel kadin giyim kiiltiiriinii
yansitan kostiimler, egitim liderleri tarafindan giyilirken, katilimcilar miizede bulunan giysilere
dokunarak inceleme firsati bulurlar ve kendileri i¢in hazirlanmig kostimleri de deneyebilirler.
Kostiimler, katiimcilarm ilgisini ¢ekmek ve uygulamayi igsellestirmelerini saglamak amaciyla
kullanilir. Etkinliklerde, fes ve ¢atki gibi kostiim pargalar1 da yer almaktadir (bkz. sekil 9).

BUyUte¢: Nesnelerin yapildigi malzemeyi, dokusunu, iizerlerinde yer alan isaretleri, sekilleri ve
motifleri katilimcilarin rahatlikla gérebilmeleri ve daha ayrintili bir bi¢imde inceleyebilmeleri igin
Gezici Bavul Miize koleksiyonuna 5 adet eklenmistir (bkz. sekil 10).
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Anmalik: Gezici Bavul Muze egitim etkinlikleri bitiminde katilimcilara hediye edilmek tizere, Mudurnu

yoresi geleneksel kadin giyim kiiltiiriinii yansitan ve giiniin anisini tagiyan kitap ayraglari hazirlanmigtir
(bkz. sekil 11).

Sekil 9. Kostiim Sekil 10. Buydteg Sekil 11. Anmalik ayrag

Karekod uygulamasi ile video icerikleri: Gezici Bavul Miize’nin i¢inde yer alan karekod uygulamas,
ziyaretcilere Bolu ilinin Mudurnu ilgesi ve Bolu Miizesi hakkinda videolar izleme imkani sunar.
Karekod, hizl1 ve kolay bilgi erisimi saglayan bir teknolojidir. Ziyaretgiler, akill telefonlariyla karekodu
tarayarak ilgili videolara aninda ulasabilirler. Bu uygulamanin kullanilmasiyla Gezici Bavul Miize
egitim etkinliklerine katki saglamak hedeflenmistir. Ciinkii gorsel ve isitsel dijital igerikler,
ziyaretgilerin ilgisini ¢ekerek Ogrenme siirecini daha etkili hale getirebilir. Boylece, katilimcilar
Bolu'nun kiiltiirel mirasin1 daha derinlemesine kesfetme firsati bulurlar. Gezici Bavul Miize’ye dahil
edilen karekod uygulamalari, iki video igermektedir: biri Mudurnu ilgesini tanitan, digeri ise Bolu
Mizesi'ni tanitan videodur (bkz. sekil 12, 13).

Sekil 12. Miizelerin Yildizlar: Bolu Arkeoloji Sekil 13. Mudurnu tamitim filmi
Muzesi (TRT 2, n.d.). (Bolu Kiiltiir ve Turizm Miidiirliigii, 2019).

Gezici Bavul Miize’de Yer Alan Kiiltiirel Nesneler: Mudurnu ydresinin zengin kiiltlirel mirasini ve
glyim tarzin1 tanitmak amaciyla, “iki adet Mudurnu bebegi, on bir adet igne oyali cember, bir adet
hamam ortiisii, bir adet tokal1 ortii, bir adet oyal1 krep Ortii, iki adet igne oyasindan gelin taci, iki adet
fes, iki adet fes oyasi, bir adet pullu al (gatki), bir adet bindalli, bir adet don (salvar), bir adet goynek,
iki ¢ift ylin ¢orap, bir ¢ift kara lastik, ipek iplik ornekleri ve dort adet tahta kasik ve bir adet kirman”
olarak baglam i¢inde belirlenmis ve Gezici Bavul Miize koleksiyonuna dahil edilmistir.

Mudurnu bebegi: Mudurnu yéresine 6zgii malzemelerle yapilan el sanati rnegidir. Ugetek ve bindalli
kumas1 disinda hazir malzeme kullanilmaz, iskeleti de yore halki tarafindan yapilir. Kadinlar, bebek
yapimini evlerde bireysel veya topluca dernek binalarinda gerceklestirir, bu siire¢ sosyal etkilesimi
artirir. Bebekler, Mudurnu’nun geleneksel giysilerini yansitir (Mudurnu Belediyesi, 2023). Mudurnu
bebegi yorenin geleneksel giyim kiiltliriiniin bir bebek iizerinde gosterilmesini esas almaktadir. Bu
bebegin lizerinde Mudurnu halkinin giinliik giyiminde ve 6zel giinlerde kullandig1 geleneksel giysiler
bulunmaktadir. Bekar gen¢ kizlarm giydigi ve evli kadinlarin giydigi farkli bi¢imleri esas alarak
hazirlanan bebegin ¢esitli versiyonlar1 da mevcuttur. Bu bebekler, Mudurnu yéresinin zengin kilttrel
mirasmi ve giyim tarzimi tanitmak amaciyla kullanilir. Gezici Bavul Miize koleksiyonuna iki adet farkl
“Mudurnu bebegi” dahil edilmistir (bkz. sekil 14).
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Sekil 14. Mudurnu bebegi ornekleri

Igne oyali cember (yemeni): Mudurnu’da kare seklindeki ince tiilbent bezleri, ¢igek desenli siis
motifleriyle “yemeni, yazma” olarak bilinir ve kenarlar1 igne oyalariyla siislenir. Renkler, kiyafetlerle
uyumlu olacak sekilde segilir. Kadinlarin ¢eyizlerinde bulunan bu basortiileri, gelecek nesillere hatira
olarak aktarilir ve her kadin bunlar1 ogluna veya kizina devreder. Mudurnu’da hemen her kadinin
sandiginda eski ¢emberler bulunur. Bu el emegi {iriinler, Mudurnu kiiltiiriinde 6nemli bir yere sahiptir
ve Ozenle korunur (Ozdemir vd., 2011, s.135; Mudurnu Belediyesi, 2023). Gezici Bavul Miize
koleksiyonunda on bir adet “igne oyali gember” bulunmaktadir (bkz. sekil 15, 16).

Sekil 15. ve 16. [gne oyali cember

Hamam oOrtlst: Mudurnu yoresinde kadinlarin, hamam ¢ikislarinda ve namaz sirasinda baslarma
bagladiklar1 ipek ve krep kumaslar, tel kirma yontemiyle islenmis olup, bélgenin iinlii islemelerindendir
(Yildiz vd., 2018, s.519). Gezici Bavul Miize koleksiyonuna bir adet “hamam ortiisii” dahil edilmistir
(bkz. sekil 17).

Tokali 6rtU: El tezgahlarinda dokunan bu ortiiler, yérede basortiisii olarak, lilke genelinde ise aksesuar
ve giyim esyasi olarak kullanilir. Giiniimiizde Bolu’nun G&yniik ilgesinde iiretilir. Ortiiniin iki kisa
kenari, yan yana siralanan eskenar dortgenlerden olusan geometrik motiflerle siislenmis ana bordiir ve
ince yan bordiirlerle bezenmistir (Ozdemir vd., 2011, s.62). Bu ortii Goyniik’te iiretilse de Mudurnu’da
da yaygm olarak kullanilir ve c¢eyiz sandiklarinda bulunur. Bu nedenle, Gezici Bavul Miize
koleksiyonuna bir adet tokali ortii dahil edilmistir (bkz. sekil 18).

Oyali krep Ortli: Mudurnu’da 6zel giinlerde ve diigiinlerde kullanilan, renkli ipek igne oyasi ile
siislenmis kare bigimindeki krep basortiiler, gicek ve sembolik motiflerle bezenmistir. Ozellikle
gelinlerin tercih ettigi bu ortiiler, geyizlerde yer alir (Ozdemir vd., 2011, s.135). Gezici Bavul Miize
koleksiyonuna bir adet “oyali krep 6rtii” dahil edilmigtir (bkz. sekil 19).
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Sekil 17. Hamam Ortlsu Sekil 18. Tokali Orti Sekil 19. Oyali krep 0Ortu

Igne oyasindan gelin taci: Mudurnu’da kina gecelerinde bindalli ve ii¢ etek giymis kadinlar, igne
oyasindan yapilmis gelin taci takarlar. Giil dali seklinde tasarlanan bu tag, gergcek yaban giillerinden
esinlenerek yapilmistir ve cesitli renklerdeki ipek ipliklerle siislenmistir (Ozdemir vd., 2011, s.133;
Mudurnu Belediyesi, 2023). Gezici Bavul Miize koleksiyonuna iki adet igne oyasindan gelin tact dahil
edilmistir (bkz. sekil 20, 21).

Sekil 20. ve 21. [gne oyasindan gelin tac

Fes: Mudurnu’da kirmizi kece kumaglardan yapilan fes, geleneksel iigetek ve bindalli elbiselerle birlikte
kullamlir. Fesin tepe kismu flog iplikle kaplanmig olup, arka kismi basa uyum saglar. Alin kisminda
kiigiik sar1 altmlar yer alir ve igi kartonla sertlestirilmistir (Ozdemir vd., 2011, s.131). Gezici Bavul
Miize koleksiyonuna iki adet “fes” dahil edilmistir (bkz. sekil 22, 23).

Fes oyasi: Mudurnu’da feslerin iizerine takilan fes oyalari, renkli ipek veya krep kumaslardan yapilan
3-4 cm genisliginde katlanarak olusan iiggen parca ile fesin alin kismin siisler. Diiglinlerde gelinlere
hediye edilen fes oyalari, ipek kumaslar iizerine degerli takilarla sislenir (Ozdemir vd., 2011, s.132).
Gezici Bavul Miize koleksiyonuna iki adet farkli “fes oyas1” dahil edilmistir (bkz. sekil 22, 23).

Pullu al (¢atky): Mudurnu’da gelinler, ii¢ etek ve bindalli elbiseleriyle kirmizi ipek catki kullanirlar.
Kare seklindeki catki, motiflerle islenmis olup, kenarlarinda boncuk ve pul siislemeleri bulunur. Gelinler
genellikle catki ile birlikte fes ve igne oyasi giil taci da takarlar (Ozdemir vd., 2011, s.134; Bolu Valiligi,
2023). Gezici Bavul Miize koleksiyonuna bir adet “pullu al” dahil edilmistir (bkz. sekil 24).

Bindalli: Mudurnu’ya 6zgii bindalli, genellikle evli kadinlar tarafindan fes ve gatki ile birlikte kullanilan
geleneksel bir giysidir. Geng kizlar evlenene kadar ii¢ etek giyer ve igne oyasi giil taci takarlar.
Bindallilar, kina gecelerinde bordo, mor, lacivert ve yesil renklerde, altin sarisi sim sirmalarla iglenmis
kadife kumaslardan yapilir. ipek ve kadife kumaslardan yapilan bindallilar, gicek ve yaprak motifleriyle
stislenir ve etek kenarlar1 bordiirlerle bezeli olur. Bu elbiselerin beline giimiis veya dival islemeli
kemerler takilir (Y1ldiz vd., 2018, 5.521; Ozdemir vd., 2011, s.139). Gezici Bavul Miize koleksiyonunda
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bir adet “bindalli” yer almaktadir (bkz. sekil 24).

Don (salvar): Bolu yoresinde geleneksel kadin dis giyimi olarak bilinen “don” (salvar) hala yaygin
olarak kullanilmaktadir. Uretiminde “alaca bez” ad1 verilen pamuk ipligi ile dokunan kumas tercih edilir.
Bu kumas, Anadolu’nun bir¢ok yoresinde farkli isimlerle anilmakta olup, giiniimiizde mekanik
tezgahlarda akrilik ipliklerle dokunmaktadir. Bolu’nun bazi ilge ve kdylerinde ¢izgili dokumalar dis,
kareli dokumalar ise i¢ giyimde kullanilmaktadir. Mudurnu’da zamanla alaca bez donlar yerini kirmizi
zeminli ¢igek desenli basmalara ve jarse kumaslardan dikilen salvarlara birakmustir (Eytipoglu vd., 2017,
S.741; Yildiz vd., 2018, s.525). Gezici Bavul Miize koleksiyonuna bir adet el dokumasi “don” dahil
edilmistir (bkz. sekil 25).

Goynek: Mudurnu ydresinde, ii¢ etek ve bindalli gibi kiyafetlerin altinda ince ipek gdynekler
kullamlirdi. Giinliik yagamda ise pamuklu kumaslardan yapilmis, beyaz veya renkli ¢izgili gdynekler
tercih edilmistir. Bu géyneklerin yaka ve kol kenarlar1 igne oyalariyla siislenmistir (Yildiz vd., 2018,
s.524; Ozdemir vd., 2011, s.136). Gezici Bavul Miize koleksiyonuna bir adet el dokumasi “gdynek”
dahil edilmistir (bkz. sekil 25).

Sekil 24. Pullu al ve bindalli Sekil 25. Don ve goynek

YUn corap: Bolu'nun ilge ve kdylerinde, kis aylarinda kullanilan yiin ve tiftik ipliklerden bes sis ile
oriilen goraplar, gesitli renk ve motiflerle siislenmektedir (Ozdemir vd., 2011, s.141). Gezici Bavul Miize
koleksiyonuna iki ¢ift “yiin corap” dahil edilmistir (bkz. sekil 26).

Kara lastik: Kara lastik ayakkabilar, eski zamanlarda ¢arik ve yemeni yerine kullanilmaya baglanmis ve
ozellikle kirsal bolgelerde, tarim ve hayvancilikla ugrasanlar tarafindan tercih edilmistir. Basit bir
tasarima sahip olup, bagcik ve dikis icermezler; tizerlerinde bazen kabartmalar bulunabilir (Ozdemir
vd., 2011, s.30). Gezici Bavul Miize koleksiyonuna bir ¢ift “‘kara lastik ayakkab1” dahil edilmistir (bkz.
sekil 27).

Sekil 26. Yun ¢orap Sekil 27. Kara lastik

371

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 VVolume 15 Issue 2, p.362-376

Ipek iplik 6rnekleri: Mudurnu’da gegmiste yaygin olan ipekbocekgiligi giiniimiizde azalmis olsa da hala
devam etmektedir. Kozalar, dogal yontemlerle ipege donistiiriiliip boyanarak keleve (¢ile) haline
getirilmektedir. Bu ipek, 6zellikle igne oyasi yapiminda kullanilmaktadir. El sanatlari tirlinlerinde biiyiik
6neme sahip olan ipek iplikler, geleneksel yontemlerle dretilir (Mudurnu Belediyesi, 2023). Gezici
Bavul Miize koleksiyonuna farkli renklerde “ipek ¢ileler” dahil edilmistir (bkz. sekil 28).

Tahta kasik: Anadolu folklorunun bir pargasi olan tahta kasik oymaciligi giiniimiizde kaybolmaya yiiz
tutan el sanat1 iiriinleri arasindadir. Toplumlarin yeme igme gibi geleneksel kiiltiiriiniin bir pargasi olan
tahta kagiklar yorelerin folklorik kiiltiirleri hakkinda da bilgiler vermektedir. Teknolojik ilerlemeler
1s181inda gegmisteki kullanim alanini glinlimiize tagiyamayan tahta kagik oymaciligi Anadolu’nun bazi
yorelerinde kisitli imkanlara ragmen varhigmi siirdirmektedir (Birnaz 2021, s.56). Mudurnu Halk
danslar ile ilgili gergeklestirilecek egitim etkinliklerinde kullanilmak {izere dort adet tahta kasik, Gezici
Bavul Miize koleksiyonuna dahil edilmistir (bkz. sekil 29).

Kirman: Anadolu’da yaygin olarak kirmen/kirman adiyla bilinen, ip egirmek i¢in kullanilan bir aragtir
(Temur 2020, s.29). Eskiden Mudurnu’da yiin goraplar yaygin bir sekilde tiretilmekte ve yiin egirmek
icin bu ara¢ kullanmilmaktaydi (Mudurnu Belediyesi, 2023). Katilimcilarin yaparak yasayarak
ogrenmelerini saglayacak bir egitim etkinligi olan “kirmen ve yiin egirme” uygulamasinda kullanilmak
Uzere, gezici bavul miize koleksiyonuna bir adet kirman eklenmistir (bkz. sekil 30).

Sekil 28. Ipek iplik ornekleri kil 29. Tahta kasik Sekil 30. Kirman

Bavul, Kutu ya da Cantalarin Secimi ve Tasarimi: Gezici Bavul Miize'nin tasariminda, koleksiyon
ve egitim etkinliklerinde kullanilacak nesnelerin korunmasi amaciyla antika ahsap bavullar tercih
edilmistir. Bu bavullar, estetik ve iglevsel ihtiyaclari karsilayacak sekilde dikkatle se¢ilmis ve nesnelerin
giivenli tasinmasi i¢in gerekli &nlemler alinmustir. Iclerine kdpiik plakalar yerlestirilmis ve diizenlemeyi
kolaylastirmak i¢in i¢ diizen fotografi eklenmistir. Bavullarin tizerine Gezici Bavul Miize'nin amblemi
basilmustir (bkz. sekil 31, 32, 33).

Bolu-Mudurnu
Gezlm Bauu[ Miize

Sekil 31. ve 32. Gezici Bavul Miize nin amblemi
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Sekil 33. Gezici Bavul Miize

Yonetim Kurallarimin Belirlenmesi: Gezici Bavul Miize’nin tasarim ve uygulama siireci; koleksiyon
nesnelerinin se¢imi, egitim etkinliklerinin planlanmasi, bavul secimi, gorsel ve isitsel materyallerin
tasarimi, yasal islemlerin saglanmasi, ulasim organizasyonu ve mali kaynak temini gibi asamalari
kapsar. Bu siireglerin yonetimi kiiratdriin sorumlulugundadir.

* Uzman egitim liderleri, Gezici Bavul Miize’yi egitim kurumlari, kiitiiphaneler, festivaller ve diger
organizasyonlara tastyarak egitim etkinliklerini ger¢eklestirirler. Mudurnu’nun geleneksel giyim tarzini
yansitan kostlimler giymis uzmanlar, katilimcilara otantik ve ilgi ¢ekici bir deneyim sunar.

« Kiiltiirel nesnelerin detayli bir listesi hazirlanarak, her etkinlik sonrasi nesnelerin diizenli bir sekilde
sayilmasi ve kontrol edilmesi saglanir.

* Gezici Bavul Miize egitim etkinlikleri, etkinlik mekanlarina gitmeden 6nce egitim liderleri tarafindan
bir kez daha gézden gegirilip gerekli planlamalar yapilir.

» Etkinliklerin siire sinirlamalar1 belirlenmis olup, mekanlarda her etkinlik i¢in iki saatlik bir slre
Oongoriilmiistiir.

» Calisma kagitlari, bilgi kartlar1 ve degerlendirme formlari, katilime1 sayisina gore diizenlenir, geri
doniisler alinarak kontrol edilir ve gerektiginde yeniden diizenlenir.

» Etkinliklerin diizenli ve giivenli bir sekilde yiiriitiilmesi i¢in gerekli saglik ve giivenlik 6nlemleri alinir.

» Dikkatsizlik, kazalar veya olumsuz durumlar, nesnelerin zarar gérme olasiligit goéz Oniinde
bulundurularak, bu tiir durumlara karsi nesneler yedeklenir ve gerekli tedbirler alinir.

Degerlendirme Formlarimin Hazirlanmasi: Bu formlar, uygulamalarin mevcut durumunu belirler ve
katilimce1 goriislerine goére modelin gelistirilmesine yonelik adimlar atilmasini saglar. Bu amagla, alan
yazinindan yararlanarak bir degerlendirme formu hazirlanmistir.

Saghk ve Giivenlik Onlemlerinin Belirlenmesi: Gezici Bavul Miize etkinliklerinin diizenli ve saglikli
bir bigimde yurutilmesi icin gerekli temizligi yapilan ahgap bavullara mat vernik uygulanmis ve antika
giysilerin korunmasi amaciyla katilimcilara tek kullanimlik eldivenler saglanmustir. Eldiven
kullanimryla, giysilere temas edildiginde, dogal yaglar ve nemin giysilere ge¢mesi engellenir. Bu
onlemler, giysilerin uzun 6miirlii olmasini ve ziyaretcilere daha iyi bir deneyim sunulmasini saglarken
kiiltiirel mirasin korunmasina katkida da bulunur (bkz. sekil 34).
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Sekil 34. Tek Kullanimlik Eldiven (Kaynak: Cihan Sule Kiilik Arsivi 2024).

9. Egitim etkinliklerinin tasarimu:
* Etkinlik adr: Tarih Sahnesinde Yolculuk: Mudurnu’nun Geleneksel Kadin Giyim Kiiltiirii
* Hedef kitlesi: 18-34 yas aras1 geng yetiskinler

* Amag: Mudurnu’nun geleneksel kadin giyim kiiltliriinii deneyimleyerek el sanatlari becerilerini
gelistirmek ve kiiltiirel bilgiyi eglenceli bir sekilde 6gretmek.

* Ogretim stratejileri, yontemleri ve teknikleri: Yaparak yasayarak Ogrenme, Sunus Yoluyla Ogrenme,
Isbirlikli Ogrenme, Anlatim, Beyin Firtinasi, Soru-Cevap, Tartisma, Gosterip Yaptirma, Yaratici
Drama, Grup Calismasi.

« Etkinlik igerigi:

Birinci bolim: “Mudurnu Geleneksel Giyim Kiiltirii ve Tarihgesi”; Katilimeilara Mudurnu'nun
geleneksel kadin giyim kiiltiiriiniin tarihgesi ve 6nemi anlatilir. Oncelikle katilimcilarin Gezici Bavul
Miize’de yer alan kiiltiirel nesneleri daha iyi anlamalarimi saglamak ve merak duygularmi devindirmek
adina hazirlanmis “soru kartlar’” dagitilir. Katilimcilar nesnelere iliskin sorular1 yamitlar ve ardindan

Gezici Bavul Miize’de bulunan geleneksel kiyafetler tanitilir. “Bilgi kartlar1” da katilimcilarin bu 6nemli
kiiltiirel 6geler hakkinda derinlemesine bilgi edinmelerine yardimci olur.

Ikinci bolim: “Motiflerin Sirlar”; Bu béliimde katihmeilar, geleneksel Mudurnu igne oyalarmda
kullanilan motifleri daha yakindan inceleyeceklerdir. Bu motifler, Mudurnu'nun zengin kiiltiirel
mirasinin 6nemli bir parcasidir. Katilimeilar, bu motiflerin anlamlarin1 ve tarihini 6grenirken kendi
yaraticiliklarim da kullanabileceklerdir. Katilimcilara Mudurnu'nun geleneksel motifleri ve desenleri
hakkinda bilgi verilir. Bu motiflerin genellikle dogadan esinlendigi ve farkli anlamlar tasidig1 aciklanir.
Katilimcilara motif kartlar1 verilir. Her kart iizerinde farkli bir igne oyas1 motifi bulunur ve motifin adi
ile anlami1 hakkinda bilgi yer alir. Katilimcilara bos motif kartlar1 ve renkli kalemler verilir. Kendi motif
tasarimlarini olusturmalar: tesvik edilir. Katilimcilar, kendi tasarladiklar1 motifleri diger katilimcilara
anlatir ve bu motiflerin ne anlama geldigini paylasirlar. Bu béliim, katilimecilarm Mudurnu'nun
geleneksel motiflerini kesfetmelerini ve kendi motif tasarimlarimi yaratmalarmi saglayarak etkilesimli
bir deneyim sunar. Motif kartlari, katilimcilarin bu 6nemli kiiltiirel 6geler hakkinda derinlemesine bilgi
edinmelerine yardimci olur.

Ucgtincll bolim: “Kirmen ve Yiin Egirme Uygulamasi”; Katilimcilara kirmenin nasil kullanilacagi ve
yiiniin nasil egirilecegi gosterilir. Her katilimci kendi yiin ipligini egirerek bu beceriyi kazanir.

Dordunct bolim: “Kostim Deneme, Mudurnu Halk Danslar1 ve Drama Etkinligi”; Katilimcilar
Mudurnu ydresinin geleneksel kiyafetleri giyerek donemin atmosferini canlandirirlar. Kostiim
kullanarak gerceklestirilen drama etkinligi, katilimcilarin eglenceli bir sekilde 6grenmelerini saglar.
Katilimcilara, Mudurnu halk danslarna iliskin videolar izletilir ve Mudurnu folklorunda 6nemli bir yeri
olan tahta kagiklar kullanilarak halk danslar1 performansi gerceklestirilir. Bu etkinlik, ydresel
kiyafetlerden olusan kostiimler giyilerek yapilir. Ardindan katilimcilar, performansi degerlendirir ve
deneyimlerini paylasir. Mudurnu'nun geleneksel giyim Kuiltirintn guniimuzdeki etkileri ve 6nemi
tartigilir.
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Besinci bolum: “Kostiimle Fotograf Cekimi ve Paylasim”; Katilimcilar, kostiimleriyle hatira
fotograflar1 ¢ekerler ve deneyimlerini paylasirlar. Bu etkinligin sonunda katilimcilara c¢ektirmis
olduklar fotograflar ve anmalik olarak hazirlanmis kitap ayraglar1 giliniin anis1 olarak hediye edilir.
Etkinlik keyifli bir sekilde sonlandirilir. Ardindan, Gezici Bavul Miize modelinin gelistirilmesine katki
saglayacak degerlendirme formlari, katilimcilara verilir ve cevaplamalari saglanir.

SONUC

Bu aragtirma, Bolu ili Mudurnu yoresinin kiiltiirel mirasini tanitmak amaciyla gelistirilen Gezici Bavul
Miize modelinin tasarim siirecini ve i¢erigini kapsamaktadir. Caligma siirecinde koleksiyon nesnelerinin
secimi, bilgilerin gruplandirilmasi ve egitim etkinliklerinin planlanmasi gibi ¢esitli asamalar titizlikle
yiiriitiilmiistiir. Tasarlanan bu model, Tiirkiye’de gezici miize hizmeti vermek isteyen diger miizeler i¢in
yol gosterici olabilir ve alan yazinina 6nemli katkilar saglayabilir. Bu modelin, yerel ve ulusal diizeyde
kiiltiirel mirasin korunmasi, siirdiiriilebilirliginin saglanmasi ve tamtilmasi siireglerinde miizelere
onemli katkilar saglayacagi diisiiniilmektedir. Ayrica bu modelin, egitim kurumlar1 ve Kkiiltiirel
merkezlerle yapilan is birlikleri sayesinde, kiiltiirel mirasin genis kitlelere ulasmasi ve gelecek nesillere
aktarilmasinda onemli bir rol oynayacagi ongoriilmektedir. Gezici Bavul Miize modeli hem yerel hem
de kiiresel diizeyde kiiltiirel mirasin yagatilmasi ve paylasilmasina katki saglayacak yenilik¢i bir
yaklasimdir.

SOKUM’iin Korunmasi Sézlesmesi’'nde de vurgulandigi gibi koruma, iiretim, yeniden yaratim ve
aktarma yollardan biri olarak miizecilik ve egitim ¢aligmalari isaret edilmektedir. Bu noktada, Bolu
Mudurnu Gezici Bavul Miizesi’nin temel ilhamini, kaybolma tehlikesi altindaki somut olmayan kiiltiirel
mirasi koruma ve siirdiiriilebilirligini saglama amacindan almis oldugunu ifade etmek 6nemlidir. Ayrica,
Gezici Bavul Miize’ nin ¢aligmalarma ¢agdas miizecilik uygulamalarmin dahil edilmis olmas1 da dikkat
ceken bir husustur. Boylece, Gezici Bavul Miize’nin sundugu firsatlarla kiiltiirel nesnelerle etkilesimde
bulunan katilimcilarin, aktif bir sekilde miize programinin bir parcasi olmalar1 saglanirken kiiltiiriin
tasiyicilari ve paydaslarina doniismelerine olanak taninacaktir.

Bu arastirmanin perspektifinden ilerleyen ¢alismalar igin bazi 6neriler sunulabilir. Oncelikle, gezici
bavul miize uygulamalarmin, katilimcilarin bilissel ve duyussal 6zellikleri tizerindeki etkilerini deneysel
caligmalarla test etmek, bu alandaki bilgiyi genisletebilir. Bu modelin uygulanabilirligi ve etkileri
iizerine gergeklestirilecek galigsmalar, Tiirkiye’deki miize faaliyetlerine ve kiiltiirel mirasin korunmasina
dair 6nemli bilgiler saglayabilir. Bu modelin farkli bolgelerdeki uygulanabilirligi ve etkileri tizerine
yapilacak arastirmalar, gezici miize hizmetlerinin gelistirilmesine yonelik daha genis bir perspektif
sunacaktir. Ayrica, Tiirkiye’de bu tiir uygulamalarin daha yaygin hale gelmesi i¢in 6gretmenler ve miize
uzmanlarinin farkindaliklarim artirmak iizere calistaylar ve seminerler diizenlemek 6nemli bir adim
olabilir. Bununla birlikte, Kiiltiir ve Turizm Bakanlig1’nin, gezici bavul miize projelerini destekleyerek
bu alandaki girisimlere ivme kazandirmasi biiyiilk 6nem tasir. Bu arastirma, gelecekteki gezici bavul
miize uygulamalarinin gelistirilmesi ve yayginlastirilmasi i¢in degerli bir kaynak olabilir. Boyle bir
rehberlik, kiiltiirel miras1 koruma ve bu mirasi sonraki kusaklara ulastirma siirecinde énemli bir etki
yaratarak toplumsal hafizanin giliclenmesine ve kiiltiirel zenginligin siirdiiriilebilirligine ivme
kazandiracaktir.
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Abstract

COVID-19 pandemic enforced all disciplines to sudden change in their education
methods. As having a practice-based education methodology, architecture
education necessitated creative ways to overcome this critique change. This
qualitative study searches for the ways to deliver a physical concept, color, within
a non-physical setting, and explores the effectiveness of color studies in distance
architectural education in COVID-19 Pandemic period. This study specifically
focuses on how asynchronous distance education affected the color knowledge and
learning in architecture education. In this study, the effectiveness of the color
course in terms of architecture and design education is evaluated according to its
impact on gaining knowledge about basics of color theory, understanding color and
material combinations and emotional associations on those combinations, gaining
skills in shaping individuals’ interior space experience, covering the potential of
various color practices. This study is an action research and assignment outputs,
self-assessments of participating students’ work, visuals of the submissions, and
observations made by the researcher are the main data sources of this study. The
study revealed the importance of using various communication methods to fully
capture the concept of color in architectural education and pointed out the positive
aspects of hybrid education.

Keywords: Architecture, Education, Distance Learning, Color Course, Color
Communication

Oz

COVID-19 pandemisi tiim disiplinleri egitim yontemlerinde ani bir degisime
zorladi. Uygulamaya dayali bir egitim metodolojisine sahip olan mimarlik egitimi,
bu kritik degisimin ilistesinden gelmek igin yaratici yollar gerektirmistir. Bu nitel
calisma, fiziksel bir kavram olan rengi fiziksel olmayan bir ortamda sunmanin
yollarin1 aramakta ve COVID-19 Pandemisi doneminde uzaktan mimarlik
egitiminde renk caligmalarinin etkinligini arastirmaktadir. Bu calisma o6zellikle
asenkron uzaktan egitimin mimarlik egitiminde renk bilgisi ve dgrenimini nasil
etkiledigine odaklanmaktadir. Bu caligmada, renk dersinin mimarlik ve tasarim
egitimi agisindan etkinligi, renk teorisinin temelleri hakkinda bilgi edinme, renk ve
malzeme kombinasyonlarini ve bu kombinasyonlardaki duygusal iliskilendirmeleri
anlama, bireylerin i¢ mekan deneyimini sekillendirmede beceri kazanma ve cesitli
renk uygulamalarinin tasidig1 potansiyeli kavrama {izerindeki etkisine gore
degerlendirilmektedir. Bu ¢alisma bir eylem arastirmasidir ve 6dev c¢iktilari,
katilimei dgrencilerin ¢aligmalarinin 6z degerlendirmeleri, sunumlarin gorselleri ve
aragtirmaci tarafindan yapilan gozlemler bu g¢alismanin ana veri kaynaklarini
olusturmaktadir. Calisma, mimarlik egitiminde renk kavrammi tam olarak
yakalamak i¢in ¢esitli iletisim yontemlerinin kullanilmasinin 6nemini ortaya
koymus ve hibrit egitimin olumlu ydnlerine isaret etmistir.

Anahtar Kelimeler: Mimarlik, Egitim, Uzaktan Egitim, Renk Egitimi, Renklerle iletigim
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INTRODUCTION

Architectural education is formed of theoretical and practical knowledge articulation within its own
cultural setting. Basically, it is about improving architectural thinking by experiencing design elements
such as form, material, color, structure; and paying attention to environmental and social values. Each
design element is equally important in the formation of an architectural composition and in the
interaction between the people and the architectural work. Therefore, in addition to architectural design
studios, the concept of color, as with other design elements, is often studied as part of a special course
in the architecture curriculum. The architectural color courses mainly involve comprehension of the
effects of color in an architectural composition via a set of experiments. In these courses, color studies
are discussed in the same physical settings by students. However, during Covid-19 pandemic, due to the
enforced distance education, a sudden transition from physical to digital educational setting altered the
way of interaction in color courses. Ensuring the effectiveness of color studies in distance architectural
education was seen as a problem and within this framework solutions were planned and executed in this
study. This study proposes several digital exercises; and evaluates them in terms of their effectiveness
in comprehending color, emotion, material and spatial relationship in distance architectural education.
It evaluates the potential of these exercises in four aspects of color and architecture relationship:

1) comprehension of controlling reflected emotions through color and material combinations;
2) altering the experience of the interior space by changing the color;

3) facade color design, and

4) using external sources in creating color combinations to manage color and space relation.

The Reasons to Study Color in Architecture

Architecture creates environmental experiences and deals with mass within a function-focused
perspective by accounting of every design element (Rasmussen, 1964). Color is an extrovert member of
architectural design; it constantly interacts with other environmental elements and humans. Thus, by
considering all these elements, it is possible to manage the spatial experience of an individual in any
building. In interaction with humans, color delivers the symbolic messages and aesthetic qualities of the
environment (Meerwein, Rodeck, & Mahnke, 2007). Being highly dependent on the values and qualities
of its surrounding environment, and its inhabitants, the color in architecture demonstrates case specific
characteristics. Its symbolic and social nature makes it hard to form a universal set of color rules in
architecture (Cesar, 2018). Color is the combination of perception, culture, experience, memories
(Manav, 2017). So, the person dependent aspect of color leads to a variety of interpretations of
architectural color arrangements. Individuals interact with colors in a manmade environment within their
way of thinking which is shaped through their life. The studies of Kaya & Crosby (2006)), and Manav
(2007) also point to close relationships between color associations and personal experiences. The
subjective essence of the color does not inhibit the potency and efficacy of color combinations in
architectural designs, on the contrary it improves them (Manav, 2017).

In architectural compositions color applications can be used for their perceptive, descriptive or intrinsic
values (Serra, 2013a). Color applications in architectural designs alter both the perception of the building
by an individual and general perception of the urban. In urban scale, the combination of differing colors
of buildings constitutes the color scheme of a city and affects the urban perception. However, this visual
character is not solely to be understood as the hues of the city. Color preferences of a building can be
seen as mirrors. It reflects both physical and abstract characteristics of their time and society. As
underlined in the studies of Serra and Codoner (2014), and Ferring (2014) values and tendencies of a
time and culture can be traced by architectural color compositions. In example, powerful hues of
Mexican everyday life can easily be traced in Ricardo Legorreta’s architectural designs and the color
choices of him intensify the spatial experiences of users (Asensio & Kliczkowski, 2002). Similarly,
Mexican architects Luis Barragan attaches cultural cues to his contemporary architectural designs and
applies color after on-site spatial experiments to comprehend the spatial experience in an ordinary day
setting (Jover & Alba, 2002) . Difference in demographic structure and cultural background affects the
urban color and creates diversity in the cities’ appearance (Gou & Wang, 2017). Color is a very effective
and easily managed medium of change in architecture. Serra (2013) draws attention to color applications'
suitability for the versatile essence of architecture, and its potential power in change in terms of
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transformation, fragmentation, movement and novelty. Architectural adaptation to changing inhabitants,
functions, actions, time and technology can easily be created with the suitable application of new color
arrangements.

Color in Architectural Education

Being rooted in apprenticeship, architectural education built upon required abilities and values of the
profession (Glasser, 2000). Erkok et al. (2006) proposes that at the basic design studio, in transition from
abstract to physical thinking, students experience key concepts of architecture; and color is one of these
key concepts. Color usage in architecture requires synthesis of subjective and objective decision making.
So, at the basic design studio, students improve their ability to use color in a targeted manner (Ural,
Akbay, & Altay, 2002). And, in the following design studio courses, students reinforce their color
knowledge through architectural design projects. Beside the basic design studio, the following design
studio courses mostly do not involve solely color specific exercises. However, as Unver (2002) stated,
in addition to basic design studio, color takes its place in other compulsory courses related with design
communication, and there are some elective courses specifically focused on color in architecture.
Parallel to the impact area of color in architecture, content of the specified color courses is expected to
deliver the theoretical, practical and social context of color by application of different methods by using
physical and digital tools (Unver, 2002; Carlos & Cesar, 2018). Applications of different methods are
parts of color research, and they are highly important in color education since color concept is dependent
on experience. However, the previous studies in color education in architecture (Carlos & Cesar, 2018;
Janssens & Mikellides, 1998) show the insufficient duration of color courses in terms of both theoretical
and practical context of color; and point to lack of knowledge of architecture graduates in color usage
(Janssens & Mikellides, 1998; Csillag et al. 2018). Proper development of architectural way of thinking
necessitates equal inclusion of every design parameter in the educational curriculum.

Distance Education in Architecture

Being able to continue education without face-to-face interaction is the essential aspect of distance
education. Gunawardena and Mclsaac (2013), highlights the long existence of distance education, and
within the light of the study of Garrison and Shale (1987), underlines the essential features of the distance
education as noncontiguous communication, two-way interactive communication, and the use of
technology to mediate the necessary two-way communication. Technology involvement in distance
education makes people believe it as a new method, but the new is the technologic medium, not the
method itself. Therefore, distance education in architecture is not a new concept, and there have been
trials to adapt new technologies to architecture and design education long before the COVID-19
pandemic. Inevitably, practical essence of architecture discipline was causing resistance and decreasing
the speed of permeation of distance learning in architectural education. Ceylan et al. (2021) explains
that there were already searches (by Morozumi et al., 2001; Niculae, 2011; Schnabel and Ham, 2012;
Masdeu and Fuses, 2017; lannou, 2018) for new ways of design studio by implementing blended
learning, distant education or virtual studio methods. However, COVID-19 pandemic caused an urgent
and mandatory change in traditional educational methods in global scale.

Depending on its sudden occurrence, some researchers categorize this large-scaled shift to online
learning from the existing distance education methods and it is particularly emphasized that distance
learning during COVID-19 pandemic was born in crisis and in an emergency (Adedoyin & Soykan,
2023; Akcay Kavakoglu et al., 2022). Globally, most of the syllabuses and term plans were not tailored
for online interaction. Since this study is also related with the educational action in color teaching during
COVID-19 pandemic, it would be appropriate to focus distance architecture and design education the
pandemic times and analyze potentials and challenges that were underlined in other studies. In many of
the studies; self-paced learning, developing time management skills, meeting new online platforms,
flexibility, special focus to each student’s work, positive economic impacts, strength of online studio,
sustainability were found as positive outcomes of this sudden shift in architecture and design education
(Alfiras et al., 2020; Daniel, 2020; Alburgawi and Al-Gamdi, 2022; Megahed and Hassan, 2022; Amro,
2022; Fallatah, 2020; Hassanpour, 2023; Ceylan et al., 2021; Iranmanesh and Onur, 2021; Lotfabadi
and Mousavi, 2022; Martesonjoyo, 2021; Nigam and Kapoor; 2021). In addition to positive critiques,
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lack of peer learning, not being part of design studio collective, challenges in interaction, inequality in
accessing technologic sources, insufficent distance education infrastructure of the educational
institutions, interface problems, inexperience in using technolgy, student’s workload, difficulty in
groupwork, adaptation to new space for education, not knowing peers’ works, extra effort, different time
zoning were explained as the main challanges in this process (Alfiras et al., 2020; Allu-Kangkum, 2021;
Alburgawi and Al-Gamdi, 2022; Brzezicki, 2020; Ceylan et al. 2021; Fewella, 2023, Yuan et al. 2022;
Grover & Wright, 2023; Lotfabadi and Mousavi, 2022). Most of the studies that explored the effects of
Covid-19 pandemic on architectural and design education has design studio focus. In that sense, peer
learning and cumulative knowledge gained in the studio have spacial importance as can be followed
from the results of the literature research on this issue. For the last, it should be mentioned that positive
aspects of hybrid architectural education for post-pandemic term is highly emphasized, and high rate of
demand for it, by both students and tutors, is underlined in the studies ( Gill et al., 2020; Ceylan et al.,
2021; lranmanesh and Onur, 2021; Nigam and Kapoor; 2021)

METHODOLOGY

To adopt the architectural color education to a new environment, the researcher needed to consider
systematic changes as a reflective practitioner (Schon, 1987; Norton, 2018). In that sense, this study
stands as action research which inquires for ways of enriching teaching strategies and development of
students’ knowledge (Stringer, 2008). Kowaltowski et al. (2020) points to the similarity between the
cyclical nature of the action research and the iterative cycle of design processes. In line with that, at the
very beginning of the pandemic, as having a design background, the researcher intuitively defined the
possible problems in enforced shift to distance education in terms of architectural color education and
created an action plan to defeat the possible negative outcomes of the process. In order to analyze the
problem adequately, it was necessary to look for the pre-pandemic conditions and the pandemic
conditions and set the differences between these two. Elliot (1991) stress the importance of curriculum
structure on any action taken for improving learning experiences. In that sense, initially, curriculum of
the Diizce University Department of Architecture, the impact and placement of the Color in Space course
was analyzed. All the courses were dependent on face-to-face interaction, and there weren’t any other
color related courses in the curriculum besides the first semester foundation studio in pre-pandemic
period. So, to make students comprehend the impacts of color, the researcher had planned to combine
color theory with the architecture design studio related practical studies through 2D and 3D, different
scaled compositions. In the initial stages of the pandemic time, asynchronous education was deployed,
and the researcher altered the planned practical studies. Main problem was finding ways to transmit a
physical concept, color, without physical settings and in the lack of instant communication in
asynchronous education. At the very beginning of the pandemic time, of course the type or credits of
the course did not change, but interaction level and weight of the course in the curriculum were equalized
with the other courses because of the asynchronous delivery of all courses. So, the researcher revised
the course content in accordance with this delivery method and took new actions. Improving
comprehension of basics of color theory, experiencing the color and material combinations and
understanding their relationship with emotions, the interior space experience guiding skills through color
and material change, and exploring the potential of color in architectural compositions were the main
targets of the course; and remained the same along the research process. On the other hand, planned
actions were revised weekly according to the submission qualities of the students.

Within this process, to evaluate the effectiveness of newly proposed actions on learning of color in
architecture and design, personal or episodic artifacts of the participant students such as assignment
outputs, students’ self-assessment of their works, visuals of the submissions, the researcher’s
observations were used as data collection tools (Efron & Ravid, 2019).

The following sections include the details about the research field, participants, data sources and data
collection procedures. In this study, to comprehend the effects of applied color exercises, thematic
analysis is used to segment and categorize the collected textual and visual data (Given, 2008).
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Research Field and Participants

This study was carried out through two hour long theoretical elective course named as MMR 322-Color
in Space at Diizce University, Department of Architecture in 2019-2020 / Spring Semester. In Turkey,
undergraduate level architecture education consists of eight semesters, and in Diizce University
Department of Architecture undergraduate program, MMR 322-Color in Space course is offered in the
sixth semester. Students of the course participated in the study voluntarily. For 2019-2020 / Spring Term,
39 students enrolled into the course and 35 of them attended regularly. Although, in total 39 students
enrolled into this course, as expected in an educational context, not all of the students completed each
task. So, the participant number of each exercise differs from each other, and it is usually less than the
total number of participants.

An education period at Diizce University consists of 14 weeks. In the 2019-2020 / Spring Term, the first
four weeks of classes were conducted with face-to-face education. Then a mandatory three-week break
was given due to COVID-19 Pandemic restrictions. After the break, the education method was shifted
from face-to-face education to asynchronous distance education. In the asynchronous period, the
researcher prepared each weeks’ content by carefully analyzing the previous week’s submissions and
shared her comments both in weekly presentations and weekly videos that were uploaded to the system.
To provide a systematic approach and to mimic the face-to-face weekly schedule, videos and
presentations were shared with the students almost always at the same day of the week, and various
digital exercises were followed.

Data Sources and Data Collection Procedures

In the course, architecture and design education specific color assignments were carried out after
introducing color and light concepts, perceptible characteristics of color such as hue, saturation,
colorfulness, value, lightness, brilliance (Agoston, 2013), types of color contrast (Itten, 1970) and color
harmony methods. This theoretical introductory part also included several practical coloring exercises
about color wheel, color contrast and color harmony. At first, students were able hang their works on
the wall and discuss about their color wheel, color contrast and color harmony exercises at regular class
hours in a physical setting. Following assignment categories were planned for asynchronous education.

Color, material and emotion relationship focused assignments

To examine the relationship between color, material and emotion, a series of assignments was carried
out. In the first assignment, it was aimed to convey how different material characteristics affect color
perception. So, each student was asked to find at least 20 material samples that share the same hue. In
most cases materials from similar hues were shared. Before the pandemic regulations, students were
able to physically examine color and material samples and discuss how the opacity, roughness and
glossiness of the material changes the people’s approach to the same color.

In the second assignment, the students were introduced to Paul Ekman’s (1973) identification of six
basic universal emotions and Robert Plutchik’s (2001) emotion wheel, and then discussed colors and
their emotional connotations in the same physical environment. Thus, they gained the idea of different
emotion theories.

In the third assignment, it was aimed to show the importance of assessing the relationship between object
and emotion from a holistic perspective, rather than focusing on only one aspect of design including
color. This part coincided with the time when asynchronous distance education began. Via lecture notes,
the students were informed about Robinson’s study (2008) which includes the classification of emotions
associated with stimuli from the object. Then, regarding Robinson’s study (2008), students were asked
to prepare two A5 size compositions reflecting one positive one negative emotion by using the same
colors. 31 students uploaded their work to the system. After that, 21 students criticized the compositions
of their friends through an online survey. Thus, students were able to understand the potency of design
characteristics and to evaluate if the designer could lead the relationship between object and emotion
relation.

381

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.377-393

Interior Color Focused Assignments

Depending on the importance of color choices in creating meaning of the interior, various exercises were
executed. Students were asked to propose at least 3 alternative color and material applications to the
round HSS steel structure based, non-uniformly curved stair Addition the Art Gallery of Ontario
designed by Frank Gehry (Boake, 2013). In this assignment, students were free to use digital and
physical tools. Most of them chose to apply new color and material to the stair by digitally manipulating
an existing photo of the space. Some of them at first created 3D model and searched for alternatives
(Figure 1) and then applied their decision on a web-based photo of the gallery. Following the upload
process, all the works were gathered by the researcher and grouped according to their color and material
choices. This document was then shared with the students via the university’s system, and students were
asked to write down one-word comments on the document to reflect what they thought about the new
colors of the staircase. For the last, student’s comments were brought together and shared with the
students as word clouds near visuals of their works. Students were encouraged to analyze their friends’
approach to different color alternatives of the staircase. After this stage, students revised their initial
submission regarding their friends' comments and proposed final color and material interventions for
the staircase.

Figure 1. Some of the student works from material and color intervention assignment on an interior
element

Facade Color Design Assignments

For facade color exercise, at first students were introduced with how the monochromatic, achromatic
and multichromatic facade designs (Glasner & Schmidt, 2010) differ from each other, what changes,
and after that they were asked to create their own facade design proposals. In this exercise, facade design
of Diizce University Faculty of Forestry building was determined as the research subject, depending on
the fact that participating students were taking their courses on that building before the restrictions, and
they were familiar with the surrounding environment and the building’s usage. The students suggested
varying monochromatic, achromatic and multichromatic facade design by using photo manipulation
software.

Quest for Color Scheme Creation and Color Harmony Assignment

In the course, many methods were introduced, and exercises related to these methods were carried out
to reinforce the students' understanding of color knowledge and color harmony. At the end of the course,
6 weeks long, multilayered study was performed to realize the potential of external sources in the
development of color sense. Students opted for an artwork from a group of paintings that was determined
before by the researcher. Artworks had open access via google arts and culture website. After the
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analysis, students were asked to pixelate the artwork and then create a color scheme from the pixelated
version of the artwork. After that step, they applied the determined color scheme on the outer surface of
[zmir Silos of Turkish Grain Board, by using photo manipulating software. Izmir Silos of Turkish Grain
Board was chosen for its central location and dominant nature of the building. Photos of Izmir Silos of
Turkish Grain Board was taken by the researcher and delivered to the students.

FINDINGS

Controlling Reflected Emotions Through Color and Material Combinations

Within the scope of this research, effects of color and material combination on a person’s emotions were
studied with various exercises. In the first exercise, students explored the effect of opacity, roughness,
glossiness and they created different material and color combinations and discussed together all the
course time. In this process, the researcher observed that at first, they had strict emotional associations
with colors; however, they discovered with surprise that a plushy indigo sample was creating more
positive emotional attachments than a shiny warmer colored metal sample.

In the second exercise, students were participating in the group discussions about emotion theories with
more interest because they were able to see their friends' facial expressions while they were talking about
emotions and colors. On that stage, the researcher observed that Plutchik’s emotional wheel caused
confusion for some students. Some students tried to associate the mentioned emotion and background
color of it in the visual presentation of the wheel and did not agree with the color choice of the emotion.
For example, one of the students mentioned “How green can be related to fear or terror!”.

In the third exercise, they created two different (one positive one negative) emotion associated
compositions regarding Robinson’s (2008) emotion segmentation related with objects properties.
Robinson (2008) categorizes positive emotions into three subgroups as 1) interest, curiosity; 2)
attraction, desire, admiration; 3) surprise, amusement. And similarly, Robinson (2008) categorizes
negative emotions into three subgroups as 1) alarm, panic; 2) aversion, disgust, revulsion; 3)
indifference, familiarity, habituation. In total 31 students created compositions; and delivered to the
researcher by using university’s system in asynchronous education. After that researcher gathered their
compositions and formed a survey to measure all participant students’ compositions and emotion
association levels. Survey results showed that even though there was a lack of tactile experience with
the compositions, most of the students’ compositions were successful to differentiate positive or
negative association. And a few of them managed to reach their targeted emotion association only
through presenting visuals of them. However, it should be noted that, for the last exercise (emotion and
object properties relation evaluation), depending on the essence of the distance education, tactile
characteristics of the compositions were not fully grasped by the students. They evaluated the
compositions under different lighting conditions, from different screens, in different environmental
settings and participants’ previous experiences with materials in the compositions might have helped to
fulfill lack of tactile interaction with the offered compositions. Thus, results might show differences if
participants experience the compositions in the same physical and environmental settings.

Altering The Experience of the Interior Space by Changing the Color

In interior color intervention exercise, while some of the students focused only on color change, others
examined the effects of different materials. In addition to color and material interventions, some students
tried to change the function of the stairs and suggested new experiences on it. At this stage, the outputs
of the submissions were divided into groups by the researcher according to color, material and
experience differences; and then the students commented on these groups. While generating the
subgroups, material focused interventions also were divided into the subgroups according to their
distinctive features of the color. Natural stone, wooden and glass alternatives are the most common ones
that students proposed for the staircase. Other than these material focused alternatives, in terms of color
change, students tried red more than other color alternatives.

In their comments, students mostly criticized new color and material proposals by using adjectives and
descriptive phrases. To evaluate the students’ approaches to the alternative color application of an
interior element, focused codes were formed by the researcher. Students' comments were analyzed
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through two different code clusters generated from the studies of Horiguchi and lwamatsu (2018) and
Gao et al. (2007). The first code cluster was generated in accordance with the main words from the
unofficial translation of Kobayashi’s “Word Image Scale” by Horiguchi and lwamatsu (2018). The scale
is related to Kobayashi’s (1981) “Adjective Image Scale”. The main reason for choosing this scale as a
source of code is that in asynchronous education, students were able to reflect their comments about the
newly colored staircase only by writing the words. In this scale, as being developed for product planning,
value attributes are reflected through using adjectives, and the subgroups that share similar attributes are
placed in between warm-cool and soft-hard axes (Horiguchi and Iwamatsu, 2018). These subgroups are
dynamic, gorgeous, wild, classic, classic & stylish, stylish, chic, formal, modern, cool casual, clear,
natural, romantic, elegant, pretty, casual, and form the first code cluster in this study. Students’
comments to each material and color group were analyzed through these codes, and frequency level of
each code for different material and color is shared in Figure 2.

The analysis of material and color interventions within the context of the "Word Image Scale"
(Horiguchi & Iwamatsu, 2018; Kobayashi, 1981) suggests that, overall, students perceive the new
compositions similarly to their peers. However, a closer examination reveals interesting insights when
cases are considered individually. For example, it has been revealed that impacts of glass usage for rails
and for steps were different. While the transparent characteristics of the rail mostly created positive
impacts and help the staircase being described mostly with clear and dynamic categories related words,
transparent steps were found more impressive, strong and thrilling, thus its gorgeous characteristics
perceived more dominant than its clear characteristics. In addition to that, metal interventions showcased
a distinction between cold and warm characteristics, influencing students' perceptions. Also, the wooden
interventions demonstrated the manipulative power of using different tones of the same material.
Experience-focused interventions were perceived as dynamic compositions, with notable emphasis on
casual and modern values.

The second code cluster was generated from the study of Gao et al. (2007) and contains twelve pairs of
color emotional words as soft - hard, deep - pale, gaudy - plain, warm - cool, passive - dynamic, strong
- weak, striking - subdued, vivid - sombre, turbid - transparent, vague - distinct, heavy - light, light -
dark. Similarly, to the first code cluster, students’ comments to each material and color group were
analyzed through these codes, and frequency level of each code for different material and color is shared
in Figure 3. Twelve adjective pairs from the study of Gao et al. (2007) reflect the distinctive color
emotion attributes of an object. Accordingly, when the students’ responses are analyzed through this
framework, diversity in color emotion traits stands out for each material and color composition group.
Results of this analysis carries similarities with the first one. For example, glass usage in the new
compositions shows slightly different impacts on students depending on its placement. Or the striking
properties of both cold and warm metal interventions were almost equally highlighted, but warm colored
metal compositions were found to be more dynamic while the cold one was found to be more distinctive.
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Figure 2. Frequency levels of the codes generated from the study of Horiguchi and Iwamatsu (2018)
for different material and color interventions
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Figure 3. Frequency levels of the codes generated from the study of Gao et al. (2007) for different
material and color interventions
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Facade Color Design

In this study, the proposed facade color design exercise was planned to improve students’ knowledge
about different types of chromatic combinations, and social and environmental values that facade
designs imply. The works of students show that the proposed facade color exercises were successful in
the comprehension of monochromatic, achromatic and multichromatic approaches to color composition.
However, in terms of developing facade designs that reflect social and environmental characteristics,
the proposed exercises did not reach the targeted level. When planning the task, it was thought that it
would help the students to propose a color composition by paying attention to environmental and social
values of the campus, but no trace of such an approach was found in the student works (Figure 4).

Figure 4. Some of the student works from facade color design assignment

To sum up, the group covered well the differences between monochromatic, achromatic and
multichromatic facade color applications, but they treated the task by focusing only on the building itself
and color change. They were not concerned about the social and environmental characteristics that the
buildings attached to.

Benefiting Outer Sources in Creating Color Combinations to Manage Color and Space Relation

To develop the sense of color harmony, a series of exercises were planned within the scope of this
research. In the first phase of the exercises, in the creation of the color scheme phase, benefiting from
outer sources were encouraged. At first, each student worked with a pre-determined artwork and
analyzed the colors of that artwork by pixelating it. Then, each student decided their color scheme by
benefiting from the previous artwork analysis. Students applied their color scheme by manipulating the
photo of izmir Silos of Turkish Grain Board. The building complex was built in 1958, located in the
city's developing railway network, port hinterland and other industrial areas and became a symbol of the
city's agricultural wealth and history (Karadag & incedere, 2020). Now, its location has turned into a
central urban point of izmir metropole, and in addition to its agricultural industry root, it also carries the
marks of change in urban culture. So, students were expected to consider all these aspects while creating
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the new compositions. At the first stage, students delivered their initial searches for the impacts of
different surface qualities while using the same color scheme (Figure 5), and then the researcher gathered
them in a new document and transmitted the initial ideas of their peers.

ORIGINAL PHOTOS

Student 1 -Initial Interventions

Degas-Dancers at the Barre

Student 2 -Initial Interventions
Henri Rousseau-The Waterfall

Figure 5. Examples of students’ initial color scheme applications for Izmir Silos of Turkish Grain Board
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For the final submission of this assignment students revised their initial ideas and critiqued their final
outputs in terms of architectural context. They evaluated the final proposal in terms of design elements,
social and environmental context. Most of the students managed to change the effects of different design
elements, changed the dynamism and tried to achieve a new rhythm, a new order and harmony just by
changing the color, as in Figure 6. On the other hand, the investigation of the social and environmental
context was more in the background compared to the focus on design elements.

STUDENT WORK

Ve S | ot of Vg

Figure 6. An example of finals submission for Izmir Silos of Turkish Grain Board assignment and
original photos of the buildings used in the assignment

CONCLUSION

Being aware of the significance of practicing color in architecture in a correct way, this study delved
into the effectiveness of color studies in distance architectural education during the COVID-19
pandemic, specifically focusing on the comprehension of color theory, the experience of color and
material combinations in relation to emotions, the guidance of interior space experiences through color
and material changes, and the exploration of the potential of color in architectural compositions. The
findings revealed the pros and cons of the applied methods on delivering the targeted topics. Students
did well in comprehension of basics of color theory.
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Color, part of the sophisticated vision procedure, is a distinguishing factor of physical surfaces (Smart,
1997; Kuehni, 2012). In other words, our typical sensation of color is highly dependent on the material
world. In this study, discriminating behaviors of colors were experienced through materials having
different surface qualities by students. Findings showcased that tactile experience in the same physical
setting is valuable in terms of understanding material effect. Face-to-face interaction seems to be
advantageous for comprehending the people’s emotional reactions to the color and material
combinations. With the support of the first five weeks’ physical experimentation with material and color,
students showed notable improvement in achieving target emotions through their design regarding
Robinson’s (2008) emotion segmentation related with objects properties.

As Rasmussen (1964) highlighted creating spatial experiences and providing adequate function with a
tailored composition of design elements is the key aspects of architecture discipline. While experiencing
a space, people attribute values to these spaces, create meanings through interaction with that space.
Interaction level increases with interiority since the scale is more compatible with the human dimension
and human senses in interior spaces. Thus, in terms of architecture, interior space experience of people
needs to be carefully planned with the application of design elements. In that sense, students explored
this through the color changes in the spiral stairs. Thus, as Manav (2017) described, they could reflect
their experience, memories, culture and perception through new color interventions. Furthermore, they
found a chance to evaluate their color choices’ effects on other people’s perception of an interior
element, and they were able to track similarities in the others’ perception to the new color design
proposals. When the shared thoughts on the new proposals analyzed through the “Word Image Scale”
from the study of Horiguchi and Iwamatsu (2018) and “Color Emotional Word Pairs” Gao et al. (2007),
it has been revealed that even though there weren’t any kind of interaction between students in
asynchronous education, it had been possible to create similar the interior space experiences only by a
digital visual. On the other hand, findings about this exercise showed that dynamic form of the stairs
had affected students’ evaluation in some cases. So, it is obvious that in architecture and design
education, even though via asynchronous online methods, it would be possible to transmit the potential
of color change on guiding the individuals’ interior space experience.

Although, all the planned actions were carried out to improve the students’ color practice skills in terms
of architecture, some of the course works were specifically designed to contribute to comprehending
colors’ dominancy and power on certain aspects of an architectural design. In that sense, at first color
design of facades examined through various exercises. This exercise included familiar places for
students or their own projects to provide enough data for them to evaluate their color proposals
comprehensively with its physical, social and environmental aspects. However, results showed that
although most of them was successful in comparing how color affected the perception of other design
elements and architectural design, in general they did not set solid links between the buildings’
environmental and social context. In other words, they approached the process in a singularity way, they
did not consider the whole. Facades' importance on creating visual character of an urban area and
buildings’ time and value reflective properties were not explored much through these actions (Serra and
Codoner,2014; Ferring; 2014; Lee et al., 2020). On the other hand, benefiting from outer resources and
mimicking color schemas of valuable artworks helped them to explore the effects of harmonic color
schemas in improving aesthetic quality of architectural designs and increasing users’ place attachment
level.

In summary, while online education demonstrated effectiveness in certain aspects of architectural color
education, face-to-face interactions remained crucial for a comprehensive understanding of the
emotional and tactile dimensions of color and material combinations. Similar to the other studies in
distance architectural education, the study underscores the importance of integrating various modes of
communication to fully cover the multifaceted nature of color in architectural education. As in the
professional practice in architecture and design, architecture and design education need to carry
harmonic amendments with its time and place.
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Bu c¢aligmanin amact, Kleo (2022) dizisinin gorsel olarak hangi tasarim ilkeleriyle
tasarlanmis oldugunu mekansal tercihler iizerinden analiz etmektir. Yapilan analiz
sonucunda, Dogu ve Bati Almanya’ya ait mekanlarin tasariminda ideolojik ve
kdiltiirel ¢atigmalar1 vurgulayan gorsel bir dilin kullanildig1 sonucuna ulasilmistir.
Dizide iki z1t kutup olarak sunulmus olan Dogu ve Bat1 Berlin’in mekanlari, politik
farkliliklart temsil eden sembollerle detaylandirilmistir. Dogu Almanya, sosyalist
ideolojiye 6zgii gri cepheli anitsal yapilar, yogun mavi ve kirmizi renklerle dekore
edilmis i¢ mekanlar ile betimlenmis; miitevazi bir yasam tarzini1 yansitmistir. Bati
Berlin ise modern villalar, renkli dergiler, Ingilizce konusmalar ve ekonomik refahi
simgeleyen modern mobilyalarla bireysel 0zgiirliik¢ii bir yasam big¢imini One
cikarmistir. Konut tasarimlari, Dogu ve Bati arasindaki farkliliklar belirginlestiren
unsurlarin baginda gelmistir. Dogu Berlin’deki ¢ok katli apartmanlar, yogun renk
kullanimiyla ve ortak yasam vurgusuyla dikkat cekmistir. Bat1 Berlin’deki ¢cagdas
villalar ise bireyselligin ve refahin simgesi olmustur. Dizide kullanilan nesneler,
ideolojik ayrigmay1 gii¢lendirmistir; Dogu’da askeri semboller ve yerel iiriinler,
Bati’da ise Amerikan filmleri ve pop art tablolar 6ne ¢ikmistir. Dizide en ¢ok
kullanilan tasarim elemant renktir ve bu unsur hem Dogu hem Bati’da en vurgulu
ortak unsurdur. Rengin yogun kullanimi mekanlara hakim olmus, nostaljik bir
geemis duygusu yaratmig ve donemin atmosferini giiglendirmistir. Kleo, mekanlart
sadece fiziksel baglam yaratmanin Gtesine tasiyarak, karakterlerin hikayelerini
derinlestirmis ve toplumsal yapiya dair zengin bir analiz sunmustur. Mekanlarmn bu
cok katmanli kullanimi, dizinin gorsel kimligini etkileyici bir sekilde
tamamlamistir.

Anahtar Kelimeler: Televizyon, Sinema, Mimarlik, Tasarim, Renk.

Abstract

The aim of this study is to analyze the visual design principles of the Kleo (2022)
series through spatial preferences. As a result of the analysis, it was concluded that
a visual language emphasizing ideological and cultural conflicts was used in the
design of the spaces belonging to East and West Germany. The spaces of East and
West Berlin, presented as two opposite poles in the series, were detailed with
symbols representing political differences. East Germany was depicted with
monumental structures with gray facades specific to socialist ideology and interiors
decorated in intense blue and red colors. West Berlin, on the other hand,
emphasized an individual libertarian lifestyle with modern villas, colorful
magazines, English speeches, and modern furniture symbolizing economic
prosperity. Housing designs were among the primary elements that highlighted the
differences between East and West. The multi-storey apartment buildings in East
Berlin attracted attention with their intense use of color and emphasis on communal
living. The contemporary villas in West Berlin became the symbol of individuality
and prosperity. The intensive use of color dominated the spaces, created a nostalgic
sense of the past, and strengthened the atmosphere of the period. This multi-layered
use of spaces impressively completed the visual identity of the series.

Keywords: Television, Cinema, Architecture, Design, Color.
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GIRIS

Mekéanlar giindelik hayatta her tiirden iletisimin gerceklestigi alanlardir. Bunun yani sira mekénlar,
gorsel iletigimin bir araci olarak kurgulanabilirler. Mekanlar, bilingli olarak herhangi bir mesaj1 iletmek
tizerine kurgulanmasalar bile fiziksel ¢evre onu algilayan her insanda bir izlenim olusturur. Fiziksel
cevre onu algilayan insanlar1 etkiler. Mekansal tasarim, gilindelik hayatta oldugu gibi sinemada da
izleyiciye bazi bilgileri aktarma gorevini yerine getirebilir. Gorsel iletisimin araci olarak mekanlarin
tasarimi temel tasarim ilkeleri gergevesinde degerlendirilebilir. Mekanlar, diger tasarim 6geleri gibi
renk, doku, 6l¢ii-oran, uyum-zitlik, tekrar ve simetri gibi ilkeler kullanilarak tasarlanabilirler Tasarim
ile ilgili tiim bu kararlar, fiziksel ¢evreyi algilayan insanlarda belirli duygular uyandirabilir. Benzer
sekilde, bu ¢evreyi igeren filmleri izleyen kisilerde de benzer hisler ortaya ¢ikabilir. Buradan hareketle
bu ¢aligmada Kleo (Hackfort vd., 2022) dizisi, dizide kullanilan mekanlar araciligiyla analiz edilecektir.

Kleo dizisi 2022 yilinda gosterime giren ve “gerilim-aksiyon” tiiriinde siniflandirilan Almanya yapimi
bir dizidir (Netflix, 2024). Dizinin konusu, 1990 yilinda Berlin Duvari'min yikilmasimin ardindan
tutuldugu hapishaneden saliverilen Dogu Almanyali eski bir casusun, ona ihanet edenlerden intikam
alma siirecidir. Dizinin bu makale i¢in 6nemi ise, dizide belirli bir tarihsel donemin gorsel agidan
yeniden insa edilmesidir. Bu makale kapsaminda, bahsedilen yeniden insa siirecinde anlati evreni
olusturulurken hangi mekansal 6gelerden yararlanildigi, gegmisi bugiinden ayiran 6gelerin nasil temsil
edildigi, dizi kadrosundaki tasarimcilarin nasil bir tutum sergiledigi 6nemsenmektedir. Calisma, Kleo
(2022) dizisinin bugiine kadar yaymlanan ilk sezonundaki 8 boliimii igerecektir. Dizideki dykii biiyiik
oranda Almanya’da gegmesine ragmen dizide Ispanya, Sili gibi baska iilkeler de gsterilmektedir. Buna
ragmen c¢alismanin arastirma sorusu iki kutuplu diinya ve 6zellikle de bdliinmiis haliyle Berlin ile ilgili
oldugu i¢in ¢alisma Almanya (Dogu Almanya ve Bati Almanya) diginda kalan iilkeleri igermeyecektir.

Calismada oncelikli olarak, tarihin belirli bir donemini anlatan dizide, ideolojik referanslarla gorsel
iletisim tasariminin Ortiisiip Ortiismedigi arastirilacaktir. Tarihsel olarak birbirine zit iki kutup olarak
konumlandirilan Dogu Berlin ile Bat1 Berlin’i temsil etmek i¢in segilen mekanlarin tasarimlar agisindan
zit m1 yoksa uyumlu mu olduklarini 6lgmek ¢alismanin birincil amacidir. Calisma, buna ek olarak,
asagidaki aragtirma sorularina cevap vermeyi hedeflemektedir:

1. Kleo (2022) dizisi 1987-1990 yillar1 arasinda soguk savas donemi Berlin’ini anlatmak amaciyla hangi
mekan tiirlerini kullanmaktadir?

2. Dogu Berlin ve Bati Berlin’e ait mekanlar dizide hangi tasarim ilkeleri ile tasarlanmiglardir? Bu
elemanlar ve tasarim yaklagimi ikisi i¢in de ortak midir, farkli veya zit midir?

3. Gegmiste kalan tarihsel bir donem, gorsel olarak yeniden insa edilirken hangi nesnelerden
yararlanilmigtir?

Caligmanin yontemi nitel arastirma yontemlerinden igerik analizidir. Analiz edilecek tasarim elemanlari,
dizideki goriintiilerdir. Goriintiilerdeki mekansal 6geler, renk, doku, dlgii-oran, uyum-zitlik, tekrar ve
simetri gibi tasarim ilkeleri agisindan degerlendirilecektir.

Literatiirde Kleo (2022) dizisi hakkinda yapilmis benzer bir ¢aligmaya rastlanmamistir. Makalenin,
soguk savas donemi mekanlar1 ve bu dénemin giiniimiizde yeniden yorumlanmasi ile ilgili literatiire
katki saglayacagi diisiiniilmektedir.

LITERATUR

Sinema ve mimarlik birbirleri ile etkilesim halinde olan iki sanattir. Iki alan da pek cok benzerlik ve
ortaklik icerir. Zaman i¢inde sinema mimarliktan, mimarlik da sinemadan etkilenmistir ve iki alan
arasindaki etkilesim pek cok farkli boyutta gergeklesmistir. Iki alan da modern dénemde rasyonel
tahayytiliin bir parcas1 olarak evrilmislerdir ve iki alandan uzmanlar birbirlerinden etkilenerek bir arada
calismislardir (Baysan Serim, 2007).

Sinema ve mimarlk arasindaki pek cok ortakliktan biri bu yazi kapsaminda digerlerinden daha
onemlidir: iki sanat da i¢inde yasanilan mekan icerir. Bu 6zellik nedeniyle Pallasmaa’ya (2001) gore
sinema mimarliga en yakin sanat dalidir. Buna ek olarak film ve dizilerde mekanin nasil tasarlandigi ve
anlattya ne katt1g1 bu alan i¢in 6nemlidir.
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Ayrica, sinema gostergeler sistemiyle agiklanir ve gostergeler diizleminde film, bir temsil diizenine
indirgenir (Uslu, 2014). Benzer sekilde modern dénemden itibaren mimarlik hakkinda diisiinmek;
mekan sorunu ile temsil sorunu arasinda mekik dokumak demektir. Bu sistem i¢inde mimarlik artik bir
temsil sistemi olarak, daha dogrusu {ist {iste binmis bir dizi temsil sistemi olarak algilanir (Colomina,
2011). Bu nedenle iki alan da incelenirken temsillerin ne anlama geldigi, hangi amacla kurgulandigi, bu
cercevede nasil tasarlandiginin (hangi tasarim elemanlar1 ve ilkeleri ile) arastirilmasi uygun olacaktir.
Ciinkii mimarlikta, herhangi bir konuyu, temay1, birtakim referanslar baglaminda temsil etme becerisi
gelistirilirken, benzer sekilde sinemada gozlerimizle gordiiglimiiz c¢iplak gercekligin aynis1 degil;
temsilidir (Baysan Serim, 2007).

Sinema mimarlik iliskisi konusunda {ilkemizde yapilan ¢aligmalar biiyiik oranda akademi kokenlidir.
Alandaki ilk ¢aligmalar 1997°den itibaren gergeklestirilen lisansiistii tezlerdir. Sinema — mimarlik
etkilesiminin 6zellikle mimarlar tarafindan arastirildig: yiiziin {izerinde tez bu alanda biiyiik bir birikim
olusturmustur. Bu alanda yayinlanan ilk ve en 6nemli kitaplardan biri olan Mehmet Oztiirk’iin
Sinemasal Kentler (2002) kitab1 da yazarin doktora tezinden iiretilmistir. Kitapta yazar pek ¢ok kentin
filmlerde nasil temsil edildigini ¢ok yonlii bir bicimde incelemistir.

Ayni yillarda yayimlanan Fatos Adiloglu’nun Sinemada Mimari A¢ilimlar: Halit Refig Filmleri (2005)
kitab1 metodoloji agisindan arastirmacilara yol gdsteren, lilkemizdeki sinema — mimarlik ¢aligmalarinin
erken ve detayli orneklerinden biridir. Bir diger calisma da Acalya Allmer tarafindan derlenen
metinlerden olusan Sinemekdn Sinemada Mimaritk (2010) kitabidir. Bu kitapta, segilen bazi film
mekanlar1 analiz edilerek sinemada mekan kullanim1 hakkinda ¢ikarimlar yapilmistir.

Bu alandan, burada deginilecek son kaynaklar ise olduk¢a yeni yayinlardir:
e Sinemada Mimarhk, Hikmet Temel Akarsu, Nevnihal Erdogan, Tiirkiz Ozbursali (Editorler),
YEM Yayin, 2020.
o Sinema ve Mimarlik, Der. Celal Abdi Giizer, Fol Kitap, 2023.
e Basrolde Mimarlik, Yesilcam Filmlerinde Mekdin ve Modernite, Umut Sumnu, Everest
Yayinlari, 2023.

Bu kitaplarin tamamu gesitli filmleri ¢oziimleyen pek ¢ok yazarin derlenmis metinlerini icermektedir.
Ik iki kitap yerli ve yabanci filmleri igerirken iigiincii kitap sadece Yesilgam filmlerine
odaklanmaktadir. Ayrica yaklagik on yillik bir aradan sonra alanda kitaplar basilmasi, alana yonelik
ilginin yeniden arttigin1 diisiindiirmektedir. Bu ¢caligmalar arasinda bu makale kapsaminda 6nemli olan
caligmalar, tarihin belirli bir donemine odaklanan filmleri analiz eden ¢aligmalardir. Bu filmlerde tarihin
belirli bir donemini temsil etmesi i¢in hangi mekanlarin segildiginin incelenmesi bahsedilen ¢aligmalarin
ana arastirma sorusu olmaktadir. Burada film mekénlarinin nasil secildigi/olusturuldugu ile ilgili bir
tasarim problemi vardir.

Sinema tarihinde uzun yillar boyunca setlerde yapilan ¢ekimlerden ger¢ek mekéanlarin kullanilmasina
gecis mimarlik — sinema iliskisi i¢in onemli bir adimdir. II. Diinya savast sonrasinda italya’da ortaya
c¢ikan “Yeni Gergekgilik” tiirliyle kurmaca sinemada gercek mekanlar kullanilmaya baglanmistir
(Kolker, 2009). Fakat filmin konusu binlerce y1l 6nce var olmus ve giiniimiizde var olmayan mekanlarin
kullanimini gerektirdiginde mekanlarin yeniden olusturulmasi kaginilmaz olmaktadir.

Ornegin 1925 yilinda gosterime giren Ben-Hur: A Tale of the Christ (Eyler, 1925) filmi ve 1963 yilinda
gosterime giren, Elizabeth Taylor’un basroliinde oldugu Kleopatra (Mankiewicz, 1693) filmi
milyonlarca dolar harcanarak insa edilen setlerde gekilmigtir (Whitlock, 2012). Benzer sekilde M.S
300’lerde yasamis olan matematikg¢i/filozof Hypathia’nin hikayesini anlatan Agora filmi ig¢in 2008
yilinda Malta Adasi’nda Iskenderiye’yi temsil eden bir set insa edilmistir (Olsen, 2010). 2000’lerde
cekilen Agora filmi diger filmlerden farkli olarak dijital tabanli goriintiilerin (CGI) yayginlastigi bir
donemde ¢ekilmis olmasina ragmen yonetmen Alejandro Amenabar gergek sette gekim yapmayi tercih
etmistir. Bu ornekler diisiiniildiigiinde, sinemada anlatiya eslik eden mekanin tasarlanmasi konusunda
mimarlik disiplininin oynadigi roliin ne kadar 6nemli oldugu anlasilabilir.
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Tanyeli’nin yaptig1 derleme caligmasina gore (2001), sinema ve mimarlik iliskisi ti¢c baglikta
incelenebilir. Bunlar:
e Sinemanin inga edilmemis ve gerceklik diizleminde kullanilmayan bir sanal mimarlik alanm
tanimlamasi bi¢iminde.
e Sinemanin 'ger¢cek' mimari mekénlari kendi sanal evreninde yeniden iiretmesiyle.
e Sinemanin kendi olay kurgusu i¢inde bir mimari ve/veya mimarlik etkinligi ele almasiyla.

Bu simiflandirma filmlerde mekén kullanimini iki baslikta incelemektedir: Birincisi, film mekanlar1 var
olmayan sanal mekénlarin yaratilmasi yontemiyle kurgulanabilir. Tkinci durumda ise gergek mimari
mekanlar film tarafindan yeniden iiretilmektedir. Halbuki filmlerde ge¢miste var olan mekanlar da
yeniden {iretilebilir. Bu mekanlar hem gercekte olduklar1 bicimde hem de gercekdist bigimlerde
yorumlanarak yeniden iiretilebilirler. Tiim bunlar diisiiniilerek filmlerde mekan kullanimi dort ana
baslikta listelenebilir.

1) Var olan mekanlarin kullanimi: gercekte hayatta mevcut mekanda ¢ekim yapilmasi

2) Gegmiste var olmus veya giinlimiizde var olan mekanlarin gergek bigimleri ile set ortaminda yeniden
insa edilmesi veya dijital araclarla yeniden olusturulmasi

3) Gecmiste var oldugu diisiiniilen mekanlarin yeniden yorumlanmasi

4) Kurgusal mekéanlar: Gergeklik diizleminde var olamayacak mekanlarin sanal olarak {iretilmesi

Bu farkli dogrultularin anlasilmast i¢in filmlerden drnekler verilebilir. Ustte bahsedilen dort kategoriyi
ornekleyen filmler tablo 1’de listelenmistir.

Tablo 1. Farkli mekan kullanimlarina drnek gosterilebilecek filmler

Fimlerde Mekéan Kullanim Ornek Film

Mevcut mekéan kullanimi Tanrikent (2002) Filmi
Gergekgi yeniden insa Hayat Giizeldir (1997) Filmi
Yorumlayarak yeniden inga Anna Karenina (2012) Filmi
Kurgusal mekanlar Avatar (2009) Filmi

Filmlerde mevcut mekan kullanimina 6rnek olarak City of God (Tanrikent, Meirelles ve Lund, 2002)
filmi gosterilebilir. Film Rio de Janeiro’nun, filme de adini veren Cidade de Deus favelalarinda
cekilmistir. Life is Beatiful (Hayat Giizeldir, Benigni, 1997) filmi giiniimiizde var olmayan mekanlarin
gercekgi yeniden insasini drnekleyebilir. Filmde Yahudilerin Ikinci Diinya Savasi sirasinda génderildigi
toplama kampi her ne kadar Polonya’daki Auschwitz kampina benzese de, filmin bu béliimii Papigno,
Italya’da eski bir fabrikada insa edilen sette ¢ekilmistir (Benigni, 1997).

Buraya kadar anlatilan filmler ve kullanmilan film mekanlar ile ilgili kategorilerde gercekei olma kaygisi
gozetilirken geriye kalan iki kategoride ve 6rnek filmlerde bu tutum ortadan kalkmaktadir. 2012 yilinda
gosterime giren Anna Karenina (Wright, 2012) filmi, Tolstoy'un 1877 yilinda yayinlanan ayni adl
romanindan sinemaya uyarlanmistir. Fakat benzer uyarlamalarin aksine filmde kullanilan mekanlar
gecmisteki mekanlari yeniden olusturmayi amaglamaz. Tam tersine film gerceklik algisiyla oynamak
icin mekanlar1 kullanir. Filmde mekanlar bir sahnede sabitken diger sahnede parcalanir kayar, yerinden
oynar ve birden kulis / sahne arkasi goriiniir olur. Bu yaklagim sinema filmlerinden ¢ok teatral bir ele
alis1 animsatir. Elestirmenler bu yoniyle filmi Brechtvari bir yeniden yorum olarak tanimlamiglardir
(Lyttelton, 2012). Bu nedenle Anna Karenina’nin 2012 yilindaki uyarlamasi, film mekanlarinin
yorumlanarak yeniden insa edilmesine Ornek gosterilebilir. Benzer bir yaklasim ydnetmen Wes
Anderson’un 2024 yilinda Oscar alan The Wonderful Story of Henry Sugar (Seker Henry'nin Inanilmaz
Opykiisii) isimli filminde de izlenebilir. Filmin mekanlari iki boyutlu birer yiizey goriiniimiindedir.
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Filmlerde mekéan kullaniminin son kategorisi kurgusal mekanlar ile ilgilidir. Bu kategori i¢in The Lord
of Kings (Yiiziiklerin Efendisi) serisinden Star Wars (Yildiz Savaslart) serisine pek ¢ok film 6rnek
gosterilebilir. Fakat bahsedilen filmler icinde gergek diinyada var olmasi imkansiz bir kurgu 6ne stirmesi
nedeniyle bu kategoriyi en iyi anlatan filmin Avatar (Cameron, 2009) filmi oldugu diisiiniilmektedir.
Filmde Pandora isimli bir gezegende yasayan, insan olmayan Na’vi halki gosterilir. Insanlar bu
gezegene genetik mithendisligi yaparak gidebilmektedir. Filmdeki tiim canlilar ve dogal ¢evre hayali bir
sinir agiyla birbirine baghdir. Bu filmde ger¢ek hayatta var olamayacak mekanlar kurgulanmigtir. Bu
nedenle bu filmde gergekiistii bir kurgu insa etmek iizere hayali mekanlar kullanilir.

YONTEM

Yapili gevreyi algilayan goz, ayn1 zamanda film izleyen bir goz ile zdestir. iki deneyimde de goz biitiin
gercekligi degil, goriilmesi icin énceden hazirlanan yani tasarlanan gercekligi; gosterileni goriir. Tki goz
de kesintisiz ve bastan sona planli bir zaman — mekan deneyimi gerceklestirir. Kolker’e (2009) gore
biitiin sanat dallar1 kontrolle ilgilidir: sanatg1 ifade ettigini, izleyicinin tam olarak sanat¢inin goriilmesini
istedigi bicimde gormesi i¢in goriileni kontrol eder.

Tiim bu nedenlerle gorsel kiiltiir icindeki bu iki alani agiklamak igin gorsel iletisimin kurallar
kullanilabilir. Birbirinden farkli sanat dallarina, farkli disiplinlerin sinirlarini eriterek ayn1 kuramlarla
okumalar yapilabilir. Mekanlar, iki boyutlu ve ii¢ boyutlu sanat iiriinleri, iletisim araglari, hepsi temel
bazi tasarim ilkeleri kullanilarak tasarlanirlar. Bu ilkelerden bazilari, renk, doku, dlgii-oran, uyum-zitlik,
tekrar, simetri ve hiyerarsidir.

Renk bilimsel olarak 1s181n farkli dalga boylarimin géziimiizde farkli renkler olarak algilanmasi yoluyla
tanimlanir ve en eski zamanlardan beri hem sanatgilar hem de tasarimcilar i¢in ¢ok énemli bir 6gedir
(Giirer ve Giirer 2004). Sinema tarihindeki en 6nemli gelismelerden biri siyah beyaz sinemanin yerini
renkli filmlerin almasidir. Bu asamadan sonra filmlerde renk gercek hayatta oldugu gibi izleyenin
tizerinde belirli psikolojik etkiler yaratmak {izere kullanilmaya baslanmistir. Renkler ile ilgili sinema
tarihinde en bilinen &rneklerden biri Krzysztof Kieslowskinin Three Colors (U Renk, 1993,1994)
iiclemesidir. Yonetmen bahsedilen ii¢ filmi Fransa bayraginin renkleri olan mavi, beyaz ve kirmiziyi
kullanarak isimlendirmistir.

Dokundugumuz veya goziimiizle algiladigimiz tiim yiizeyler hakkinda zihnimizde bir his uyanir. Bu his
sert, yumusak, piiriizlii olabilir. Filmlerde de gordiigiimiiz mekanlar zihnimizde bir his olustururlar.
Ornegin filmlerdeki karakterler sivri ve keskin cisimlere dokunduklarinda, izleyenler de rahatsizlik
hisseder.

Olgii kavrami insanin kendi 6lgiileri ile yapili cevre arasinda bir orandan bahsetmek igin kullanilir.
Yapilar her seyden dnce insan 6l¢egi dikkate alinarak tasarlanmalidirlar, boyle olmadiginda bazi fiziksel
ve psikolojik rahatsizliklar geligebilir (Giirer ve Giirer 2004). Mimarlik tarihine bakildiginda dini yapilar
ve yonetim yapilarinin kasitli olarak insan dlgegine zit olarak olmasi gerekenden daha biiyiik insa
edildigi, boylelikle hiyerarsi ve anitsallik araciligiyla insanlar iizerindeki etkisinin artirilmaya galisildig
goriilebilir. Sinemada da hiyerarsi ve simetri kullanimi antik donem tapinaklarina benzer bir bigimde
psikolojik iistiinliik kurma ¢abasina hizmet edebilir.

Hem filmler hem de mekanlar tasarlanirken benzer 6geler renk, doku, bigim, yon bakimindan bir grup
olusturmak tizere birbirleri ile uyumlu tasarlanabilirler. Bu amagla ayn1 6gelerin tekrar etmesi s6z
konusu olabilir. Kimi zaman da verilmek istenen mesaj nedeniyle bazi 6gelerin digerlerinden ayrilmasi
icin renk, doku, bigim veya yon bakimindan zitliklarin kullanilmasi gerekebilir. Bu durumda uyum,
z1tlik, tekrar, egemenlik gibi kavramlar s6z konusu olabilir. Ornegin Charlie and the Chocolate Factory
(Charlie’nin Cikolata Fabrikasi, Burton, 2005) filmlinde Charlie’nin evi kentteki diger higbir eve
benzememektedir (Bkz. Sekil 1). Biitiin evler bitisik nizam sira evler diizenindeyken, Charlie’nin evi
sokagin en sonunda, ayr bir parselde yer almaktadir ve yikilmak tizere izlenimi vermektedir. Burada
kentteki tiim evler birbirinin aynisiyken (uyum ve tekrar) bir ev onlardan ayrilmaktadir (zithk).
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Sekil 1. Charlie’nin ¢ikolata fabrikasi filmlinde Charlie’nin evi (Burton, 2005)

Filmde dis ses bu sahnede “Charlie Bucket diinyanin en sansh ¢ocuguydu.” demektedir (Burton, 2005).
Filimdeki anlatim da burada zitlik yoluyla egemenlik ve hiyerarsi kurma ¢abasini desteklemektedir.
Sonug olarak bu Charlie’nin hikayesidir, filmdeki basrol ve en 6nemli kisi odur. Sahnedeki bir diger
egemen 6ge, kentin en yiiksek noktasina yerlestirilen ¢ikolata fabrikasidir. Burada da yine egemenlik
kavrami kullanilmaktadir.

Sonug olarak bu béliimde agiklandigi iizere temel tasarima ait renk, doku, élgii-oran, uyum-zitlik, tekrar,
simetri ve hiyerarsi gibi kavramlar film mekanlarinin tasarlanmasinda da kullanilmaktadirlar. Bu
kavramsal g¢ergeveyle uyumlu olarak, ¢alismanin yontemi temel tasarima ailt bu kavramlarin Kleo
dizisinin film mekanlarinda nasil kullanildiginin arastirilmasidir.

Bu c¢alismada yontem olarak nitel arastirma yaklasimlarindan igerik analizi benimsenmistir. Icerik
analizi yontemi, sinemada mekan kullanimim ele almak i¢in siklikla kullanilan yontemlerin basinda
gelmektedir, (Sen, Eyiiboglu, Dinger ve Topaloglu, 2024). igerik analizi, dizideki goriintiiler {izerinden
gerceklestirilecektir. Incelenecek mekansal unsurlar arasinda i¢ ve dis mekanlar, kentsel ve 6zel alanlar,
acik, yar1 agik ve kapali mekénlar yer almaktadir. Ayrica, mekani olusturan diizlem ve ylizeylerde
kullanilan malzemeler ile i¢ mekandaki mobilyalar da degerlendirmeye alinacaktir. Goriintiilerdeki
mekansal 6geler; renk, doku, 6l¢ii-oran, uyum-zitlik, tekrar ve simetri gibi tasarim ilkeleri ¢ercevesinde
analiz edilecektir.

Iki Kutuplu Diinyanin Berlin ile Temsili

Ikinci diinya savast ile SSCB’nin dagildigi 1991 yili arasinda kalan soguk savas déneminde yasanilanlar
anlatan pek ¢ok yapim bulunmaktadir. Bunlar bir 6nceki boliimde bahsedildigi gibi belirli bir tarihsel
donemi anlatan filmler kategorisinde yer almaktadir. Yine de bu filmler ile ilgili iki farkli durumdan
bahsedilebilir. Bunlardan birincisi 1991 6ncesinde ¢ekilen, senaryodaki olaylarin olus tarihinin gekim
tarihiyle es zamanli oldugu filmler ve ikincisi ise 1991 sonrasinda cekilen fakat 1991 Oncesinde
yasanilanlari anlatan filmlerdir. Bu filmler ¢ekilirken, tarihin nispeten yakin bir donemi oldugu igin
gercek hayatta var olan mevcut yap1 stoku kullanilabilmektedir. Bu kategorilere Almanya 6zelinde
ornekler verilebilir: Birinci kategoride Berlin’de cekilen sinema tarihindeki en 6énemli filmlerden biri
Der Himmel Uber Berlin (Berlin Uzerindeki Gokyiizii, Wenders, 1987) isimli filmdir.

1987°de gosterime giren film, Dogu ve Bati Berlin’in Berlin Duvar ile ayrildigi giinlerde kentin
yasadig1 donilisiimii tartigmaktadir. Filmin bir diger 6nemli 6zelligi, kentin o anki durumunu gosteren
belge niteliginde bir film olmasidir. Filmde ana karakterlerden biri, eskiden mahallelerin, evlerin
bulundugu bolgelerde biitiin yapilarin yikilarak yerine Berlin Duvari’nin insa edildigini, duvarin iki
yanindaki bosaltilmis alanlarda dolasarak anlatmaktadir.
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Bahsedilen ikinci kategori i¢in ise, yine Berlin’de ¢ekilen Good Bye Lenin (Elveda Lenin, Becker, 2003)
filmi 6rnek gosterilebilir. Bu film Berlin Duvari yikildiktan sonra, 2000’lerde ¢ekilmistir fakat 1989-
1990 yillarinda Duvar’in yikilmasi ile 6zdeslesen tarihsel donemi anlatan bir filmdir. Bu film, anlatilan
donemden sonra ¢ekildigi i¢in film ¢ekimlerine ev sahipligi yapmak {izere gegmisteki mekanlar mevcut
yapt stoku da kullanilarak yeniden olusturulmustur.

Filmde 1989 yilinda DDR’nin 40. y1l kutlamalari, Berlin Duvari’nin yikilma goriintiileri gibi gercek
goriintiilerle olaylar anlatilmistir. Filmde Duvar’in yikilmasindan 6nce komaya giren ve 8 ay komada
kalan ana karakter Duvar yikilip Almanya birlestikten sonra uyanmaktadir. Doktor saglig1 i¢in her tiirlii
heyecandan uzak durmasi gerektigini soyler ve bunun iizerine ¢ocuklar1 onu hala sosyalist bir iilkede
yasadiklarina inandirmaya calisirlar. 8 ay gibi kisa bir siirede Duvar’in yikilmas: ile kiyafetler,
mobilyalar, ev esyalari, televizyon yayinlari, para birimi, yiyecek-igecek markalari gibi pek ¢ok sey
degismistir. Filmdeki bir diger ana karakter annesi i¢in marketlerde Mocca Fix kola arasa da artik yerine
Pepsi kola vardir. Filmde 8 ay Oncesi yeniden insa edilmeye c¢aligilirken aslinda gergekte 2003’te
gosterime giren film i¢in 1989 yili yeniden insa edilmistir. Filmde kullanilan ana mekan, karakterinin
yatak odasi ve o yatak odasinin bulundugu konut blogudur. Yatak odasinda sar1 duvar kagitlari, sar1
perdeler, koyu renk ahsap mobilyalar ve bir televizyon kullanilmigtir. Duvarda fotograflar ve resimler
bulunmaktadir. Filmde bu yatak odasinin manzarasi, yani bulunduklar1 binanin 8. katindan neler
goriildiigiiniin de kontrol edilmesi gerekir ve bu goriintiide normalde sadece yliksek konut bloklari
goriilmektedir. Filmdeki hastane, market gibi tiim mekanlarda duvarlarda mozaik sanati ile tasarlanmig
duvar panolar1 gosterilmektedir. Filmin jeneriginde Dogu Berlin’i temsil eden pek ¢ok yapinin
goriintlisii kullanilmigtir. Bunlar Alexanderplatz’daki TV Kulesi, Diinya Saati, 2006’da yikilan
Cumhuriyet Sarayi, cephesi onlarca metrelik mozaik kapli Haus des Berliner Verlages ve Haus des
Lehrers gibi binalardir.

Materyal

Bu ¢alismanin materyali Kleo (2022) dizisidir. Dizinin ilk sezonu 50 dakika civarindaki sekiz bolimden
olugmaktadir (Netflix, 2024). Dizinin jeneriginde duvar mozaigi bi¢iminde tasarlanmis goriinti,
iiniforma i¢inde Kleo isimli karakteri ve bir adet kirmiz1 ¢antay1 gostermektedir (Bkz. Sekil 2). Bu
gorintiide li¢ ana renk olan, mavi, kirmizi ve sar1 renkleri kullanilmugtir.

Sekil 2. Kleo dizisinin jeneriginden goriintii (Hackfort vd., 2022).

Dizinin ana karakteri diziye adin1 veren Kleo Straub’dur. Kleo, Alman Demokratik Cumhuriyeti'nin
giivenlik ve istihbarat teskilat1 Devlet Glivenlik Bakanlig1 veya kisa adiyla “Stasi” tarafindan ajan olarak
yetistirilmis bir suikastgidir.

Dizinin ilk béliimiinde, 1987 yilinda, Kleo Berlin Duvari’nin altindaki gizli bir gecitten Bat1 Berlin’e
gecer ve kendisine bildirilen bir hedefe suikast diizenler. Bu suikastin ardindan Kleo hi¢bir agiklama
yapilmadan hapse atilir. Ug yil hapis yattiktan sonra, Berlin duvarinin yikilisinin ardindan yasanan
politik gelismelerle serbest birakilir. Kleo hapishanede karnindaki bebegini kaybetmistir ve hapishaneye
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atilis slirecinde ona karsi taniklik yapan dedesi dahil herkesten intikam almak istemektedir. Dizinin
geriye kalan yedi boliimii, Kleo’nun hapse atilma siirecinde pay1 olan eski yoldaglarmin izini siiriip
onlar1 tek tek Oldiirmesini ve Bati Almanya’dan bir polis memurunun da Kleo’yu takip etmesini
anlatmaktadir.

BULGULAR

Dizi ile Good Bye Lenin (Elveda Lenin, 2003) filminin konusu arasinda baz1 paralellikler bulunmaktadir.
Ikisinde de Dogu Almanya’ya ideolojik olarak bagl kadinlarin duvarm yikilis1 sonrasindaki degisime
adapte olamamalari, inandiklar1 degerlerin 6nemsizlesmesi ile yeni kurulan diinyada kendilerine yer
bulamamalar1 anlatilmaktadir.

Dizinin birinci boliimii Kleo’nun gerceklestirdigi 12. suikasti anlatmaktadir. Birinci boliimde kullanilan
mekanlar Dogu Berlin’de Kleo’nun evi, Devlet Giivenlik Bakanligi binasi, Kleo’nun Dedesinin evi,
hapishane; Bat1 Berlin’de ise Biiyiik Cennet diskosu, Sven’in evi ve Polis Merkezi’dir. Birinci boliimde
mekansal hafiza acisindan en 6nemli goriintli acilistaki Berlin Duvar1 ve kontrol noktalarini gosteren
sahnelerdir.

Ikinci béliimde kullanilan mekanlar birinci béliimdekilere ek olarak Dogu Berlin Andi’nin Evi ve Walter
Blum’un evidir. Ugiincii béliimde kullamlan mekanlar Soller Palma De Mallorca’da Ludger
Wieczorek’in villast ve ona komsu olan villadir. Dogu Berlin’de ise Andi’nin ¢alistigi VEB Pralina
seker fabrikasi gosterilmektedir.

Dérdiincii bolimde kullanilan mekanlar Dogu Berlin’deki meshur Hohenschonhausen Hapishanesi,
hastane, Uwe’nin Tamirhanesi; Bat1 Berlin’de Bundesnachrichtendienst yani Almanya Federal Haber
Alma Servisi binasidir. Besinci boliimde kullanilan mekéanlar, diger boliimlerdeki mekéanlara ek olarak
Bati Berlin’de Akvaryum ve Dogu Berlin’de Cafe International’dir.

Altinct boliim neredeyse tamamen bilincini kaybeden Kleo’nun bilingaltinda geger. Altinct bdliimde
kullanilan mekanlar, Dogu Berlin’de FDJ Binasi, hastane ve Bayan Lobrecht’in evidir. Bu bolim
mekanlar1 agisindan diger boliimlerden ayrilmaktadir. Bu boliimde kullanilan mekanlarda gergeklik
hissi ortadan kalkmaktadir. Bu béliimde biiyiik bog bir bina énce Kleo’nun annesi ile yasadigi ev sonra
Kleo’nun dedesinin evi gibi pek ¢ok farkli mekani temsil edecek sekilde dosenir. Farkli sahnelerde bina
ayn1 kalmakta, iginde havada durur gibi yerlestirilen mobilyalar degismektedir. Bu anlatim gercekte var
olmayan riiya mekanlarini ifade etmek i¢in kullanilmistir.

Yedinci boliimde diger boliimlerden farkli olarak kullanilan yeni mekéan Bati Berlin’de Anne Geike’ nin
evidir. Son boliimde ise Kleo ve Sven kirmizi bavulu bulmak igin Sili’ye giderler ve burada kirmizi
bavulu ele gegirirler. Daha sonra Kleo ¢ocukken kaybettigi annesinin adres bilgileri karsiliginda kirmizi
bavulu geri verir. Almanya’ya donerek annesini ziyarete gider.

Sekizinci boliimde kullanilan mekanlar Sili’de eski bir pansiyon, Hotel Carrera, Jorge Gonzalez’in
Evi’dir. Bat1 Berlin’de Spandau’da ise Kleo’nun annesinin evi gosterilmektedir. Evin i¢i gosterilmez,
dis1 beyaz, kirmiz1 ve mavidir.

Dizi biiyiik oranda gilinlimiizde Almanya’da var olan ger¢ek mekanlarda ¢ekilmistir. Almanya’nin ikiye
boliinmiis oldugu soguk savas doneminden kalma mevcut yap1 stoku dizinin hikayesine ev sahipligi
yapmak konusunda oldukea elverisli durumdadir. Sadece mekanlarin ve insanlarin gegmise ait 6gelerle
dekore edilmeleri gerekmistir. Giinliik hayata ait nesneler, donemin teknolojisini yansitan iletisim
araglari, belirli kostiimler, donemin popiiler filmleri, sarkilari, yemekleri ve igecekleri gibi kiiltiirel
Ogeleri anlatim1 giiglendirmek igin kullanilmiglardir. Bu amagla kullanilan ve izleyende gegmise ait
olma hissi uyandiran nesneler bir sonraki paragrafta detayli bir bi¢imde agiklanmistir. Bu asamada
yapimcilarin bu nesneleri tercihinde farkli yaklasimlar sergiledikleri anlasilmistir ve burada da farkli
yaklagimlar1 agiklamayr amaglayan ii¢ farkli kategori kullanilmistir: Bunlardan birincisi Alman
Demokratik Cumhuriyeti’ne (Dogu Almanya) 6zgii 6Zeler, ikincisi Almanya Federal Cumhuriyeti’ne
(Bat1 Almanya) 6zgii 6geler, liglinciisii ise gegmise dair ortak 6geler.
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Dizinin bagkarakteri Dogu Almanyali oldugu i¢in aslinda dizi biiyiik oranda Dogu Almanya’y1 anlatan
bir kurguya sahiptir. Buna ek olarak Dogu Almanya’nin kiiltiirel ortami1 hakkinda secgilen 6geler benzer
yapimlarda da karsilasilan bazi kliseleri icermektedir. Bu sahnelerde totaliter yoneticiler, adalet
sisteminin olmamasi, ger¢ek dis1 kanitlar ve yalanci sahitlerle insanlarin hapse atilmasi, mesai
saatlerinde icki icilmesi, ¢ocuklarin ailelerinden uzaklastirilip ¢ok disiplinli gen¢ Onderler olarak
yetistirilmesi gibi detaylar benzer yapimlarda Dogu Almanya hakkinda bir kara propaganda olusturmak
amactyla kullanilmistir. Dogu Almanya’nin Bati’dan farkini ideolojik zitlik temeline oturtmak icin
dizide siklikla sosyalizmle 6zdeslestirilen 6geler kullanilmistir: Bunlar marslar, Lenin, Yuri Gagarin,
Rosa Liikksemburg, Karl Marx, KGB, Gorbagov, Laika ve orak-¢ekig gibi sosyalist figiirlere atiflar, mars
soyleyen ¢ocuklar, Sili, Moskova ve Kiiba ile iliskiler, Rusca ve Ispanyolca konusmalar, askeri araclar,
madalyalar ve yoldas hitabeti kullanilmasidir. Dizide ayrica Dogu’da hayat daha militarist gosterilmis,
askeri tiniformali devlet gorevlileri, tanklar, keskin nisanci tiifekleri giinliik hayatin bir pargasi gibi ele
almmistir. Bunlarin disinda donemin iiretim-tiiketim iliskileri de Halloren Kugeln ¢ikolata ve Coca
Cola’ya kars1 gelistirilen Club Cola markasi ile temsil edilmistir. Ddnemin iiretim araglar1 hakkinda
dizide iki adet politik vurgu yapilmaktadir. Birincisi Bat1 Berlin’de gecen konusmalarda, dizi boyunca
elden ele dolasan kirmizi bavul i¢in “Kalitesiz, sahte deriyle tiretilmis bir bavul, tipik Dogu Almanya
yapimi1” gibi bir ifade yer almaktadir (Hackfort vd., 2022). Burada Bati’nin Dogu’yu kétiilemesi tekil
bir olaydan ¢ok dizinin tamaminda benimsenen anlatim dilinin somut bir 6rnegi gibi gériinmektedir ve
donemin gercek ortamini tekrarlar diizeydedir. Ayrica dizide ajan kimligini gizlemek i¢in giindiizleri bir
fabrikada ¢alisan Kleo’nin aleyhinde sahte delil iiretilmesi asamasinda, ¢alistigi fabrikadan elde ettigi
bir kasetcalarin planlarin1 Bati Berlin’den bir ajana vermekle su¢lanmaktadir. Burada da Kapitalist ve
Sosyalist devletlerarasindaki teknoloji yarigina atifta bulunulmaktadir.

Binalarda ise insan Olceginden biiyiilk ve anitsal olma etkisi; yiiksek katli bloklar, biiyiik
merdivenkovalari, birkag¢ kat1 birlestiren genis galeriler gibi elemanlarin kullanimiyla saglanmistir. Bu
mekanlarda insan 6lgegi kullanimi yerine insan 6lgegine zit, yaklasim olarak 6l¢ii zithigr kullanilmistir.
Binalarda biiylik duvar panolari iizerinde mozaik sanati kullanilarak yapilmis renkli biiyiik eserler yer
almaktadir. Bu goriintiiler de aslinda Dogu Avrupa ve SSCB iilkelerinde siklikla goériilen, bu nedenle
Sovyet diinyas1 ile 6zdeslesmis bir 6ge bicimde karsimiza ¢ikmaktadir. Dogu Berlin ¢ekimlerinde
giinimiizde de ayakta olan belirli sembol yapilar kullanilmistir. Bunlardan en Onemlisi
Alexanderplatz’da yer alan TV kulesidir. Kule giinlimiizde bile Dogu Almanya’nin sembolii olmaya
devam etmektedir.

Bunlara karsilik olarak Bat1 Berlin hakkinda ¢ok daha az sayida 6geye yer verilmistir. Bat1 Berlin’i
temsil eden 6geler: Disko kiiltiirii, Amerikan filmleri, serbest kiyafetli polisler, CIA’den bahsedilmesi,
renkli dergiler ve Ingilizce konusmalar olarak 6zetlenebilir. {1k bakista yonetim binalarimin kullaniminda
Dogu Almanya’dan biiyiik bir fark goriilmese de iki iilke arasindaki farkin konut mekéanlarinda
vurgulandigr goriilmektedir. Dogu Almanya’da hemen hemen biitiin devlet gorevlileri apartman
bloklarinda yasarken, Bati’da polisler cagdas villalarda yasayabilmektedirler. Bu konu mekanlar ile
ilgili bolimde detayli 6rneklere agiklanarak incelenecektir.

Dizide kullanilan, Dogu Berlin ve Bati Berlin’e ait olarak kategorize edilebilecek 6geler disinda hem
Dogu hem de Bat1 Berlin’i temsil eden goriintiilerde karsilagilan bazi ortak 6geler yer almaktadir. Bunlar
gecmise ait olma hissi yaratmak iizere tiim mekanlarda kullanilmislardir. Bu &geler, renkli duvarlar ve
duvar kagitlari, eski arabalar ve motosikletler, Polaroid fotograflar, walkman, siyah beyaz televizyon,
stereo teyp, telefon rehberi, telefon kuliibeleri, giinliik hayatta spor yapilmazken esofman takimi ve spor
ayakkabi giyilmesi, danteller, renkli nakish ve elde oriilmiis kiyafetler, Coca Cola veya Club Cola,
giinliik gazeteler, radyo ve televizyonda herkesin haberleri dinlemesi/izlemesi, kasetler ve kasetcalarlar,
cevirmeli telefonlar, antenli telsiz telefonlar, vatkali ceketler, ahsap mobilyalar, porselen ¢ay takimlari,
sepya fotograflar, Vinil plak ve plak¢alar, mark kullanimi, gece kuliipleri olarak &zetlenebilir. Bunlara
ek olarak dizideki anlatiya ev sahipligi yapan mekanlara dair detayli bir analiz yiiriitiilecektir.

Dizideki akisa bakildiginda ilk dikkat ¢eken mekanlar konutlar olmaktadir. Dizide her karakter kendi
konutu ile birlikte gosterilir. Karakterlerin konutlar1 gosterildiginde izleyiciye karakterler hakkinda daha
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detayli bilgiler aktarilmis olur. Konutlar hem bireylerin en ¢ok 6zdeslik kurduklar1 ve kendileme
davranis1 gosterdikleri mekanlardir, hem de konutlar kullanicilarinin sosyo-ekonomik statiileri hakkinda
bilgiler sunarlar. Kleo (2022) gibi macera / polisiye tiiriinden film ve dizilerde bunlara ek olarak konutlar
savunulmasi gereken egemenlik alanlari olarak gosterilmektedirler. Kleo (2022) dizisinde de benzer bir
anlatim s6z konusu olmaktadir, konutlar biiyiik oranda silahli catismalarin mekanidir.

Konutlarin tasarimlarina bakildiginda Kleo (2022) dizisinde villa tipi tekil konutlar (geleneksel veya
cagdas villalar) ile konut bloklarinin bir arada kullanildig1 gériilmektedir. Bu konutlarin tasariminda ise
birbirinden farkli 6geleri barindiran biitiinciil bir yaklasim sergilendigi anlasilmaktadir. Dizide
gosterilen ilk konut Kleo’nun evidir. Kleo ilk boliimdeki suikast sonrasi evinde gelir ve burada yemek
yiyip televizyonda ¢izgi film izlerken gosterilir. Evin tamamina yakini sar1 renktedir. Ev dis1 gri tag bir
binanin dairesel merdivenkovasindan girilen tek mekanl bir plana sahiptir.

Dizideki en sik kullanilan ev Kleo’nun Dedesinin evidir. Bu evin tiim duvarlari kirmizi ve mavi ¢igekli
duvar kagitlar: ile kaplidir. Ev iki katli, gri, geleneksel bir Alman konutu gibi goriinmektedir. Evin
arkasinda bahgesi olmasina karsin arabalar i¢in garaji bulunmamaktadir. Bahsedilen bu iki konut Dogu
Berlin’de yer almaktadir.

Dizide Bat1 Berlin’de oldugu vurgulanan ve en sik gosterilen konut Sven’in iki katl villasidir. Villa hem
pencere bosluklari hem plan semasi ile gagdas betonarme bir konut izlenimi yaratmaktadir. Evin yaninda
garaj1 da bulunmaktadir. Evin i¢i yine tamamen renkli duvar kagitlari ile kaphdir. Fakat bu evdeki duvar
kagitlarinda geleneksel cicek motifleri yerine ¢agdas geometrik desenler kullanilmistir. Bir onceki
konuta benzer bir sekilde evin renklendirilmemis higbir yiizeyi bulunmamaktadir. Evde kirmizi, mavi,
mor gibi renkler bunaltici sayilabilecek bir yogunlukta kullanilmigtir. Bu evde, mobilyalar da renklidir,
duvarlarda afisler, pop art tablolari, B harfi seklinde bir duvar panosu, grafik tasarim ftriinleri
kullanilmistir. Bunlara ek olarak evde renkli ampuller, ¢agdas / sira dis1 / plastik mobilyalar, kirmizi bir
kitaplik, turuncu bir dolap, yesil-sart mutfak dolaplart gibi her renkten esyalar bulunmaktadir. Burada
Bati Berlin’de olma mesaj1 vermek iizere ¢agdas bir mimar tarafindan tasarlanmis ¢ok yenilik¢i bir villa
kullanilmas1 6nemlidir. Ayrica bu villa kullanilarak, Bati Berlin’deki herhangi bir polis memuru
ekonomik statii bakimindan Dogu Berlin’deki bir Albay’dan (Kleo’nun dedesi) daha iyi durumda
gosterilmektedir.

Dizide kullanilan bir diger konut yapisi Andi’nin evidir. Ev, yiiksek katli bir apartman blokunda yer
almaktadir. Konutun iginde yer alan her yilizey tamamen koyu mavidir. Benzer sekilde Dogu Berlin’deki
bir diger devlet gorevlisi olan Walter Blum’un evi yine bir apartman bloku iginde yer almaktadir. ¢
mekanda yine yogun olarak mavi kullanilmistir. Dizide gosterilen bir diger “memur” Bayan Lobrecht’tir
ve onun evinde de bina digaridan gri goriiniirken igi rengarenktir.

Dogu Berlin’deki bu konutlarin aksine, Bat1 Berlin’de gosterilen tiim konutlar tekil villalar bigimindedir.
Almanya Federal Haber Alma Servisi iist diizey ¢alisan1 Anne Geike nin evi liiks bir villa iken Kleo’nun
annesinin evi sira evler bigimde bir yerlesimin i¢inde yer alan tekil konuttur. Bu konutlardan birincisi
liikks bir villa ikincisi ise ¢agdas betonarme bir yapidir.

Dizide, Dogu Berlin ve Bati Berlin disinda Mallorca’da ve Sili’de villalar da gosterilmektedir. Fakat bu
mekanlar bu makalede vurgulanan kapsamin ve arastirma sorusunun bir pargast olmadiklari i¢in burada
aciklanmayacaklardir.

Dizide konutlardan sonra, en sik kullanilan mekéanlar devlet dairelerine aittir. Dizideki karakterlerden
neredeyse hepsi Dogu Berlin ve Bati Berlin’de hiikiimete baglh ¢esitli kademelerde ¢alisan memurlar
olduklar1 i¢in konutlar1 disinda calistiklar1 is yerleri de gosterilmektedir. Bu kategoride devlet
dairelerinde ¢iplak briit beton kullanimlar1 dikkat ¢ekmektedir. Binalar ister Dogu Berlin’de ister Bati
Berlin’de yer alsin, hepsinin dis cephesi gridir. i¢ mekanlarda ise ahsap kaplama yiizeyler dikkat
cekmektedir. Bu binalara, Dogu Berlin’de Devlet Giivenlik Bakanli§i binasi, Hapishane,
Hohenschonhausen Hapishanesi, Hastane; Bati1 Berlin’de Polis Merkezi, Bundesnachrichtendienst
binas1 gibi mekanlar ek gosterilebilir.

403

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ .o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.394-409

Konutlar ve devlet daireleri disinda Dogu Berlin’de VEB Pralina seker fabrikasi ve Uwe’nin
Tamirhanesi gibi ticari iglevli mekanlar da gosterilmistir. Bu binalarin dig1 gri ve beyazken igi ¢ok
renklidir. Turuncu, kirmizi, mavi gibi renkler bu mekanlar1 konut mekanlar1 ile benzer prensiplerle ele
almdigin1 géstermektedir. Dogu Berlin ve Bat1 Berlin’de konutlar ve resmi kurumlar diginda insanlarin
giinliik hayatlarinin bir pargasi olan bagka mekanlar da gosterilmektedir. Hem Dogu’da hem de Bati’da
diskolar, Dogu’da Cafe International, Bat1 Berlin’de ise akvaryum bu mekanlardandir. Dogu’daki disko
duvarin yikilmasindan sonra, Bati’da ise Duvar hala varken gosterilmektedir. Dogu’daki disko karanlik
ve kalabalik, Bat1’daki disko renkli ve 1siltilidir.

Buraya kadar bahsedilen tiim mekanlardan farkli bir 6neme sahip olan Cafe International ise biiylik cam
cephesi ve sade dikdortgen yapisi ile Dogu Berlin’deki sosyalist mimari mirast hatirlatir. Bu mekanin
kullanimi Good Bye Lenin (Elveda Lenin, 2003) filmindekine benzer bir yaklagimi 6rneklemektedir.
Dizide tiim bu dogrudan mekan kullanimlarina ek olarak bahsedilmesi gereken son bir farklilik
bulunmaktadir. Kleo’nun bilincini kaybettigi anlarda, g¢ocuklugundan ilk gengligine gecmisini
hatirladig1 anlarda, kullanilan mekénlar gerceke¢i olma hissinden uzak, gercek-iistii rilya mekanlari
izlenimi vermektedir. Burada Dogu Berlin’de kentten uzak genis bir kirsal arazideki FDJ Binasi, bir
kabuk olarak kullanilir. Kleo’nun zihninde anlatilan déneme atifta bulunan mobilyalar ayni binanin
icinde yerlestirilip kaldirilarak bu sahneler ¢ekilmistir.

Bu boliimde anlatilan tiim mekanlar ve o mekanlarin hangi tasarim ilkeleri ile ele alindigi, tablo 2°de

listelenmistir.

Tablo 2. Film mekanlar1 ve ilk defa gosterildikleri boliimler

Berlin Duvari ve Dogu Berlin ile Bat1 Berlin arasinda kontrollii gegis kapilari

Kleo’nun evi

I¢ mekan tamamen sari

Devlet Giivenlik Bakanlig1 binasi

Biiyiik gri Briitalist blok, i¢ mekanda ahsap

Bolim 1. Dogu Berlin Kleo’nun Dedesi’nin evi I¢ mekan ¢ok renkli, cicekli duvar kagitlari
Biiyiik Cennet Hapishane Biiyiik tugla bloklar
Biiyiik Cennet diskosu I¢c mekan cok renkli
Bat1 Berlin Sven’in evi Ic mekén cok renkli, renkli cizgiler, bicimler
Polis Merkezi Gri Ekspresyonist beton bina
Bolim 2. Andi’nin evi Biiyiik gri blok, iq mekan tamamen mavi
Yeniden Dogu Berlin Walter Blum’un evi Biiyiik gri blok, I¢c mekan tamamen mavi
Bulusma
1o Soller, Palma De Ludger Wieczorek’in villasi ve ona
Boliim 3. : B
Soller’de Kar Mallorca komsu villa
Dogu Berlin VEB Pralina seker fabrikasi Biiyiik gri blok, i¢i renkli
II\{Aci);llekr;schonhausen Hapishanesi Erich Bilyiik gri blok, i¢i mavi
Boliim 4. Dogu Berlin Hastane Distan gri, ici mavi ve kirmizi
Bakan . - - P -
Uwe’nin Tamirhanesi Distan gri, i¢i mavi
Bati1 Berlin Bundesnachrichtendienst Beton dis duvar, i¢ mekan ahsap
Boliim 5. Bati1 Berlin Akvaryum %g Eetilﬁ n;law —
Uwe Dogu Berlin Cafe International ¢ mekan ansap, sart, mavl, ’
geometrik cam vitraylar
Biiyiik tugla bina, gergek olmayan mekan /
FDJ Binast riiya mekaril, ayni rfle.kamn 1}(1 farkli eve ve
e bir okula doniisiimii, I¢ mekanda mavi ve
Boliim 6. o . . X
- Dogu Berlin kirmizi, simetri
Else Projesi - - —
Distan biiyiik tas bina, distan beyaz ve gri; I¢
Hastane N .
mekanda kirmizi, sar1, mavi kullanimi
Bayan Lobrecht’in evi Dis1 gri, i¢i renkli
Bolim 7.
Su Culluguve  Bat1 Berlin Anne Geike’nin evi Dis1 gri, igi renkli
Istiridye
sili Pansiyon, Hotel Carrera, Jorge )
Boliim 8. Gonzalez’in Evi
Mor Cadi Bati Berlin , S Evin i¢i gosterilmemektedir, dis1 beyaz,
Kleo’nun annesinin evi .
Spandau kirmizi ve mavi
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Tablo 3. Dogu Berlin’i temsil eden mekanlar

Kleo’nun Dedesi’nin evi

P
F--H' ‘

Andi’nin evi, i¢ mekan

Sagda Cafe International Cafe International, i¢ mekan

Tablo 4. Bat1 Berlin’i temsil eden mekanlar

Sven’in evi Sven’in evi, i¢ mekan
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Anne Geike’nin evi Anne Geike’nin evi, i¢ mekan
- - -

I L

Bat1 Berlin Polis Merkezi Bati1 Berlin Polis Merkezi, i¢ mekéan

Diziye ait tiim bu mekanlarin c¢alismanin ilk bolimiinde anlatilan kategorilerden hangilerini
ornekledigine bakildiginda; mekan kullanimi agisindan biiylik oranda giiniimiizde var olan gergek
mekanlarin kullandig1 goriilmektedir. Berlin’deki Dogu Almanya donemini simgeleyen mimari mirasin
bu bdliimde anlatilan devlet daireleri, hastane ve hapishane gibi yapilarda kullanildig1 goriilmektedir.
Dizideki i¢ mekan ¢ekimleri o binalarda gergeklestirilmemis olsa bile binalar, belirli bir tarihsel doneme
ait olmalar1 bakimindan, kimlik unsurlar1 olarak kullanilmustir.

Mekéan kullanimi agisindan bir diger kategori artik var olmayan mekanlarin yeniden olusturulmasidir.
Filmde konunun baglamin agiklamada bu mekanlar biiyiik bir rol oynamistir. Dizinin ilk sahnelerinde
Berlin Duvari’nin etrafindaki kontrol noktalar1 gdsterilmektedir. Bugiin duvarin bazi kisimlar ayakta
olsa da dizideki gibi yiiksek giivenlikli bolgeler bulunmamaktadir, bunlar dizi i¢in gercege yakin bir
bigimde yeniden insa edilmiglerdir. Benzer sekilde duvarin yikilmasindan sonra Dogu Berlin ile Bati
Berlin arasinda agilan kontrollii ge¢is noktalar: tarihsel olarak gergegine benzer bir bigimde insa
edilmistir.

Sekil 3. Dizide Berlin Duvari’nin gosterilmesi (Hackfort vd., 2022)

=y
This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License r@t? ?’



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.394-409

Sekil 4. Dizide Dogu Berlin — Bat1 Berlin arasinda polis kontrol noktalar1 (Hackfort vd., 2022)

SONUC
Bu ¢alismada Kleo (2022) dizisinin film mekanlari igerik analizi yontemi ile analiz edilmis ve asagidaki
sorulara cevap aranmustir.

1. Kleo (2022) dizisi 1987-1990 yillar1 arasinda soguk savas donemi Berlin’ini anlatmak amaciyla hangi
mekansal elemanlar1 kullanmaktadir?

2. Dogu Berlin ve Bati Berlin’e ait mekanlar dizide hangi tasarim ilkeleri ile tasarlanmiglardir? Bu
elemanlar ve tasarim yaklagimi ikisi i¢in de ortak midir, farkli veya zit midir?

3. Gegmiste kalan tarihsel bir donem gorsel olarak insa edilirken hangi nesnelerden yararlanilmistir?

Tasarim 6geleri acgisindan bakildiginda dizide en ¢ok kullanilan 6genin renk oldugu goriilmiistiir. En
cok tercih edilen renklerin de filmin tanitici materyallerinde oldugu gibi tiim i¢ mekanlarda kullanilan
mavi, kirmizi ve sar1 renkler olduklari anlagilmistir. Konut mekanlarinda kimi zaman sadece sar1, kimi
zaman da sadece mavi kullanildiysa da birden ¢ok konutta {i¢ ana renk bir arada kullanilmistir. Bu agidan
renklerin biitiin dizide siirekli tekrar1 s6z konusudur. Bu kullanim hem Dogu Berlin hem Bati Berlin’deki
mekanlar i¢in ortaktir. Dogu Berlin’deki devlet daireleri, hastane ve hapishane gibi yapilarin tamaminda
insan oOlgiilerine zit, biiylik anitsal bloklar kullanilmistir. Burada 6l¢ii zitlig1, hiyerarsi ve egemenlik gibi
kavramlar 6n plana ¢ikmaktadir. Bu da donemin politik yapisini ifade etmenin bir aracidir. Benzer
sekilde Kleo’nun Dogu Almanya’da gegen ¢ocukluguna dair tiim mekanlarda hiyerarsi, simetri ve dlgii
zithg kullanmlmastir.

Dizide en ¢ok konut mekanlar1 ve devlet daireleri kullanilmistir. Bu mekanlarin hepsi ¢ok fazla renkle
doldurulmustur. Dizide kirmizi, mavi ve sart bir arada kullanilmis, duvarlarda mobilyalarda ve
kiyafetlerde hep bu ii¢ renk tekrar etmistir. Bunu hiyerarsi (egemenlik), zitlik ve 6zellikle de dl¢ii zitligs,
tekrar ve simetri takip etmistir. Konut mekanlarinda ve resmi kurumlarla ilgili mekanlarda da afig ve
jenerikte oldugu gibi kirmizi, mavi ve sari renkler 6zellikle birlikte kullanilmistir. Dizide gliniimiizde
var olan mekanlar kullanilmis, gliniimiizde artik ayakta olmayan mekanlar gercege yakin bir yakin bir
bi¢cimde yeniden insa edilmistir. Son olarak dizide gercekei olmayan ritya mekanlart da kullanilmistir.
Dizideki anlatimin mekan digindaki 6gelerinde abart1 ve agirilik yer alsa da mekanlar agisindan biiyiik
oranda gergekei bir tutum takinilmigtir. Sadece dizinin gdrsel kimligine uygun olarak ge¢mise dair
mekanlar i¢ mekan diizeyinde yeniden ele alinmis, renklendirilmis ve ger¢eginden daha renkli bir diinya
imgesi yaratilmistir.

Calisma kapsaminda goriilmiistiir ki, bahsedilen tiim mekénsal kararlar, belirli bir donemin mimari
dilinin belgelenmesi, mozaik sanati gibi sanat eserlerinden 6rnekler sunmasi nedeniyle kayda degerdir.
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Bugiin bu dizide kullanilan mekanlar gelecekte yikilsalar da, dizi belirli bir tarihsel donemin mekéansal
kimligini belgelemistir. Tarihin bir doneminde, bugiin tek bir iilke Almanya’nin ve tek bir kent olan
Berlin’in bir sinir 6gesi ile boliinmiis olmasi, bunun i¢in de diinyadaki pek ¢ok yeni ve eski sinirda
kullanildig1 gibi bir duvar kullanilmig olmast hem politik hem de mimarlik ile ilgili ele alinmasi gereken
tarihsel bir konudur.

Kentsel odaklar, sokak dokusunun temsili, briit beton bloklar, geleneksel ve ¢agdas tekil konutlardan
apartman bloklarina, cok katli bloklara gecisin gosterilmesi ile konut mekanlarinin tarihsel
doniisiimiiniin 6rneklenmesi diziyi mimarlik alan1 agisindan 6nemli kilmaktadir. Son olarak dizide
gerceklik hissi yaratmayir amaglamayan, riiya ile gercek arasinda hafiza ve c¢ocukluk mekénlar
kurgulanmasi bir diger zenginliktir.

Gegmisi gostermeyi tercih etmek, onun nasil gosterilecegi ile ilgili pek ¢ok soruya cevap aranmasi
zorunlulugunu beraberinde getirmektedir. Kleo (2022) dizisi 6zelinde bugiinden bir bakis agisiyla
kurgulanmak istenen anlatinin 6zelliklerinin mekan tasarimini da etkiledigi goriilmektedir. Dizide Dogu
Berlin ve Bat1 Berlin’e ait mekan kullaniminda ortak bir tutumun benimsendigi anlasilmaktadir. Dizi
giinlik hayata dair belirtilen tarihsel donemden kullanilan pek ¢ok objeyi gostermektedir. Anlatida
sadece Dogu Berlin veya Bat1 Berlin’e 6zgii baz1 6gelere yer verilmisse de gegmise ait olma ortakligiyla
ele alinan 6gelere de rastlanmistir. Bu nedenle anlatinin diger 6gelerinde Bati1 Berlin’e kiyasla Dogu
Berlin’i daha olumsuz gosteren detaylar bulunmaktadir. Fakat mekan kullanimi ve gorsel kimlik
tasarimi agisindan biiyiik oranda ortakliklar tespit edildigi vurgulanmalidir.
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Oz

Bu caligma, Metaverse’iin igmimarlik egitiminde yaratict Ozgiirliikler sunarak
fiziksel diinyanin smirlarim asan bir Ogrenme ortami saglama potansiyelini
arastirmaktadir. Geleneksel tasarim egitiminin fiziksel gergekligin dayattig
kisitlamalar nedeniyle &grencilerin  hayal giiciinli simirlayabilecegi one
striilmektedir. Metaverse, yercekimi, malzeme ve mekansal iliskiler gibi
kisitlamalardan bagimsiz bir ortam sunarak, dgrenci ve tasarimcilara cesur ve
yenilik¢i tasarimlar yapma firsat1 verdigi diisiiniilmektedir. Caligma, "Presence of
the Future" temali Metaverse Mimarlik Bienali’nden 15 proje Ornegini
incelemektedir. Belirlenen projeler, Gestalt algi kurami ve Francis D.K. Ching'in
mekan tanimlayan ogeler ve mimari mek&nin nitelikleri gercevesinde analiz
edilerek degerlendirilmistir. Sonug olarak, Metaverse’iin yalnizca bir tasarim araci
degil, ayn1 zamanda yaratici diigsiinmeyi yeniden sekillendiren doniistiiriicii bir alan
oldugu sonucuna varilmast hedeflenmektedir. Bu calisma, sanal gerceklik ve
artirllmig  gerceklik gibi dijital teknolojilerin igmimarlik egitimine entegre
edilmesinin yaratici siireci gelistirecegini ne siirmektedir.

Anahtar Kelimeler: igmimarlik Egitimi, Metaverse, Sanal Evren, Yaraticilik, Algt.

Abstract

This study explores the potential of Metaverse to provide a learning environment
that transcends the boundaries of the physical world by offering creative freedoms
in interior design education. It is argued that traditional design education can limit
students' imagination due to the constraints imposed by physical reality. Metaverse
is thought to provide students and designers with the opportunity to create bold and
innovative designs by offering an environment free from constraints such as
gravity, material and spatial relationships. The study analyses 15 project examples
from the Metaverse Architecture Biennial themed ‘Presence of the Future’. The
projects are analysed and evaluated within the framework of Gestalt perception
theory and Francis D.K. Ching's space defining elements and qualities of
architectural space. As a result, it is aimed to conclude that the Metaverse is not
only a design tool but also a transformative space that reshapes creative thinking.
This study suggests that integrating digital technologies such as virtual reality and
augmented reality into interior architecture education will enhance the creative
process.

Keywords: Interior Architecture Education, Metaverse, Virtual Universe, Creativity,
Perception.
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GIRIS

Igmimarlik egitimi, grencilerin kullanic1 gereksinimlerini géz 6niinde bulundurarak estetik ve yenilikgi
cozlimler tiretmelerini hedeflerken, onlarin yaratici ve 6zgilin tasarimlar gelistirmelerini de tesvik eden
bir stirectir. Egitim siirecinde 6grenciler genellikle fiziksel diinyanin kurallari ve sinirlari iginde galigmak
zorunda kalmaktadirlar. Fiziksel gergekligin dayattign kisitlamalar nedeniyle geleneksel tasarim
egitiminin Ogrencilerin hayal giiglerini tamamen serbest birakmalarinda engel olusturdugu
diisiiniilmektedir.

“Sanal evren; geleneksel sinirlarin 6tesine gegebilecek yeni ve yaratici bir 6grenme ortami sunabilir
mi?” sorusundan yola ¢ikilan bu ¢alisma; Metaverse'iin tasarimcilar ve 6grenciler i¢in fiziksel diinyanin
Otesinde sinirsiz bir yaratici alan sunma potansiyelini aragtirmaktadir. Metaverse’lin gergekligin
siirlarini agarak dijital ve sanal bir ortamda yaraticilig1 yeniden tanimlayabilecegi ve egitimde yeni bir
rol iistlenebilecegi diistiniilmektedir.

Dijital ve fiziksel gergekliklerin birlestigi sanal bir alan olan Metaverse, tasarima yaklasim bigimini
doniistiirmektedir. Profesyonel tasarimcilar ve tasarim Ogrencileri icin Metaverse, yaraticilig
kesfetmek, yeni fikirler denemek ve yeni is birlikleri yapmak adina daha dnce denenmemis firsatlar
sunmaktadir. Giinlimiizdeki kullanim sekliyle Metaverse; fiziksel diinyamn kisitlamalarindan bagimsiz
bir ortam saglayarak yer¢ekimi, malzeme veya mekansal iliskileri ger¢ekte miimkiin olmayan sekillerde
denenebilecegini gostermektedir. Bu 6zgiir ortam, tasarimcilarin ve 6grencilerin hayal giiclerini serbest
birakmalarma, cesur ve yenilikgi tasarimlar gelistirmelerine olanak tanimaktadir. Dolayisiyla
Metaverse, tasarimcilarin yaratici diisiinme kapasitelerini gelistiren bir laboratuvar islevi goriirken
Ogrencileri ise yaratici fikirlerini gelistirme konusunda onlar1 cesaretlendirilebilir. Metaverse evrende
tasarlamak; yanlis ya da basarisiz sonuglarin yarattigi risklerden arinmis, ozgir, kesiflere acik,
deneyimlenebilir imkanlar sunmaktadir.

Bu bilgiler 1s18inda ¢alisma kapsaminda profesyonel tasarimcilarin metaverse evren i¢in hazirladiklar
tasarim segkisi belirlenen parametreler {izerinden analiz edilmistir. Arastirma iki asamadan
olusturulmustur. Birinci asamada ¢aligmanin temel kavramlar1 olan igmimarlik egitimi, yaraticilik ve
sanal evren metaverse (izerine sistematik bir literatiir taramas1 yapilmustir. Ikinci asama ise "Presence of
the Future" temali ilk Metaverse Mimarlik Bienali’nde dijital olarak sergilenen projelerin belirlenen
parametreler (izerinden analizini icermektedir. Orneklem grubu, global élgekte ilk defa diizenlenen
Metaverse Mimarhk Bienali'nde sergilenen 15 proje ile smrlandirilmistir. Orneklem secimi,
arastrmanin Metaverse'iin yaratici potansiyelini ve egitimdeki uygulamalarmi anlamaya yonelik
odaklanmis yapisini desteklemektedir. Projelerin analizi, Gestalt algi kurami ilkeleri ve Francis D.K.
Ching'in "Bigim, Mekan ve Diizen" kitabinda yer alan “meké&n tanimlayan elemanlar” ve “mimari
mekanin nitelikleri” tizerine odaklanarak gergeklestirilmistir. Gestalt algi kurami, projelerin gorsel
biitlinliigiinii, kompozisyonunu ve algisal iligkilerini degerlendirmek icin kullanilmis; Ching'in ilkeleri
1se mekdnin tamimlanmasi, mekansal unsurlarm diizenlenmesi ve mimari elemanlarin Kkalite
degerlendirmesi i¢in temel olusturmustur.

Igmimarlik egitimi 6zelinde bu arastirma; Metaverse’iin tasarim dgrencilerinin ve egitimcilerinin egitim
yolculuklarint gelistirmesi ve siiriikkleyici bir 6grenme ortami saglamasinin yaninda, yaraticilik
hakkindaki diislincelerin yeniden sekillenerek doniismesi agisindan 6nem tagimaktadir.

Siirlan Zorlayan Yaraticihk ve Simrlart Zorlanan igmimarhk Egitimi

Yaraticiligl; Rollo May kitabinda “yeni bir seye varlik kazandirma siireci” olarak tanimlamakla birlikte
yaraticiligin bir kargilasmanin ardindan fikir ve i¢ hayalle kendini disa vurdugundan bahsetmektedir
(May, 2013). Her kiside var oldugu kabul edilen ve kisiyi icat etmeye, yenilikler ortaya koymaya iten
varsayimsal yatkinlik olarak tamimlanan (Ozaltun, 2023) yaraticilik; insan beyninin imgeleme giictinin
bir tirtintidiir. Akill bir varlik olarak insan tarih boyunca yaratici giice sahip, liretken bir canli olmustur.

Yaraticilik dogasi geregi kaliplardan kurtulup mevcut normlardan sapmayi, deneyime agik olmay1
gerektirir. Ozaltun’un (2023) aktardig1 gibi; yaraticiligr gelistirmek ve 6grencileri yaraticiliga tesvik
etmek gliniimiizde pek ¢ok egitim programinin temel amaci haline gelmis; programlar kapsaminda
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digiinme, 6grenme ve iiretme becerileri gelismis bireyler yetistirilmesi hedeflenmistir (Guler, 1990)
(Dadakoglu, 2018) Yaraticiligin gelisimi i¢in, bireyin igsel potansiyelinin yani sira, i¢inde bulundugu
ortamin da sundugu firsatlar oldukca aktif rol oynamaktadir. Yaratict bir ortam, bireyin fikirlerinin
farkina varip onlar1 6zgiirce ifade etmesine, problemlere farkli bakis agilariyla yaklagsmasima ve risk
alarak alisilmisin disina ¢ikmasina zemin hazirlamaktadir. Bu baglamda yaraticiligi destekleyen bir
ortam yaratmak, bireyin yaratma kapasitesiyle beraber elestirel diisiinme, esneklik ve 6zgiiven gibi
Ozeliklerini de giiclendirmektedir.

Icmimarlik egitimi, bireylere yaratici diisiincelerini gelistirip 6zgiin ¢oziimler iiretebilecekleri bir
tasarim ortam sunmaktadir. Tasarim siirecinin merkezinde yer alan yenilik arayisiyla, 6grencilerin
yaratici potansiyellerini kesfetmeleri beklenmektedir. Igmimarlik egitiminin sundugu bu yaratici
ortamda amag, bireylerin yaratict mekansal ¢oziimler iiretmelerine destek olmaktir. Bu sekilde
ogrenciler deneyerek, yanilarak ve kesfederek kendi yaraticiliklarmi gelistirme firsat1 bulmaktadir.

Yaraticilik, igmimarlik egitiminde mekan yaratimi siireci agisindan oldukg¢a dnemli bir yere sahiptir.
Ogrencilerin disiplinlinler aras1 diisinme yeteneklerini gelistirerek, 0Ozgiin mekan tasarimlar
tiretmelerini amaglayan igmimarlik egitimi (Aridag & Aslan, 2012) gergek problemlerden yola ¢ikarak
ve deneyimlerle 6grenme iizerine odaklanirken (Schon, 1985) bu siirecte yaratici diisiincenin tiretimine
de 6nem vermektedir.

Davashigil’e gore yaraticilik sadece belirli kisilerde var olan gizil bir yetenek degil, tiim insanlarin sahip
oldugu, gelistirilebilen biligsel bir beceridir (Davasligil, 1994). May (2013) de yetenek ve yaraticilik
arasindaki ayrima dikkat ¢ekerek “yetenek; nérolojik karsiliklara sahip olabilir ve bireye verilen bir sey
gibi ele alinabilir. Bireyin kullansa da kullanmasa da yetenegi olabilir ancak yaraticilik sadece edimde
goriilebilir’ demektedir. Cellek ve Sagocak’a (2014) gore de yaraticilik; ¢alisma, deneyim, gozlem,
arastirma ve algi ile ilgili olarak siirekli gelismektedir (Sagocak & Cellek, 2014). Dolayistyla igmimarlik
egitimi bu yaraticilig1 destekleyen bir siirectir ve bu yaratim siirecinde yaraticiligi 6n plana ¢ikaracak
yontemler 6nem kazanmaktadir (Garip & Garip, 2012). Aymi sekilde Kahvecioglu (2001) bireyin
icmimarlik tasarim egitimi siirecinde edindigi bilgileri kullanma ve iliskilendirme konusundaki
basarismin yaratici ¢oziimii getirecegi ve sinirsiz bilgiler i¢inde problemin ¢6ziimiinii yaratici bir yerden
bulacagini savunmaktadir.

Yaratici eylemin, kendini digsa vuracak bir i¢ hayalle yani bir karsilagsma ile basladigini1 belirten May
(2013)’e gore bu karsilasmalar zihinde doniip duran fikirlerin ¢arpismasidir. Carpismalar ise ancak onu
tetikleyen ortamlarda ortaya c¢ikabilmektedir. Yani bir kiside var olan yaraticilik diizeyi ne olursa olsun
onu besleyecek ve ortaya ¢ikarak bir ortam ancak var olan yaraticiligi parlatabilmektedir. Egitim
siirecinde 0grenciye sunulan bilgiler ve sunulan ortamlar ¢aligma kapsaminda ele alinan igmimarlik
egitimi i¢in de oldukca 6nemli yapi taslaridir. Dolayisiyla egitim siireci boyunca dgrencilerin bilgi ve
becerilerinin artmasiyla, yaratici potansiyellerinin artarak gelisecegi diisiincesi ortaya c¢ikmaktadir.
Yaraticilik; bireylerin sorunlara farkli yaklagimlar gelistirmelerine ve 6zgiin ¢oziimler {liretmelerine
olanak sagladigindan egitimin bu yaratici siireci desteklemesi gerektigi diistiniilmektedir. Ancak,
Ogrencilerin yaratici diisiince siireglerinin egitim siiresinde nasil etkilendigi ve bu etkilerin her zaman
yaraticilik anlaminda olumlu yonde olup olmadigina dair farkli goriisler de bulunmaktadir.

Yaraticiligin egitimle gelistirilebilir bir beceri oldugunu savunan goriislerin aksine Teymur tarafindan
(1998) yiiriitiilen aragtirmada mimarlik ve igmimarlik egitiminin son yillarinda olan 6grencilerin mesleki
bilgi ve becerileri artarken, yaraticiliklarinin ve risk alma cesaretlerinin azaldigi ileri siiriilmektedir
(Sekil 1).
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Sekil 1. Mimarlik egitim siirecinde d6grencinin bilgi ve yaraticilik iligskisini gosteren grafik (Teymur,
1998)

Teymur’un(1998) ve Eke& Usta’nin (2016) caligmalarinda da goriilebilecegi gibi igmimarlik egitiminin
ozellikle ilk yillarinda &grenciler icin yaratici bir ortam saglandigini sdylemek miimkiindiir. Ancak
meslek yagamina yaklasan son simf 6grencilerinin; staj gibi meslek ortamiyla iliskilerinin artmast, proje
stiildyolarinda kurgusal tasarim yaklagimlarindan uzaklagilmasi gibi nedenlerle yaratma cesaretlerinin
zayifladig1 ve risk alma kapasitelerinin azaldigi diisiiniilmektedir. Bu durum igmimarlik egitimindeki
yaratict ortamin tekrar sorgulanmasi gerektigini, yeni Ogrenme ortamlarinin yeni yaklasim ve
teknolojilerle gelistirilmesi gerektigini gozler 6niine sermektedir.

Nigan Bayazit’a gore (2011) yaraticiligm gelisimine yardimei olabilecek tekniklerden bir tanesi zihinsel
engelleri kaldirmaktadir. Giintimiizde simirlar1 zorlanan yaratici eylemin igmimarlik gibi tasarim
egitimlerinin smirlarmi zorladig1 goriilmektedir. Ozellikle dijital teknolojiler, hizla gelismesi ve her
alana uyum saglama kapasiteleri ile tasarim egitimi kapsaminda nasil kullanilabilir sorusunu da
beraberinde yaratmistir.

Yaraticiligr merkezine alan igmimarlik egitiminin de en temel eylemi 6zgiin mekan tasarimu iiretmek
icin yeni yaklasimlarin ve yontemlerin kullanilmasidir. Dijital teknolojiler sayesinde tasarim 6grencileri
Ozgln fikirlere daha kolay ortaya koyabilir ve yaraticiliklarini gelistirebilirler. Bununla birlikte
teknolojik araglar kullanilarak iiretilen mekanlarin, tasarimciy1 kisitlayan herhangi bir parametreye sahip
olmamasi da onu daha 6zgiir diisiinmeye tesvik etmektedir. Torrance’e gore, teknoloji sayesinde
nesnelerin deforme edilebilmesi, yaratict diislinmenin gostergelerinden olan fikir esnekligini
gelistirmektedir (Torrance, 1968). Teknoloji sayesinde hayatimiza entegre olan esnek diistinme
bicimleri, igmimarlara daha 6nce kesfedilmemis olana yonelme firsati sunabilmektedir. Torrence’nin
tasarim esnekligi ile ilgili diisiincelerinin bir yansimasi olarak kabul edilebilecek bir goriisle son yillarda
gelisen dijital teknolojinin, igcmimarlarin mekdn yaratiminda mevcut formlarin otesini deneyerek,
olaganin disina ¢ikmalarma ve 6zgiin tasarimlar liretmelerine yardimci olabilecegi diisiiniilmektedir.

Sanal Evren; Metaverse

Sanal ortam olarak bilinen Metaverse, Yunanca ve Latince kokenli iki farkli kelimeden tiiretilmistir.
Kelimenin ilk kisn olan ‘meta’ (ueta-) Ingilizceye cevrildiginde Gte/otesinde anlamini tagimaktadir.
Kelimenin ikinci kismu ‘verse’ ise ‘universe’ kelimesinden yola ¢ikarak ‘evrenleri kapsayan/ evrenlerin

otesinde olan” anlamini karsilayan Latince ‘universum’ kelimesinden gelmektedir (Uspenski & Guga,
2022).

Kelimenin kendi i¢indeki tammindan da anlasilacagi tizere Metaverse, mevcut fiziksel evrenin 6tesinde
baska bir gergeklige sahiptir. Metaverse kavram olarak gercek, yani fiziksel diinyanin 6tesini ifade
etmektedir. Ancak bu gercek 6tesi evren olma durumu metafizik evreni veya ruhani bir evren olarak
degil, bilgisayarlar tarafindan olusturulmus dijital bir evreni tammlamaktadir (Dionisio, Burns, &
Gilbert, 2013). Fiziksel gerceklik atomik parcalardan olusurken metaverse evreni 1 ve 0’lardan
olusmaktadir. Bu onun var olus bicimidir. Insan ise fiziksel gerceklik ile gercek otesinin ortasinda
bulunan, bedensel olarak fiziksel ger¢eklige ait ancak zihinsel olarak gercek 6tesi olabilecek potansiyeli
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tagityan bir canlhidir. Metaverse’iin sundugu bu gergek otesi diinyada kigilerin zihinsel olarak 6zgiir
olabilmesi, Bayazit’in degindigi yaraticilig1 gelistirme tekniklerinden zihinsel engelleri kaldirma fikrine
ayna tutmaktadir.

Higbir fiziksel sinirlamanin olmadigi bir ortam olarak Metaverse, profesyonel tasarimcilar ve ig
mimarlik 6grencileri igin sonsuz bir deneyim alani olarak islemektedir. Gergek diinyada kaygilanan
higbir yapisal ve fiziksel kural bu sanal ortamda mevut degildir. Metaverse evrenindeki tek sinirlama
insanin hayal giiciidiir (Thawonmas & Fukumoto, 2011). Hayal giiciinden beslenen yaratici siireg ise,
boyle 6zgiir bir ortama ihtiyag duymaktadir. Bu sebeple, igmimarlik egitiminde kullanilan 6gretim
yontemlerinin ve egitim materyallerin giiniimiiz teknolojilerine uyum saglamasi biiyiikk 6nem
tasimaktadir. Ogrencilerin yaraticiliklarim destekleyip, hayal giiciinii serbest birakan dijital araglar,
egitimde daha genis bir Ozgiirlik alani saglar. Metaverse gibi sanal evrenler sayesinde Ogrenciler
mekansal diizenlemeleri fiziksel sinirlamalar olmadan yeniden kesfetme, deneyimleme ve problemlere
yaratict ¢oziimler {iretebilme sansi yakalayabilirler. Bu tiir sanal uygulamalarin egitime entegre
edilmesi, 6grencilerin farkli bakis acilar1 gelistirmesine olanak tanirken, yaratict ve cesur tasarimlara
yonelmelerine ortam hazirlamaktadir (Sekil 1-2).

Sekil 1. Wedding Chair Sekil 2. CPHXKD
(REISINGER, 2024) (REISINGER, 2024)

Gliniimiiz teknolojisiyle birlikte elde ettigimiz 6zgiirliikkler diinyasinda, ger¢ek diinyanin taklidi yerine
alisik olunmayam denemek yaraticilig: tetikleyebilir. Mekanin dijital bir devrim yasayabilmesi icin
‘gerceklik’ tasvirinden kurtulup daha iitopik, fiziksel diinyada imkéansiz olabilecek tasarimlara
yonelmek, buna yonelik mimari kavram ve teoriler gelistirmek gerekmektedir (Moneta, 2020). Bu tipte
cesur, yaratict ve olagan dis1t mekanlarin var olabilmesinin ilk yolu tasarimer olarak igmimarin kendi
zihinsel alisgkanliklarindan ve sinirliliklarindan kurtulup kendisini yaraticiligmin akintisina kapilmasidir.
Clinkii mekan tasarim once zihinde olusmaya baslamaktadir (Tatar, 2020) ve ardindan ister sanal ister
fiziksel diinyada gozle goriiliir bir iirline doniismektedir. Zihinde baslayan mekan yaratiminda kisi,
edindigi bilgi ve tecriibelerden yola ¢ikarak bir mekén tasarimi olusturmaktadir. Zihinde olusan mekéan,
deformasyona ugrayarak farklilagabilir ve olagandan koparak doniismekte ve degismektedir.
Dolayisiyla mekasal 6geler her zaman alisildik bigimlerde alisildik sekilde organize olmak durumunda
degildir. Bunun en giizel 6rnekleri riiyalarda deneyimlenen sira dig1 mekanlardir. Zihinsel olarak insan,
siirliliklardan kopup kendi gergekligini ve olaganligini yasayabilecek sonsuz bir 6zgiirliige sahiptir.
Zihinde tasarlanan mekan kurgusaldir (Tatar, 2020) ve zihnin fiziksel bir sinir1 olmadigindan dolay1
tasarlanan bu mekan da fiziksel olarak smirli bir mekan olmanin Gtesine gecebilir.

Tanju’nun (2003) ‘mimarlikta sifir noktasini aramak’ baslikli kitabinda gegen Tiimertekin’in 6nerisine
gore ‘0zgilin’ olmak icin bellegin sifirlanmasi gerekmektedir. Burada bellegin sifirlanmasindan kasit,
oncesinde Ogrenilmis olan kaliplardan, smirhiliklardan kurtulup Ozgiirlesebilmektedir (Tanju,
2003)aktaran: (Ozorhon, 2008)). Bu dzgiirlesme ancak 6zgiirliigii deneyimleyerek gerceklesebilir.

Dolayisiyla Metaverse gibi sanal evrenlerin tasarim siireglerine dahil edilmesi, yeni deneyimler
yaratilmasi ve yaratma cesaretinin bu yonde yayginlastirilmasi egitimde siirecinde 6grencilere mekansal
smirliliklarin -~ Gtesinde yaratict tasarimlar gergeklestirmelerine olanak saglayacak bir ortam
sunabilecektir.
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ARASTIRMA
Arastirmanin ilk agamasinda igmimarlik egitimi, yaraticilik ve Metaverse kavramlari {izerine yapilan
sistematik literatiir taramasi arastirmanin teorik ¢ercevesini olusturmustur. Bu bilgiler 1g1¢inda son
yillarda gelismeye ve yayginlasmaya devam eden dijital teknolojilerin tasarim 6zellikle igmimarlik
egitimindeki yeri aciklanmaya c¢aligilmig; yaratici diisiinmeye ve tasarlama siirecine etkileri
sorgulanmustir.

Arastirmanin ikinci agamasinda 'Presence of the Future' temali global 6lgekte diizenlenen ilk Metaverse
Mimarlik Bienali'nde dijital olarak sergilenen 30 proje igerisinden metaverse’lin sinirsiz olanaklarim
vurgulayan, ilham verici olan, teknik ve mekansal kisitlamalardan bagimsiz ve igmimari ¢oziimler
acisindan ¢esitlilik barmdiran 15 proje segilerek belirlenen parametreler dogrultusunda analiz edilmistir.
Analiz i¢in belirlenen bu parametreler Gestalt algi kuramu ilkeleri ve Francis D.K. Ching'in mekéan
tanimlama ilkeleri ve mimari mekanin nitelikleridir. Analizler sonucunda Metaverse’iin sadece tasarim
icin bir arag ya da ortam degil; yaraticilik hakkindaki diisiincelerimizi yeniden sekillendiren dondstiiriicii
bir alan oldugu sonucuna varilmaya caligilmistir. Asagida ¢alismanin striiktiirii Sekil 3’te ortaya
konulmustur.

Literatiir Konuyla ilgili kaynaklarin
Arastirmasi " Google scholar Gzerinden incelenmesi

Metaverse Mimarlik Bienali (MAB):
(")rnek|em Dijital mimarlik alaninda yenilikgi potansiyeli
e Sergileyen bir platform olarak secilmistir. Fiziksel sinirlar asan projeler sunar.

Se?"m Secilen Projeler: Bienalde sergilenen 30 projeden,
metaverse ortaminin potansivelini ve sinirsiz yaraticiligi vurgulayan 15 proje segilmistir.
Analiz .
Parametrelerinin Gestalt Algi Kuramu llkeleri:

.. Projelerin gorsel bUtlinltigl ve kompozisyonunu incelemekte kullanilir.
Francis D.K. Ching’in Mekan Tanimlama llkeleri:
Mekansal duzenleme ve mekanin niteliklerini analiz etmede temel olugturur.

Olusturulmasi

.. Her bir proje igin:

Degerlendirme Proje kimligi ve analiz parametrelerinin tablolar halinde degerlendiriimesi

Metaverse'in Yaratici Potansiyeli:

Ic mimarlik editimindeki yenilikgi yaklagimlar ve metaverse'tin egitimde
Sonug ve éneriler ------- potansiyel kullanimlar.

Yaratici Siiregteki Rolii:

Metaverse'in yaratici dustinceyi destekleme kapasitesi

ve egitimde sunabilecegdi yeni 6grenme yéntemleri.

Sekil 3. Calisma striiktiirii

Orneklem Secimi

Metaverse Mimarlik Bienali (MAB), mimarhigin dijital diinyadaki yenilik¢i ve yaratici potansiyelini
sergilemek amaciyla sanal ortamda diizenlenen bir mimarlik bienalidir. Fiziksel diinyanin
sinirlamalarindan bagimsiz olan MAB, katilimcilara yalnizca Metaverse ortaminda miimkiin olan, sira
dis1 mimari projeleri ve mekanlar1 deneyimleme firsati sunmaktadir.

MAB'nin amaci, geleneksel mimarlik anlayisinin 6tesine gecerek, mimar ve igmimarlarin dijital alanda
kendilerini 0zglrce ifade edebildikleri meké&nsal projeler tasarlamalarina olanak tanimaktir. Bu
baglamda tasarimcilar Metaverse evreni icinde mekan ve yapi kavramlarmi yeniden yorumlayarak hayal
giiclerini zorlayan tasarim nesneleri ortaya ¢ikarmaktadir. 2024 yilinda ilk kez diizenlenen MAB
blnyesinde belirlenen "Presence of the Future" temasiyla, dijital mimarligin gelecekteki potansiyel rolii
ve yaratict sireclerde sundugu firsatlar tizerinde durulmustur (The First Metaverse Architecture
Biennale, 2024).

Metaverse Mimarlik Bienali, igmimarlik ve mimarlik egitimi alanindaki 6grenciler ve profesyoneller
icin, dijital ortamda tasarim becerilerini gelistirme, yaraticiliklarmin simirlart zorlayan projeler
olusturma firsat1 yaratir. Dolayisiyla dijital mimarligin yaratici siireglere olan etkinligini aragtiran MAB
kapsaminda iiretilen projeler, aragtirmanin érneklem se¢iminde etkili olmustur.
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[lhamimm EXPO ve Venedik mimarlik bienali gibi énemli etkinliklerden alan Metaverse Mimarlik
Bienali’nde LAVA, PLP, ATRIUM, SA Lab, Soomeen Hahm gibi dijital tasarimin 6nciisii olan
mimarlar ve tasarim stiidyolar1 tarafindan olusturulmus sanal pavyonlar ve ortamlar sergilenmektedir
(Ilk Metaverse Mimarlik Bienali 21 Eyliil — 6 Ekim Tarihleri Arasinda Online Olarak Gosterimde ,
2024).

Bu bilgilere gore bienal kapsamindaki 30 proje icerisinden Metaverse’iin sinirsiz olanaklarimi
vurgulayan, ilham verici olan, teknik ve mekansal kisitlamalardan bagimsiz, icmimari ¢dziimler
acisindan ¢esitlilik barmdiran 15 proje segilerek belirlenen parametreler dogrultusunda analiz edilmistir.
Orneklem grubunu olusturan projeler Tablo-1 de listelenmistir.

Tablo 1. Orneklem grubuna dahil edilen projeler

Proje kodu Tasarim ismi Tasarimci

MAB-1 Epsilon 13 Akash Deep Ravichandran
MAB-2 The Tesseract Nicolas Turchi & Andrea Gallucci
MAB-3 Labyrinthine Ascent Shashwat Prakhar

MAB-4 Morpho Genesis Dariana Andrei

MAB-5 Halls of Eclipse Space Lane

MAB-6 LingoVerse NESA

MAB-7 LAVA World Lavarchitects

MAB-8 Ephyra Pavilion Q63

MAB-9 Fragile Pavilion SALab

MAB-10 Proscenium Project IHEARTBLOB

MAB-11 Symbiocene Living - A Sumbiotecture Showcase plparchitecture

MAB-12 The Hidden Loop MFSG6

MAB-13 Villette-verse: The Pavilion of Many Pavilions architectureuic

MAB-14 Absence and Presence OBMI

MAB-15 A Meta Odyssey SoomeenHahm Design & Igor Pantic

Analiz Parametrelerinin Olusturulmasi

Arastirmanin parametreleri belirlenirken, ’mekan’’ kavrami merkeze konmus ve mekan: olusturan
ogeler ile mekan alg1 parametreleri birlikte disiiniilmistiir. Bunun sonucunda 6rnek proje analizleri
Ching’in mekani olusturan 6geleri ve bu 6gelerin nasil algilandigini inceleyen Gestalt algi parametreleri
iizerinden gerceklestirilmistir. Bu iki yaklagimin se¢ilme nedeni, Metaverse’iin fiziksel diinyanin
sinirlarmdan bagimsiz bir tasarim alant sunmasina ragmen, algisal ve mekansal biitiinliigiin hala 6nemli
bir tasarim unsuru olmasidir.

Gestalt alg1 kurami, insan zihninin gorsel unsurlar1 nasil organize ettigini ve biitiinclil algiy1 nasil
olusturdugunu agiklamaktadir. igmimarlik egitiminde, dgrencilerin tasarimlarinda kompozisyon, denge,
ritim ve mekansal hiyerarsi gibi temel ilkeleri kavramalar1 gerekmektedir. Metaverse’teki tasarimlar,
fiziksel diinyanin kisitlamalarindan bagimsiz olsa da, algisal biitiinliikk ve anlamli bir mekansal diizen
olusturma ihtiyact devam etmektedir. Bu nedenle, Gestalt ilkeleri kullanilarak kullanici algisi tizerindeki
etkileri daha derinlemesine degerlendirilebilmistir. Francis D.K. Ching’in mekan tanimlayan 6geleri ve
mimari mekanin nitelikleri ise, mekansal organizasyonun ve anlamin nasil olusturuldugunu aciklayan
temel bir ¢erceve sunmaktadir. Ching’in yaklagimi, hacim, sinir, dl¢ek, yonlenme ve mekansal siireklilik
gibi kavramlar iizerinden mekanin nasil sekillendigini analiz etmeye olanak tanimaktadir. Metaverse
ortaminda olusturulan tasarimlar, geleneksel fiziksel mekan kurallarina bagli olmasa da, kullanict
deneyimini sekillendiren mekansal iliskiler agisindan belirli ilkelere dayanmaktadir. Bu baglamda,
caligmada incelenen projelerin mekéansal yapilarinm degerlendirmek i¢in Ching’in tammladig1 mekansal
ogeler temel alinmstir.

Bu iki kuramsal ¢er¢evenin birlesimi, Metaverse ortaminda yaratilan igmimarlik projelerinin yalmzca
estetik veya teknik yonleriyle degil, ayni zamanda algisal ve mekansal deneyim agisindan da
degerlendirilmesine imk&n tammustir. Bdylece, Metaverse’in igmimarlik egitiminde yaratic
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Ozgiirliikler sunarken, tasarim siireclerinde nasil bir doniisiim sagladigi daha kapsamli bir sekilde ortaya
konmustur.

Gorsel Algi Parametreleri

20.yy’1n ilk yarisinda Almanya’da ortaya ¢ikan, Tiirk¢e’de “‘Sekil, bi¢im, kalip, form’ anlamina gelen
Almanca ‘Gestalt’ yaklagimiyla kuramcilar, ‘bir biitiiniin kendisini olusturan pargalarin’ dogrudan
gorsel algiy1 etkiledigini savunmuslardir. Gestalt’a gore algilamay1 kolaylastirmak i¢in beyin, etrafimizi
saran tiim 6geleri farkli igerik ve veri tiirlerine gore gruplandirarak islemektedir.

Kaplan tezinde Gestalt kuraminin temel formiilii syle alintilamaktadir (Kaplan, 2003) “Biitiinler vardr,
butinin davranisi onu olusturan pargalarin davranislarini belirlemez; pargalarla ilgili siiregler biitiiniin
kendine 6zgii dogasi tarafindan belirlenir" (Ellis, 1950). Insanin gorsel algis1 gérme duyumunun renk
ve 151k gibi uyaranlarla tetiklenmesiyle ile baglar. Gorsel algi ¢cevrede bir uyaran oldugunda harekete
gecer ve kisinin 6zelliklerine gore degisir. Gorsel algi sayesinde insanlar bulunduklari ¢evreyi yorumlar
ve kendilerini iyi ya da kot hissedebilirler. Ancak bazen duyumlarin zihinde yanlis yorumlanmasiyla
birlikte alg1 yanilsamalar1 gergeklesebilir (Yilmaz, 2004).

Insanm algisin1 buna bagli olarak bilme siireglerini inceleyen, gorsel algi ve mekdnin gorsel
organizasyonu ile ilgilenen bir kuram olan Gestalt kurami, mimarlik disiplini igerisinde oldukg¢a 6n plana
cikmaktadir (Asar, 2013). Gestalt kuramecilar1 gorsel organizasyonun ‘nasil’ olusturuldugunu ifade
edebilmek igin kuramu ¢esitli alt basliklara ayirmiglardir.

e Tamamlama (Closure): Gorsel alginin biitiinciil ¢alismasi sonucunda birbirinden kopuk ya da
bosluklu seklin bir biitiin olarak algilanmasidir.

e Yakinlik (Proximity): Gorsel algidaki diizenlemenin en basit sartlarindan birisi yakinliktir. Bu
yasaya gore bir gorsel diizen igerisindeki elemanlardan birbirlerine daha yakim olanlar birlikte
olma etkisi yaratirlar (Kaplan, 2003).

e Devamlilik (Continuation): Beyin, belirli bir diizen ile devam eden sekilleri bir devamlilig
varmis gibi algilar. Birkag noktadan ya da bosluktan olusan bir aritmetik diizen ayr1 ayr1 degil,
bir biitiin olarak algilanir.

e Basitlik (Simplicity): Beyin, basit ve diizenli bir sekilde organize edilmis sekilleri daha ¢abuk
algima egilimine sahiptir.

e Sekil-zemin (Figure and ground): Bu ilke tiim duyular1 kapsamaktadir. Boyutu ne olursa olsun
sekil zemini, zemin de sekli algilamamiz1 saglar. Insan iki sekli de ayn1 anda géremez. Once
birini algilar ve o algiladig1 diger sekli algilamasina sebep olur.

e Benzerlik (Similarty): "Deneyler gostermistir ki, uyarici seklin birbirlerine kendi biinyesinde
bicim, o6lci, yon, renk, parlaklik bakimindan benzeyen fiiniteler beraber, bir arada
goruneceklerdir" (Gurer, 1990).

Gestalt’¢1 yaklasgimda her mekan, farkli mekansal 6gelerin birlesiminden olusmaktadir. Ancak mekan,
sadece onu olusturan yapisal 6gelerden meydana gelmenin 6tesinde daha dinamik bir yapidadir ve
yapisal ogelerin dizilisi, mekdnin bigimi, mekéana ait renkler, dokular, sesler hatta koku bile meké&ni
olusturan ogeler arasinda yer alir. Mek&ni meydana getiren bu 6gelerden biri ya da fazlasi degisime
ugrarsa o mekan kullanici igin farkli bir yere evrilir.

Mekan Tanmimlama Parametreleri

“Mekdn, kiitle unsurlar: tarafindan ele gegirilmeye, ¢cevrelenmeye, sekillendirilmeye
ve diizenlenmeye baglandiginda, mimarlik ortaya ¢ikar (Ching, 2006) ”

Mimari biitliniin temel 6geleri olarak kabul edilen; yapinin i¢cinde kurgulanan eylemleri ifade eden iglev
ve yapimin olusumunda kullanilan 6gelerin bir araya getirilis bi¢imlerini ifade eden teknik, bir yapinin
olusumunda en O6nemli etmenlerdir ve bu etmenler bigim yoluyla ifade edilirler. Bi¢im kavramu,
mimarlik disiplininde bir kiitlenin ya da boslugun sahip oldugu biitlinsel sekil, genel diizen olarak
tanimlanmaktadir (Aytem, 2005).
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Ching’e gore (2007) bi¢imin temel 6geleri sirasiyla nokta (point), ¢izgi (line), diizlem (plane) ve
hacimdir (volume). Bunlar yalnizca zihnin géziinde goriilebilir; aslinda var olmazlar, ancak yine de
varliklarini hissedilir. Beyin, iki ¢izginin kesistigi bir noktayi, bir diizlemin sinirini belirleyen bir ¢izgiyi,
bir hacmi ¢evreleyen bir diizlemi ve uzayr dolduran bir nesnenin hacmini algilayabilir. Bu 6geler kagit
tizerinde veya {i¢ boyutlu uzayda gozle goriilebilir hale getirildiklerinde, bu unsurlar madde, sekil, boyut,
renk ve doku 6zelliklerine sahip bir form haline gelir. Kisi bu formlar1 ¢evresinde deneyimledikge,
yapilarinda nokta, ¢izgi, diizlem ve hacim gibi birincil unsurlarin varligini algilayabilmelidir (Ching,
2006).

Ching’in anlatimina gore kendi yonii disinda bagka bir yone dogru genisletilen bir ¢izgi, bir diizlem
haline gelir. Duzlem, goérsel bir kompozisyonda, bir hacmin siirlarim tammlamak i¢in kullanilir.
Dolayisiyla diizlem, kiitle ve mekanin ii¢ boyutlu hacimlerinin olusturulmasiyla ilgilenen mimarlik i¢in
anahtar bir 6ge olarak kabul edilmelidir (Ching, 2006).

Birleserek yapiy1 olusturan diizlemler, kiitle ve mekandan olusan ii¢ boyutlu hacimleri tanmimlar. Her bir
diizlemin 6zellikleri — boyutu, sekli, rengi ve dokusu — ve birbirleriyle olan mekéansal iliskileri,
tanimladiklar1 formun gorsel niteliklerini ve olusturduklart mekanin 6zelliklerini belirler. Buna gore
Francis Ching’in "Mimarlik; Bigim, Mekan ve Diizen" kitabinda yer alan yatay 6geler, diisey 6geler ve
acikliklar “mekan tamimlayan 6geler”; renk, doku, oran, 6lgek, kapalilik derecesi ve 1s1k ise “mimari
meka&nin nitelikleri” olarak analiz parametrelerine eklenmistir. Tablo 2’de iki kisimdan olusan mekan
tanimlama parametreleri agiklanmustir.

Tablo 2. Mekan Tanimlama Parametreleri

Renk; Renkler kullaniciyi etkileyen bir atmosfer yaratmak amaciyla kullamlan mekan bilesenleridir. Renk kullanim konusunda sabit
kurallar koymak mimkiin degildir. Rengin yaratici bir sekilde kullanimi, mekanin imajint ortaya ¢ikarmakta ve ruhsal durumun
yaratilmasina yardimei olmaktadir. Renklerin gereginden fazla kullanimi, dikkat ¢ekici olmakla birlikte, kullanicilarin boyle bir ortamdan
rahatsizlik duymalarina da neden olabilmektedir.

Doku; Ching, dokuyu iki ana tipte incelemistir. Dokunsal doku gergektir ve dokunarak hissedilmektedir. Gorsel doku ise gozle
goriilmektedir. Biitiin dokunsal dokular gorsel doku 6zelligi tasimaktadir (Ching, 2006). Doku, mekani tanimlamak, donatmak ve
gtizellestirmek i¢in kullanilan bir niteliktir. Bu yiizden mekanin istenilen kullanim sekline ve kimligine uyumlu olmalidir. Sert ve
yumusak, diiz ve piriizli, parlak ve mat dokusal ytizeylerin birlesimleri gesitlilik ve ilgi yaratmak i¢in kullanilabilir.

=

=

é Oran /Olgek; Mekan baglaminda 6lgiiniin kaynag: insandir. Mimarlikta 6gelerin, mekanlarin boyutlarinin matematiksel, fiziksel olarak
5 olgiilmesi 6nemli olmakla birlikte 6lgiiye vurulan sonuglarin duygusal etkisinin degerlendirilmesi de 6nemlidir (Izgi, 1999). Mekanmn eni,
I=! boyu ve yiiksekligi arasindaki olgti iliskisi oran1 vermektedir. Bir parganin diger pargalarla be biitiinle kurdugu bu harmonik iliski insamn
E mekanla, mekanin 6geleriyle ve ¢evrenin mekanla arasindaki oranlari yaratmaktadir. Bu oranlarin farkli sekillerde uygulanmasi ile algiy1
é etkileyen diizenler ortaya ¢ikmaktadir. Diizenlerin kullanilmasi da gtizellikle ilgili degerleri yaratmaktadir. Mekan ait oranlarin dogru

ﬁ kurgulanmamasi algiy1 bozmakta ve psikolojik olarak mekanin degeri diigiirmektedir.

; Kapalilik derecesi; mekanin bigim ve yonelimine iligkin algi izerinde 6nemli bir etkiye sahiptir. N

< Agikliklarin sayisi ve boyutu arttikga, mekan gevrelenme hissini kaybeder, daha daginik hale gelir ve \ / N\
E komsu mekanlarla birlesmeye baslar. Kapalilik derecesine gore mekan gesitlenerek agik, kapali ve yari- (‘ ) ﬂ A /\
= agik mekanlar olusur. |r\\ i )

Isik; mekanlarin aydinlatilarak formun anlagilmasi i¢in 6nemli bir kaynaktir. Isik, yiizeylere diiser,

renkleri canlandirir ve dokulari ortaya ¢ikarir. Isigin rengi ve parlakligi mekanda senlikli bir atmosfer
yaratabilir veya daha dagimik bir giin 15181 odaya kasvetli bir ruh hali agilayabilir. Mekandaki agikligin i
konumu ve yonii, aldig1 giin 1s181min kalitesini belirlemede 6nemlidir. St
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MEKAN TANIMLAYAN OGELER

Yatay elemanlar

Taban diizlemi (zemin); tizerinde nesnelerin yer aldig1 ve insamn mekéandaki hareketinin meydana
geldigi bilesendir. Mekénlarda zeminin, tavana ve duvarlar gore pragmatik olarak anlamm daha
farklidir (Miess, 1991 (Eke, Mekanin yasanabilirlik degeri tizerine sistem odakli bir model onerisi,
2014) Zemin, toplayici ve bir araya getirici dzelliginden dolay1, meké&nin tammlanmasina yardimer
olmaktadir (Schulz, 1988) (Eke, Mekanin yasanabilirlik degeri iizerine sistem odakl1 bir model
Onerisi, 2014).

Yiikseltilmis taban diizlemi; zeminin bir kisminin yiikseltilmesi, daha genis bir mekéansal baglam
iginde belirli bir alan tanimlar. Yiikseltilmis zemin kenarlar1 boyunca meydana gelen seviye
degisiklikleri, alaninin sinirlarini tanmimlar ve yiizeyi boyunca uzayin akisini kesintiye ugratir.
Zeminin yiikseltilmesi, bir binanin formunu, kiitlesini yapisal ve gérsel olarak destekleyen bir
platform veya podyum olusturur (Ching, 2006)

Cukurlastirnlms taban diizlemi; zeminin bir kisminin algaltilmasi, alanin daha genis bir
baglamdan izole edilmesini saglar. Algaltilarak olusan hacmin dikey diizlemleri alani sinirlarini
olusturur. Zeminin algaltilmastyla gevresinin altina indirilmesi mekanin ige doniik dogasina,
barmak ve koruyucu niteliklerine isaret edebilir (Ching, 2006)

Basiistii diizlemi (tavan); mekan sinirlayicilari arasinda en belirleyici olanlardir. Mekanin yatay
bilesenleri, insanoglu ile sonsuz gokyiizii arasindaki simirlayici elemanlardir. Bu anlamda, bir alanin
tizerinin ortiilii olmasi mekan tantmlamada dnemli rol oynamaktadir.

Dikey elemanlar

Dikey ¢izgisel elemanlar (kolon); bir alan hacminin dik kenarlarini tanimlar. Kolonlar tek basina
olduklart zaman bir yon ifade etmezler, bir nokta belirler. Ancak tanimlanmus bir hacim ig¢inde yer
aldiginda, kendi etrafinda mekénsal bir alan olusturacak ve bulundugu gevre ile etkilesime
girecektir (Ching, 2014).

Tekil dikey diizlem (Duvar); Dikey diizlem cephesel niteliklere sahiptir. ki yiizeyi; iki ayri
hacimsel alanin kenarlarina bakar ve onlari tanimlar. Dikey diizlemin yiiksekligi, diizlemin mekéan
gorsel olarak tanimlama kabiliyetini etkileyen kritik faktordiir. Dikey diizlemin yiizey rengi, dokusu
ve deseni gorsel algimizi etkiler. Duvar; alanin birincil yiizii olabilir ve ona belirli bir yon verebilir.
Mekanin 6niinde yer alabilir ve girisi tamimlayabilir. Mekan i¢inde bagimsiz eleman olabilir ve
hacmi iki ayr1 ama iliskili alana bolebilir.

L seklinde dikey diizlem; Dikey diizlemlerden olusan bu konfigiirasyon, kdsesinden gapraz bir
eksen boyunca disariya dogru bir alan olusturur. Kdsenin olusmasi L konfigiirasyonlar i¢in ayirt
edici bir 6zelliktir. Bir bina, arazisinin bir kdsesini olusturmak, i¢ mekanlarinin iligkili oldugu bir
dig mekan alanim gevrelemek veya dis mekanin bir boliimiinii gevresindeki istenmeyen kosullardan
korumak i¢in L seklinde bir konfigiirasyona sahip olabilir.

Paralel dikey diizlemler; iki paralel dikey diizlem, aralarinda konfigiirasyonun her iki acik ucuna
dogru eksenel olarak yonlendirilmis bir bosluk hacmi tanimlar. Diizlemlerin dikey kenarlari
tarafindan olugturulan alanin agik uglari, mekéna giiglii bir yon niteligi kazandirir. Paralel dizlemler
koseler olusturacak sekilde birlesmediginden ve alani tamamen ¢evrelemediginden, mekan dogasi
geregi disa doniiktiir.

U seklinde dikey diizlem; Dikey diizlemlerin U seklindeki konfigiirasyonu, ice dogru
odaklanmanin yani sira disa dogru da yonelimi olan bir alan tanimlar. A¢ik ug bitisikteki alanla
gorsel ve mekansal siirekliligi saglar. Koselerine agikliklar eklendiginde, ¢ok yonlii ve dinamik bir
alan i¢inde ikincil bolgeler yaratilacaktir. Kiitlelerin U seklindeki organize edilmesi, dig mekani
yakalama ve tanimlama konusunda dogal bir yetenege sahiptir.

Dort diizlem (kapanim); Dort diizlem, i¢e doniik bir alanin simirlarini olugturmakta ve boslugun
formunu etkilemektedir. Mimarideki en tipik ve kesinlikle en gii¢lii mekan tanimlama yontemidir.
Alan tamamen kapali oldugundan, dogal olarak ige doniiktiir. Tarihsel olarak, kutsal ya da 6nemli
bir yapinin gorsel ve mekansal alanim tanimlamak i¢in kullamlmislardir.

Acikliklar

Diizlem iizerindeki a¢iklik; acikligin tamamen bir duvar veya tavan diizlemi i¢inde yer aldigi ve
diizlemin yiizeyi tarafindan her taraftan ¢evrelendigi diizenlemelerdir. Birden fazla agiklik bir
dizlem icinde kiimelenebilir ya da kademelendirilebilir veya ayrilabilir. Boyut olarak biiyiidiikge,
bir figiir olmaktan ¢tkacak ve bunun yerine kendi i¢inde pozitif bir unsur, agir bir gergeve ile
sinirlannmus seffaf bir diizlem haline gelecektir.

Koselerdeki agiklik; bir duvar veya tavan diizleminin kenar1 boyunca veya kosesinde yer alabilir.
Bir kose agiklig, i¢inde bulundugu diizlemin kenarlarini gorsel olarak asindirir ve ona bitisik ve dik
olan diizlemin kenarini belirginlestirir. Agiklik ne kadar biiyiik olursa, kdsenin tanimt da o kadar
zay1f olacaktir.

Diizlemler arasindaki a¢iklik; zemin ve tavan diizlemleri arasinda dikey olarak veya iki duvar
diizlemi arasinda yatay olarak uzanabilir. Bir alanin tiim duvarim kaplayacak kadar biiyiiyebilir.
Zemininden tavan diizlemine kadar uzanan dikey bir agiklik, bitisik duvar diizlemlerinin kenarlarini
gorsel olarak ayirir ve belirginlestirir. Kdsede yer aliyorsa, mekanin tamimim agindiracak ve kdsenin
Stesinde bitisik mekana uzanmasina izin verecektir.
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DEGERLENDIRME VE ANALIZLER

Arastirmanin  degerlendirme bolimiinde belirlenen analiz parametreler olusturulan 6rneklem
grubundaki 15 proje 6zelinde incelemeler yapilmistir. Analiz tablolar1 iki boliimden olusturulmustur.
Ik boliimde projenin adi, tasarmmcist ve tasarim yaklasimmn aktarildign proje Ozeti kisnmnda
olusmaktadir. Ozellikle proje dzeti kismu arastirmaciya belirlenen parametreleri degerlendirirken yol
gosterici olmugtur. Tablonun ikinci kismi ise Ching’in mekani tammlayan 6geleri ve bu 6gelerin nasil
algilandigin1 inceleyen Gestalt algi parametrelerinden olusturulmustur. Tablolarda yer alan mekéni
niteleyen 6geler olan renk, doku, oran, Olgek, kapalilik derecesi ve 1sik analiz edilen projede bir
derecelendirmeye tabi tutulmustur. Ornegin renk kullaniminin fazla oldugu projelerde art: deger; renk

kullamiminin olmadig1 projelerde eksi deger isaretlenmistir.

MAB-1

Tablo 3. 15 projeye ait analiz tablolar1

Epsilon 13 / Akash Deep Ravichandran

Isurlan agtigy

teorisi, tiim unsurlar1 birbirine baglayarak

ileri istikrarli ilerlemeyi

mektedir. Egriler,

renme yoleulugunu

2 T m |Epsilon 13, sanal alani iginde senkronizasyen teorisini siiper
El Tamamlama
= simetri ile birlegtiren yenilikgi bir konsept sunuyor. Burada,
E Yokinlik lemler bu alemin karmasik agmda yankilanarak
5 |Devamilic m [“kuantum senkronizasyonu” adi verilen bir olguyu
3 [—— tetikliyor. Senkronizasyon teorisinin bu uzantsi, sakinleri ve
i )
= o gevrele daki uyumun gelenck
= Sekil-Zemin W [siipersimetriye yol agar. Sonug, evrenin temel yasalarinda
EA — o |bulunan zarif simetrileri yansitan dinamik bir dengedir.
- — Epsilon 13, siiper simetrik uyum ve sibernetik estetigin
= |Taban Dizlemi B |biiyiileyici bir birlesimi haline gelir; burada her eylem,
=
§ Yilkseltilmis Taban Diizlemi m |varolusun karmasik aginda yankilanir, siirekli olarak uyum
m PR = saglar ve derin baglantlarla gelisir. Gizemli bir sanal dlem
B Cukurlagtinlmiy Taban Dizlemi olan Epsilon 13, karmagik makineler ve gelismis yapilarla
+ | |Basiistii Diizlemi ®  |karakierize edilen sibernetik bir estetik yayryor. Asimetrik
§ Dikey Gizgisel Hlemnlar tasarimi, siirekli canlilikla titregen diinya dig1 bir kikene
N ediyor. Epsilon 13%n merkezinde yer alan derin
E. & |Tekil Dikey Diizlem .
E g L Seklinde Dikey Diizlem eylemlerin gevre boyunca yankilanmasina neden olur ve
] =l rorrmr— organik mekanize topoloj ile ¢n son teknoloji arasida derin
b bir simbiyozu tegvik eder. Burada teknoloji sadece
51=
3 |2 |U Seklinde Dikey Diizlem ilerlemenin dtesine gegerek diimyanin organik dokusuyla
c]
= Distt Ditzlem m  |sorunsuz bir sekilde biitiinlegiyor. Epsilon 13, organik ve
— yapay olanin dinamik bir fiizyonu olarak geligir; burada her
E Diizlem Dzerindeki Aciklik unsur uyumlu, karmasik bir denge iginde bir arada var olur
= |Kbselendeki Agklik ve hayranlik uyandiran, sirekli gelisen sibernetik bir
é’ — harikalar diyar: yaratir.
Dii zlemler Amsindaki Agik ik L]
5 Renk
% |poku
z
E Oran
% Olgek
=
T |Kapalilik Derecesi
E
S |mk
MAB-3 Labyrinthine Ascent / SHASHWAT PRAKHAR
E  Ternmanilanta m |Decentraland'da yer alan “Labyrinthine Ascent”, tasarim
‘E — ve sembolizmi zarif bir sekilde bir araya getiriyor.
H Dolambagh rampalar, zi
g [Devemliik W |iemsil eden merkezi bir yapiya gé
5. Basitlik gelecege dofiru ilerleyen karmagik
- ekl Zemin = . yumusa:( “fm"'ms ileriye dogru atilan her
- P
S |Benzerdik L]
& |Taban Diizlemi
=
£ [Vukseltilmi Taban Dizlemi n
"i Cukurlastinlms Taban Diizlemi
g
5 | |Basiisti Diialeni u
;gn Dikey Cizgisel Flemanlar
5 | £ [7exil Dikey Diizlem
==
K E
E £ |L Seklinde Dikey Diizlem
a % panalel Dikey Diizlemlcr
=
3|3 |U seklinde Dikey Dizlem
]
= Dért Diizlem
& |Diizlem Uzerindeki Agiklik [ ]
% Koselerdeki Agiklik
o
< | Diizlemler Amsindaki Aiklik
g Renk L]
=
Z  |poku [
g
5 Oran [ ]
S |Olex
E‘ Kapalilik Derceesi [ ]
= s N

MAB-2

Tesseracth / Nicolas Turchi & Andrea Gallucci

Gestalt Algi Kuram flkele

| Tamamlama

“The Tesseract”, kiipiin dért boyutlu bir benzeri olan

Yakinhk

esrarengiz tesseractian esinl bu avangart pavyon,
gelencksel mekansal siurlara meydan okuyor. Uglincii ve

[Devamlik

dordiincii boyutlar kusursuz bir sekilde birlestiren pavyon,

Basitlik

smirlarin ¢o: i bir
olculuga davet ediyor. Pavyonun cazibesi, kullanicilarin

[Sekil-Zemin

varhina dinamik bir gekilde uyum saglamasinda ve her

Benzerdik

adimda kesfedilmemis alanlar agmasmda yatiyor. Tsik ve

Yatay Elemanlar

Taban Diizlemi

i formlar i ige gegerek siirekli degisen bir senfoni
yaratiyor. Tesseract, vizyoner mimar Carlo Scarpa'nm

Yiikseltilmis Taban Diizlemi

rubunu yansitan, alisilagelmisten cesur bir ayrilistr, Mimari

Cukurlastinlms Taban Dikzlemi

ifadenin smirlarim zorlayarak statiikoya meydan okuyor ve
vinsan algist ile yapili gevre arasindaki etkilesimi

Bagistii Diizlemi

ve davet ediyor. Merkezi olmayan yineleme,

Mekan Tanimlayan Oge ler
Dikey Elemanlar

Dikey Cizgisel Elemanlar

ziyaretgilerin mimari inovasyon ve bir metaverse iginde

tasarimun smirsiz olasihiklar: iizerine

Tekil Dikey Diizlem

kleri diiglindiiriicii bir alan olarak hizmet

L Seklinde Dikey Diizlem

veriyor. Tesseract, ziyaretgilerin siirekli gelisen bir mimari

Paralel Dikey Dizlemler

kentsel dlgekte

manzara iginde kaybolabilecekleri,

U Seklinde Dikey Diizlem

. Bu genig versiyon,

iirikleyici bir

yaretgilerin her kisede yeni Ter, rve

Dot Diizlem

etkinlikler kegfetmesiyle kegfe davet ediyor. Isik ve formun

"Agikhiklar

[Dizlem Uzerindeki Aqiklik

i boyutlarinda gezinenleri biiyileyen
biiyiik bir dlgek kazaniyor. Bu yineleme, mimari macera

[Koselerdeki Agiklik

rubunu somutlagtiniyor, meraki tesvik ediyor ve mimarinin

[Diizlemler Arasindaki Agikhik

igelecegini bilim ve insan yaraticilifinin sanatsal bir birlegimi

laral ueniden haval adivar

Mimari Mekamn Nitelikleri

[Renk

[Doku

Oran

Olgek

Kapalilik Derecesi

Isik

MAB-4

Morpho Genesis / Dariana Andrei

It Algr Kur am flkel

=

| Tamamlama

“Morphe Genesis” ziyaretgileri kelebegin ruhani

Yakinhk

doniigimiinii simgeleyen siirsel bir masalin igine cagiriyor.
Bu pavyon, salt mimarinin Gtesinde, bir degigim, biiyiime

[Devamlik

yolculugunu ve yagammn hassas dansin ifade ediyor. Bir

[ Basitlik

kelebegin kozadan 1ik sagan bir yaratiga doniigme siirecini

Sekil-Zemin

yanstian pavy , insanlik ile doganm incelikleri

ig ige gegmis iliskiyi derinlegtiren bilyiileyici bir

[Benzerik

deneyim sunuyor.

Yatay Elemanlar

Taban Diizlemi

Yiikseltilmis Taban Diizlemi

Cukurlastinims Taban Ditzlemi

[Bagiisti Dii zlemi

Mekan Tanmlayan Ogeler
Dikey Elemanlar

Dikey Cizgisel Elemanlar

Tekil Dikey Diizlem

L Seklinde Dikey Diizlem

Paralel Dikey Diizlemler

U Seklinde Dikey Diizlem

Dot Dii zlem

“Agikliklar

Diizlem Uzerindeki Agik ik

[Koselerdeki Agiklik

[Diizlemler Arasindaki Agikltk

Mimari Mekanm Nitelikiy

Renk

[Doku

Oran

Olgek

[Kapalilik Derecesi

151k
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kendine dzgii bir deneyimi kesfedebilecegi bir yerdir.

Mimari bir anlatiyy, bir okumay ve anlatici ile mekén

i anlamsal bir diyalogu temsil edebilir.
'Tasarlanan mekan, avatar kelimeler iginde hareket ederken

veya kelimelerle etkilesime girerken bir sahneden digerine

, kelimeleri sergileyen ve aym
zamanda gevreye agik olan bir kabuktur. Mekan

bilesenleri, avatarm bir asamadan digerine gegtigi dogrusal

a iki farkl alfabe ve

dlemden kelimelerin bir pavyonu olarak temsil edilmektedir.

Sergilenen kelimelerin alani bir kabukla sanlmigur. Sizi

1z bir diinyanin i¢inde kavrayan tuhaf bir yaratga
benziyor. wirlds'de LingoVerse dil dgrenmeye yonelik bir

oyun ya da nihai giiri olusturacak sozeiiklerin sergilendigi

bir alan olarak kegfediliyor. i1k alan, ziyaretginin labirentin
her yoniinde farkh kelime olasiliklar: buldugu bir labirenttir

ve dogru kelimeyi segtiginde, Gnce ayn: levha seviyesinde

yatay olarak, sonra ikinei ve ligiincii seviyeye dikey olarak

JBundan sonra oyuncu, farkl asih kelimelerin bulundugu

Iyiizen bir halkanm altna titizlikle girdigi ve dogru olanlari

segebildifi bagka bir adima gegebilir. Yol, $iire dogru son

ilgi gekici agihga gotiiriiyor. Oyunun farkl agamalarinda
toplanan dogru kelimeler, sonunda ortaya gikacak olan Fars

“Ephyra, Andres Patricio, Jeff Cole, Justin Maller, Nolan

Martin ve daha fazlas: gibi bagimsiz dijital sanatgilar igin
bir galeri olarak hizmet veren, amacinn kasith olarak

yapisdkiimiinden ve varliklarm uyumh olusumundan dogan

Oziinde, antik Yunan mitolojisinde cennetin {ist katmanini,

'yani Tanrilarin goksel koltugunu simgeleyen “eter”™ kavranu

yatiyor. Bu ilahi ¢agrisim, Ephyra'nin sanati ruhani bir
ilham veriyor. Organik

olanin dziinii kucaklayan Ephyra'min mimarisi, $intoizm

ilkelerine dayanan dogal ruhlarla nefes alir, yeni kurallari

ve formlari bir araya getirerek yeni bir sanatsal kozmos

MAB-5 Halls of Eclipse / Space Lane MAB-6 LingoVerse / NESA
g Tamamlema “Ephemeral Stream”, Metaverse'deki meditatif vaha, § Tamamlama
= sl itiiph: , hayal bul h i =
z Yakmlik diisiince kitiipl an.esf ayal bul ufu ve am bahgesini z =
s k yan Bu essiz alanda kullanicilar ] okuyucusu
g [Devamhik diinyanin sonsuz akiginda inanilmaz bir yolculuga gikabilir g |Devamlihk
g [puui ve onunla baglant kurabilirler, “Ephemeral Stream “de B |pasio
ullamicilar bulutlar ve piiriizsiiz formlar arasinda gizemli & i i
= Sekil Zemin PV & = Sekil Zemin baglant ve yikselise izin verir.
£ alanlardan gegerek meditatif yolculuklarma baslayabilirler. E Ana mimari k i
Benzerlik |Burada avatarlar, bu metaversal diinyada zithklarn ve 5 Benzerdik
tiinliiFi 3 i bolleri
.g Taban Diizlemi o " uy gosteren il ive sirlant % Taban Diizlemi
s - ler. ] bir yol iizerinden yapilandirilmgtr.
£E Yiikseltilmis Taban Diizlemi E [Yikscltilmis Taban Dizlemi Desantraland Fe '
"; Cukurlastinlms Taban Ditzlemi Lg, [Cukurlastinlms Taban Ditzlemi
y 52 |Bagiistii Diizlemi 5 S |Basiistii Diizlemi
;é“.: Dikey Cizgiscl Elemanlar :a“n Dikey Gizgiscl Elemanlar
E' é Tekil Dikey Diizlem i é Tekil Dikey Diizlem
= 8
£ |L seklinde Dikey Diziem 2 L scklinde Dikey Dizlem
HE ils
& 1%, [Pantel Dikey Diizlemler & | % [pariel Dikey Diiztemer
= g = 2
i 2 |U seklinde Dikey Dirzlem 3 2 [U sektinde Dikey Dizlem tay olarak, sc :
= = dogru yone dogru hareket ettirilir.
Dént Diizlem Dést Diizlem
& |Diizlem Uzerindeki Agiklik & [Diizlem Uzerindeki Agikink
= =
I |Koselerdeki Aqiklik T [Koselerdeki Aqiklik
=3 3
< |Diizlemler Arsindaki Agiklik < |Diizlemler Arasindaki Agiklik
2 [Renk ] 2 [ren [
= ]
Z Doku [ ] Z [Doku L ]
Oran L} Oran L]
Olgek [ Olgek
é Kapalilik Derecesi [ ] g [Kapalilik Derecesi [ ]
L - S [
MAB-7 LAVA World / Lavarchitects MAB-S Ephyra Pavilion / Q63
E Tamamlama (Metaverse'de mimarlar, upki Kazimir Malevich'in E Tamamlama
= [Yakmbk p sanatta devrim yﬂramg:l gibi, gelencksel = |vakmhk
g lisilamalardan kurtulurlar. Burada, mekansal tasarim temel g
E Devamlilile unsurlari kucakhyor, aerodinamik diizlemler ig¢in duvarlari, 5 [Devami
% Basitlik stitunlar: ve merdivenleri bir kenara birakiyor. Gorevimiz % Basitlik deneysel bir mimari ifadedir.
mi? [¢ ve dis simrlan bulaniklagtiran, genis ve samimi N
= Sekil-Zemin L B = Sekil-Zemin
- alanlari tanimlayan ve dolagim kolaylagtiran minimal bir L
Benzerlil [yuzey Kullanarai ir alan yaratmak. Bir Mobius geridini | Ben zes
rlik lizey kulla k bir al k. Bir Mobi: idini ik
5 |Taban Dizlemi andiran bu yiizey, siirekli bir alan dongiist 5 |Taban Dazlemi
= vsellifi artiriyor ve yeni bir kalite boyutu sunuyor. = kinhk alanma yii
E Yiikseltilmig Taban Diizlemi o indeki Pavyon, bu ilkelerin E Yiikseltilmis Taban Diizlemi
‘i Cukurlagtinlmg Taban Diizlemi basitlestirilmis bir uygulamas: olarak hizmet vermektedir. ‘: Cukurlagtinlmug Taban Diizlemi
2 F— Yapinmn igindeki goklu seviyeler tek bir yiizeyle birbirine = Pa—
o el e g ve bu yiizey zirve noktasinda zarif bir sekilde g | fDastsw Dizen ur.”
Q‘S‘ Dikey Cizgisel Elemanlar kivrilirken, yolu sorunsuz bir sekilde sonsuz bir ¢ griye ‘50 Dikey Cizgisel Elemanlar
s‘ _,_E Tekil Dikey Diizlem doniistiiriirken her iki tarafin da kullanilmasini sa glar. E‘ g Tekil Dikey Diizlem
= E - - - W3rlds alam, Decentraland'in temel ptini i ek, | & E - -
HE L $eklinde Dikey Diizlem deyse SISz olastiklarin: sergilemek icin Ak L Seklinde Dikey Diizlem
E 1% [paratel Dikey Diizlener daha fazla karmasikiikla dolduruyor, Frakial tekrarlar & |2 [parstel Dikey Diiztemer
o . - PR = I+
5 —5 U Seklinde Dikey Dzlem sayesinde dlgeklenebilirlik saglanarak hem kompakt hem de E g U Seklinde Dikey Dizlem
2" genis i¢ n olugan bir hiyerarsi, hayranlk E
Dort Ditzlem uyandiran dig mekanlar ve yaratic: biiyiime ve kesif igin [Dart Diizlem
5 |Dizlem Uzerindeki Aqiklik genis bir alan yaratlyor.” 5 [Diizlem Uzerindeki Agiklik
5 Koselerdeki Agiklik g [Kiselerdeki Aqiklik
=3 o
< |Diizlemler Arasindaki Agiklik < |Diizlemler Arasindaki Agiklik
2 [Renk ™ 2 [rek M
= 2
7z  |Doku 7z |poku [
§ Oran [} E [Oran [
= |Olgek n S |Olgek =
l’é Kapalilik Derecesi ] IE [Kapalilik Derecesi
= gk = = sk =
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MAB-9 Fragile Pavilion / SA lab MAB-10 PROSCENIUM PROJECT / IHEARTBLOB
g  Tamamlama “ Fragile Pavilion”, gelecegi gergeklestirmek igin gegmisten E Tamamlama “Proscenium, yeni araglarin gergeklik algimzi nasil
= Yakmbik yammiza almamiz gereken sesler, anilar ve bilgilerden = akmik carpitabilecegini ve yanls temsil edebilecegini
il mlx
E olusan bir depodur. Bunlar tilylerimizi diken diken eden E gulayarak, 2D olarak tiretilen gériintiilerin siiriikleyici
£ £
g |Devamhik parlak anlar ya da bizi ileriye iten ve tarihin tekerriir g |Devamhibke 3D alanlara aktarim de gerlerini arastirarak mekansal
Bo  |Basitlik ctmesini engelleyen aci deneyimlerdir. Gegmis geride kaldu Bt |Basitlik tasarima meydan okuyor. Pavyon, yapay zeka destekli
< ve onu deg iz, ancak onunla yiizleserek degerli < - mimarlar arasinda dinamik bir koprii gorevi goriiyor ve
= Sekil-Zemin . - = [gekil-Zemin ;
£ seylere biliriz. Bu yolculukta, gelecekle ilgili £ onlarm giktilarindan meydan okuyan bir 2D mekénsalliga
& Benzerlik yapabilecegimiz bir seyler var. Pavyon, insanlar ve yapay 3 Benzerlik gegis saglyor.
= oo Dostoms zcka tarafindan ortaklasa yaratilan veri odakh bir alan. = oo Dosems Mimari tasarm ile iiretken yapay zekanm déniistiiriicii
E Ziyaretgiler ayrica w3rlds'deki bir anketi kullanarak E yetenekleri arasindaki karmasik etkilesimin biiyiileyici bir
E Yiikseltilmis Taban Dilzlemi anilarm paylasabilir ve kaydedebilir. E Yiikseltilmis Taban Diizlemi uygulamast. Kalbine demir atmig biiyiik bir merdiven,
E, Gukurlastinimig Taban Diizlemi ';, Cukurlastinims Taban Diizlemi ziyaretgileri hem fizikscl hem de dijital boyutlarda bir
= PO 5 P yolculuga ¢agiran bigim ve islevin zarif bir sentezi.
= | |Basiisti Diizlemi = | >~ |Basiistii Diizlemi Merdiveni < deki . "
) g odak noktasi olan “mimarlarin’
;é‘n Dikey Cizgisel Elemanlar ;é‘n Dikey Cizgisel Elemanlar ofisi, tekil bir bakis agist, tekil bir perspektif noktast
5|5 [rexil Dikey Diizlem 2 | & [rexil Dikey Diizlem aracibiyla gergeklestirilen bir mekan ve 11k
- g L Seklinde Dikey Diizl ) é L Scklinde Dikey Dizl : isyonudur. Pavyomn merkezinde
E § |\ Seklinde Dikey Diizlem E 5 [LScklinde Dikey Diizlem yakinsama kavrami yer aliyor. Burada, bu yakmsamada,
& |2 [paratel Dikey Ditstemler & |2, |paratel Dikey Distemter iretken, dijital alan ile mekanin somut fizikselligi arasinda
=12 =212 ir kdprii
5|2 [u sextinde Dikey Diztem 5 |2 |usexiinde Dikey Diizlem bir kopri kurulmaktadir. ) )
C] C] Pr Pavyonu, iiretken yapay zeka imgeleri ve
= Dt Dilzlem = Dot Diizlem imgenin bigimle iist iiste bindirilmesi, ilgi noktalarmn
5 |Diizlem Uzerindeki Agiklik 5 |Diizlem Uzerindeki Agiklik tanumlayan ve mekansal kogullar: saran bir dizi mekansal
=2 - =2 - konum {izerine bir oyundur.
o |Koselerdeki Aqikhik T |Koselerdeki Agiklik
3 3
< |Diizlemler Arasindaki Agiklik < |Diizlemler Arasindaki Agiklik
Z  |Renk u 2 [Renk =
) ]
Z  [poku " 7 |poku
E om " & 7 £ lom n
£ (S ) 3
E Olgek n "y - 7 § Olgelc n
= 5 % Ay =
‘Ef [Kapaliltk Derecesi ) x -, S ‘Ef Kapalilik Derecesi
= |k [ = s " = |k n
MAB-11 Symbiocene Living- A / plp: MAB-12 The Hidden Loop / MFSG6
g [Tamamlama “Symbiocene Living, ckolojik isbirligi ile tanmmlanan bir g Tamamlama “The Hidden Loop” uyku, meditasyon ve rahatlama igin
= E— sonraki jeolojik ¢agm mimarisini sergiliyor. Cevre filozofu = E— siiriikleyici bir sanal deneyim sunan dijital bir saglikli yasam
g Glenn A. Albrecht tarafindan ortaya atilan Simbiyosen, g kezi olarak tasarlandi. Tasarmm, doga ve teknolojiyi bir
E Devamlilik insanlarm kendilerini dogal diinyadan ayr1 ya da onun fatihi E Devamlilike araya getirme ve aralarindaki simbiyoz fikrinden dogdu. Bir
Eb  |Basitlik olarak gormek yerine onunla simbiyotik bir iliski siirdiirdiigi Bt |Basitlik 'magaranmn sakin atmosferini yeniden yaratan bu alan, bizi
E — bir gelecek ongoriiyor. Metaverse'de, bu iligkinin ¢agin E o dijital diinyalarin heniiz var olmadif1 ilkel zamanlara
E Sekil Zemin mimarisini nasil bilgilendirecegini ve sekillendirece gini C Selcil Zemin gotiiriiyor ve bize gelecekte doganm yeni ortaya gikan
f Benzerlik onerdik. “Sumbiotecture™ tasarimin merkezine komuta { Benzerlik teknolojilerle nasil bir arada var olabilecegini gosteriyor.
5 [Taban Diiztemi yerine isbirligini yerlestiriyor. Sumbiotecture'iin tasarim dili 5 |Taban Duztemi decentraland_foundation'da Gizli Déngiiniin sundugu gizli
g heniiz emekleme Doga ile iletigim kurmay1, g k I lar1 kegfedin ve sonsuz bir meditasyon, huzur ve
8 [vikseltitmis Taban Dizlemi birlikte birlizi Sarendiimi 8 [Vukselrilmis Taban Diizlemi doga il S ecm A,
5 irlikte yagamay1 ve isbirligi yapmay: 6grendigimiz 5 oga ile teknoloji, gegmis ve gelecek ikiligi déngiisiiniin
2 [cukuriastning Taban Diizlemi metaverse bu dilin baslangic i yansitiyor. Tasarim, doga ve % | Cukurlagtinims Taban Diizlemi iginde kaybolun. Bu alan, doga ve teknolojiyi harmanlama
k] ot Datgtom mimari arasindaki uzun iliskiden besleniyor, ancak biyofilik 2 ot Divstoms onseptinden ve aralarindaki kargihikl iligkiden ilham aliyor.
& | |Basisti Dizlemi ilhamun dtesine gegmeyi hedefliyor. Dijital, jeolojik & |- _|Basistd Dizlemi Dijital éncesi bir dsnemi hayal edebilece gimiz bir
éﬂ Dikey Cizgisel Elemanlar yolculuga, kapag dijital manzaradan sigmnak sunan bir éﬂ Dikey Cizgisel Elemanlar magarann dingin ortamim ¢agristriyor ve aym zamanda
£ |5 [rekil Dikey Diizlem mantar-portalda baslayacaksiniz. Kayalik, yosunlu zeminin & | & |rekil Dikey Diizlem doganin gelecekie ortaya gikan teknolojilerle nasil uyum
HE - - altinda dallanan parlayan miselyum agindan gigek agyor. HE - - saglayabilecegini gésteriyor.
Fi § |L Seklinde Dikey Dilzlem Portal, kasifleri siirdiiriilebilir bir gelecegin varhgina Fi § |LSeklinde Dikey Diizlem w3rlds Hidden Loop'ta, kapsamh bir goklu duyu deneyimi
P ui Paralel Dikey Diizlemler gagiriyor. P u;i Paralel Dikey Diizlemler sunmak lizere siiriikleyici sifa alanlari tasarlanmistir.
=2 e 1 - - ) PR, - .
§ g U seklinde Dikey Dzlem P?rﬁal, genelhklf ‘.’.l“ vey-ﬂ c_)lmekm olan .ﬂgﬂclarfiﬂ, § E U Seklinde Dikey Dizlem Siirekli dongii gekli, gizli kal:sﬂ‘;‘lsmalar ve :?onsuz bir
: kiitiiklerde ve giiriiyen bitki materyallerinde yetisen : yolculukla dohu mavi bir lagiiniin yanmdaki bir uguruma
Dt Dilzlem Saprofitik mantarlara benziyor. Ciinkii bu mantar portals, Dint Diizlem entegre edilmistir, Tasarim, seviyeleri birbirine
+ |Diizlem Uzerindeki Agikirk | ienlerin Diinya'nin i ve jeolojisi + |Diizlem Uzerindeki Agiklik baglayan oyuklar, iletisim rampalari ve hareketli
=N ; o iizerindeki etkisiyle I bir ¢ag olan Antroposen'in = - ; o platformlar tarafindan sagl kta ve korunmaktadir.”
3 [KOselerdeki Aokl (“Insan Cagy”) giirityen manzarasinda biiyiir. Bu gaga iklim g [Koselerdeki Acikld
< |Duzlemler Amsindaki Agiklik degigikligi, biyolojik gesitlilik kaybi ve kirlilik damgasim < |Diiziemler Amsindaki Agikiik
2 |Renk N 2 [Renk n
£ £
Z  |Doku 7 |Doku
E O L] E O L}
ran ran
] 2
S Olgek n S [Olgek n
E [Kapalilik Derecesi E Kapalilik Derecesi L}
T [ E L
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Mekan Tanmlayan Ogeler
Dikey Elemanlar

Dikey Cizgisel Elemanlar

li gelistirerek, yeni malzemeleri entegre ediyor ve
tasarimi etkilegimli bilir bir alana doniistiiriiyor. Bu

Tekil Dikey Diizlem

doniisiim sadece gorsel gekiciligi canlandirmakla kalmiyor,

L Seklinde Dikey Diizlem

aym da tasarim ve somut fayda arasindaki boslugu

Paralel Dikey Diizlemler

ak pratik islevselligi de beraberinde getiriyor.
A Meta Odyssey'in metamorfozu sadece bir ortam

U Scklinde Dikey Ditzlem

degisiminin Gtesine gegiyor; kavramsal sinrlarinin daha

Dort Diizlem

genis bir sekilde yeniden tasarlanmasim miijdeliyor.
Metaverse'i kucaklayarak, somut alanm smirlarindan

Agikliklar

Diizlem Uzerindeki Agiklik

kurtuluyor ve diinya ¢apinda bir izleyici kitlesini etkilesime

Késclerdeki Agiklik

girmeye ve derinlere inmeye gagiriyor. Bu yincleme,

Diizlemler Arasindaki Agiklik

1m evriminde yeni bir asgamay: miijdeliyor, somut ve
sanal boyutlarmn akigkanlhigimi ve yakmnlagmasin

Nitelikl¢

Mimari Mek

Renk

Doku

Oran

Olgek

Kapalilik Derccesi

Isik

BULGULAR
Arastirmada 'Presence of the Future' temali global olgekte diizenlenen ilk Metaverse Mimarlik
Bienali'nde sergilenen 15 dijital sergi tasarimi analiz edilmistir. Elde edilen veriler Tablo-4’de

o e .

goriildiigii gibi genel bir tablo olusturacak sekilde diizenlenmistir.
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MAB-13 Villette-verse The Pavilion of Many Pavilions / architectureuic MAB-14 Absence and Presence / OBMi
g unididacia ‘in sinirinda, var n XYZ g F—— “Yokluk ve Varlik”, gergeklik ve sanal diinyanin sorunsuz
Z  [Yakmik (f)orm 5 gu ve yeni a Yﬂ?( ettigi bog T [Vakmik mf $sk}|de harmanlandig buyulcyicl bnll' é'ﬂn yaratarak
8 bir dijital ag alam yatiyor. Bu kavramlari géz éniinde H mimari normlara meydan okuyan éncii bir metaverse
3 |Devamiihk bienale “Vill se, birgok pavyonun g |Devamhlk pavyondur. Pavyon, merak uyandiran ve sasirtan
B |Basitlik pavyonu “'nu sunuyoruz. Durumculuktan esinlenen bu B |Basitlik bosluklarla geleneksel yapimin garpici bir yokluguna
< pavyon, ayni anda farkh yerlerde bulunma hissini d: < . - sahiptir. Tasarimi, merak uyandiran bir auray: canli bir
= |Sekil-Zemin S AR = = |Sekil-Zemin RIS
E coklu in, deney in ve yapilarin bir arada 5 canlilik dalgasiyla kusursuz bir sekilde birlestiriyor.
d Benzerlik var oldugu bir alan olacak. Mckém statik ve tammlanmus bir @ Benzerlik Pavyonun merkezinde, fiziksel ve sanal unsurlarm
g [Taban Dizlemi varlik olarak gormck ycr\nc onu siirekli olarak iiretilebilen 5 |Taban Diizlemi aynasmasini slmgcllcycln entegre bll' .asa‘nsor yer ahyf)rl. Bu
g déniigtiiriilebilen bir dizi olay ve durum olarak E pavyon, 'in mimarlara yenilikgi ve siiriikleyici
5 Yikseltilmis Taban Diizlemi gorilyoruz. Burada konstriiktivizm ve parametricilik, dijital 5 Vilkseltilmis Taban Diizlemi deneyimler yaratma potansiyelini somutlagtirarak
‘i Cukurlagtinlmug Taban Diizlemi mekim havasiz ve yergekimsiz bir gekilde ‘:_ | Cukurlagtinlnug Taban Diizlemi i ileri geleneksel mimariyi 1 davet ediyor.
2 TR yardimet oluyor.” g {istii Dizlemi Luminal Conflux” ziyaretgileri doniistiiriicii bir kesfe
s p_|East Dt s P Byt D et davet eden, smirlara meydan okuyan bir metaverse
lgs Dikey Cizgisel Elemanlar gn Dikey Cizgisel Elemanlar pavyondur. Pavyonun siyah obsidyen hacmi
H é Tekil Dikey Ditzlem & | £ |rekil Dikey Diazlem exs meydan hayranhik bir
HE - B - . L yaratiyor. Hacim ile yansitic1 havuz arasindaki ince
E g L Seklinde Dikey Diiziem E 5 L Seklinde Dikey Diizlem bir boghik, Ziyarsipilori agurhlcitz ve iscizé i bir diyasa
& | > |Paralel Dikey Diizlemler & E, Paralel Dikey Diizlemler caginyor. Ziyaretgileri alt tarafi kegfetmeye geken, dallar
=12 =2 T
5|3 |U seklinde Dikey Diizlem 8 |Z |u seklinde Dikey Dizlem - a
O] O]
= Dért Dilzlem = Dért Diizlem
i |Diizlem Uzerindeki Agiklik & |Diizlem Uzerindeki Aqiklik
é Koselerdeki Aqiklik % Koselerdeki Agiklik
3 3
< |Diiztemler Arasindaki Agiklik < |Diizlemler Arasindaki Agiklik
2 [Renk 2 [Renk
2 2
Z  |poku Z  |Dpoku
Oran Oran
S Olgek S [Oek
g Kapalilik Derecesi :Ei Kapalilik Derecesi
S s« S sk
MAB-15 A Meta Odyssey / SoomeenHahm Design & Igor Pantic
g Tamamlama Gallery'de sergilenen ”2021: A Steam Odyssey” sergisinin
= |vakmnk yorumsal bir yeniden uyarlamasidir. Bu sergi,
E hahm design ve si
2 Dk tasarlanmig ve daha 6nce 2021 yilinda sciarc Gallery'de
% Basitlik sergilenmistir. Sergi, Karma Gergeklikte (MR) iiretimin, el
= Sekil-Zemin V-c fnalzcmc becerilerini dijital modellemenin hassasiyeti ve
< tyla artirarak arlg
& [Benzerlik yeniden canlandirdif fikri etrafinda kavramsallastirild: -
S [Taban Diizlemi tamamen otomatiklestirilmis, yalnizca robotik olarak
g - — — yonlendirilen iiretim ile insan emegi gerektiren son derece
Yiikseltilmis Taban Diizlemi S sEe i Gy ;
ﬁ siiregler bélgeyi isgal ediyor.
z Cukurlagtinlnug Taban Diizlemi |Bu geligmis haliyle yapi, 6zellikle buharla biikiilmiis
; Bagiistii Diizlemi yi andiran yla orijinalini . Bu
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Tablo-4. Genel analiz tablosu

Mekan Tamimlayan Ogeler
Gestalt Algi Kurami ilkeleri . Mimari Mekanin Nitelikleri
9 Yatay Elemanlar : Dikey Elemanlar Acikliklar
E
— K x
IS ~ =
oA S E . E z =3
8 < < g o 8 < <
a g K :'5‘ g f=} < x
c © E e A 20 = x 3 =
8 = €im 2 > |5 F 3 = = 3
=28 ¢ FIHINI B 4 2 S T @ 5]
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g ~ g N g S Ao o ixXiQ [} N 5 = a
8 = E x 2 E 3 2 8 ¢ 3 5 2 &5 =2 3% & =
e X £ x 8 % S8 20 /8 £i-1 £33 i &5 iE =
s  Eig £ <L & § 35 Sz - % 2 3% 8 9o g & xisici ¥ 8w
§ ¥ 3 8 £ 5 €835 £ 2 2 3% & 5 o 5 3 g 83 §F & 8 & g «x
T T S T WO O LT~ T T = Y =<0 O T 0 < Y s YO O = W T = W S B = | X . . 0.0 .0 x i ®
+ | | | |
MAB
1 | | [ | [ | [ | n
- | | | | | u
+: | | u
MAB
2 | | [ | [ | [ | n [ |
- | | | | | u
+ | | | | | u
MAB
3 | | | | [ | [ | [ | n n | |
* aim o om [ ]
MAB u
4 [ [ ] (IR | [ | n n
¥
MAB " mm mm u
5 [ | [ | [ | [ | n n n [ | | | n -
¥
MAB [ ] " om [ ] [ ]
[ ] ] ] ] n ]
6
+ W u L) u L)
MAB
7 n n n n n [} n |}
- L)
¥
n |} n |}
MAB ]
) n n [} n n n n
- L)
¥
n |} n |}
MAB ]
n n n n n [}
9
- L)
¥
MAB ] [ ] [ ] .
10 n [} n n | ] | ]
- L) L)
¥
MAB ] | ] -
11 n n [} n
- n L) L)
+: L) n L) u L)
MAB [ | [ | [ | [ | n n | | |
12
- L)
+; n n u
MAB
13 [ | [ | [ | [ | [ | n [ | n | | | |
- n L) u
+ L) n u
MAB : n n LA B | LI u
14
- n u
+ L) n n u
MAB [ | [ | [ | [ | n [ | | |
15
- n

Tablo 4’e gore projeler 6zelinde ulasilan sonuglar asagidaki gibi aciklanabilir;

e Projeler Gestalt algi parametreleri lizerinden degerlendirildiginde “sekil-zemin” ilkesinin biitiin
projelerde uygulandig1 goriilmektedir. Projelerin hepsinde arka plandan ayrilip odagi mekana
ceken unsurlar bulunmaktadir. Bu durum mekanlarin birer figiir olarak islendigini ortaya
koymaktadir. Bununla birlikte 15 projeden 7’sinde “devamlilik”; 12’sinde “benzerlik” ve
9’unda “tamamlama” gibi parametrelerin de yaygin olarak kullanildig1 goézlemlenmistir.
Projelerde one ¢ikan “devamiilik” ilkesi, kullanicilarin mekan boyunca kesintisiz bir akisla
hareket etmesini saglamaktadir. Bu ilkeye sahip tasarmmlarda sirkiilasyon alanlar1 daha net ve
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mekan daha tanimlidir. “Tamamlama” ilkesinin kullanildig1 Labyrinthine Ascent gibi projelerde
yap1 elemanlar1 agik birakilmis veya bir diizlem tamamlanmamig gibi tasarlanmistir. Kullanict,
bu eksik alanlar1 zihinsel olarak tamamlayarak tasarimin biitiiniinii zihninde olusturur. Bu,
mekanin daha ilgi ¢ekici ve merak uyandirict bir sekilde algilanmasimi saglarken kullaniciya
cevrelenme hissini vererek mekadn vurgusu yaratilir. “Benzerlik” ilkesinin kullanildigi
projelerin ise diizen ve tekrar etkisi yarattigi gozlenmektedir. Bu da tasarimda gorsel uyum
yakalama c¢abalarini ortaya koymaktadir.

o Projeler yatay meka&n 6geleri tizerinden degerlendirildiginde “Taban diizlemi” 6gesinin biitiin
projelerde kullanildigi dikkat ¢ekmektedir. Taban diizleminin meké&nsal bir 6ge olarak
kullanilmadigi projelerde zemin, arazi zemini veya su olarak belirlenmistir. Bu durum insan
olan kullanicinin mekani tamimlayabilmesi i¢in gereken zemin ihtiyacimi vurgulamaktadir.
“Yiikseltilmis taban diizlemi” ve “cukurlastirilmig taban diizlemi” kullamlan 6 projede farkli
yiikseklik seviyeleri olusturarak mekanin hiyerarsisi ve gorsel dinamikleri arttirilmis,
kullanicilara mekanda farkli deneyim seviyeleri sunulmustur. Mekanin {ist diizey sinirlariin
belirgin oldugu projelerde tamimlanan “Basiistii diizlemi” ise kullanmicilarin mekénsal algisini
kontrol eder. Zemin tanimli olmasa bile tavan diizlemi sayesinde bir mekan yaratimi saglanmig
olur. Projelerde basiistii diizleminin(tavan) fiziksel agirlik ve yer ¢ekimi gibi kisitlamalardan
bagimsiz oldugu goriilmektedir. Bu, tavan tasariminin daha gecirgen, soyut ve akiskan
formlarda olusturulmasina olanak tanimustir.

o Projeler dikey mekén 6geleri tizerinden degerlendirildiginde daha az projenin bu parametreye
gore tasarlandigr goriilmektedir. Dikey elemanlarin kullanildigi projelerde mek&nin gorsel
sinirlar1 ve hiyerarsisi 6n plana ¢ikmaktadir. Metaverse baglaminda bu elemanlar fiziksel bir
kisitlama getirmedigi ig¢in soyut, gecirgen veya deneysel bicimlerde tasarlanmustir. Dikey
elemanlarin  kullanilmadigi projelerde, aciklik ve geciskenligin on plana ¢ikarildig
anlasilmaktadir.

o Projeler mekan agikliklari tizerinden degerlendirildiginde bu agikliklarin ¢evreyle iliski kurmak
ve yapinin gegirgenligini arttirmak icin tasarlandigi goriilmektedir. 11 projede “diizlemler
iizerindeki” ve “diizlemler arasindaki” acikliklarn kose agikliklara kiyasla daha fazla
kullamldigr ortaya ¢ikmustir. Bunun sebepleri baginda projelerin genel olarak organik yapilara
sahip olmas1 ya da herhangi bir diisey diizleme sahip olmamalar1 gelmektedir. Agikliklarin
metaverse baglaminda fiziksel ger¢eklikten bagimsiz olarak, tasarimda estetik ve yonlendirici
bir ara¢ olarak o6ne ciktig1 anlasilmaktadir. Sonu¢ olarak metaverse evreninde, mekani
tanimlayan elemanlar gorsel bir rehberlik ve estetik organizasyon amaci tagimaktadir.

Projeler mimari mekanin nitelikleri tizerinden degerlendirildiginde 9 projede parlak, neon ve metalik
renklerin yogunluklu olarak kullanilirken; 6 projede renk kullanimi kisithdir. Doku olarak 8 projede
pliriizsiiz, parlak ve metalik dokular 6n plana ¢ikmistir. Kullanilan dokular, 151k efektiyle etkilesime
gecerek mekansal algiy1 etkilemektedir. Projelerde kullamilan oranlar, mekdmn gorsel uyumunu
saglamaktadir. Projeler 6lcek bakimindan incelendiginde ise genelde insan 6l¢egini asan tasarimlar 6ne
cikmaktadir. Bazi projelerde kullanict modeline yer verilmedigi igin 6lgek belirsiz kalmistir. Metaverse
evrenindeki fiziksel gergekligin olmamasi, akiskan dokulara, cesur ve soyut renk secimlerine ve
boyutlara olanak saglamistir.

SONUC

Metaverse, icmimarlik egitiminde mevcut olanaklarin yaninda yaratici potansiyeli destekleyen sinirsiz
bir deneyim ortamu olarak 6nemli bir role Ustlenmektedir. Fiziksel diinyanin sinirlamalarindan bagimsiz
olarak metaverse evreni 6grencilere mekan yeniden tanimlama, yaratici diisiinceyi gelistirme, soruna
yaklagimi farkli bir perspektiften ele alip ve daha 6zgiin ¢oziimler liretebilme firsati sunmaktadir.
Ozellikle dgrencilerin sinirlart zorlayan tasarimlar yapmalarma olanak taniyan Metaverse, yergekimi ve
malzeme gibi fiziksel kisitlamalardan armmis bir deneyim ortamu sunmasiyla dikkat cekmektedir.
Egitim siireglerine sanal gerceklik ve artirilmis gergeklik gibi teknolojilerin entegre edilmesi,
Ogrencilere teorik bilgilerini pratige doniistiirme firsat1 vermekte ve yaraticiligi tesvik etmektedir. Bu
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caligmada Metaverse evreninde profesyonel tasarimcilarin iiretimlerinin Ogrenciler igin yaratici
ogretilerle dolu oldugunu soylemek miimkiindiir. Arastirma bulgulari, Metaverse’lin tasarimcilara
yaraticiligi destekleyen bir ortam olabilecegini, 6grencilere risk alma ve yenilik¢i diisiinme cesareti
kazandirabilecegini gostermektedir.

Metaverse’iin fiziksel sinirhiliklardan bagimsiz dogasiyla igmimarlik egitiminde yaratici bir 6grenme
ortami sunma potansiyelini arastiran bu ¢alismada ilk kez uygulanan Metaverse Mimarlik Bienali’nde
sergilenen 15 proje Gestalt algi kuramlar1 ve Ching’in mekan parametreleri tizerinden detaylica analiz
edilmistir. Metaverse evrenine zihinsel olarak baglanan kullanicinin algisi, mekani algilamada etkilidir.
Bu sebeple projelerde siklikla uygulanan Gestalt algi kuramlari, kullanicinin mekani algilamasi igin bir
gereklilik olarak goriilmektedir. Projelerde Ching’in mekan1 tammlayan Ogelerinin ¢ok sik
tekrarlanmadigi, daha cok organik formlara yer verildigi ve mekan taniminin algi {izerinden
gerceklestirilmeye calisildigi gézlemlenmektedir. Projelerde kullanilan Ching’in mekéani tanimlayan
ogeleri de Gestalt ilkelerine bagl kalarak kurgulanmislardir. Dolayisiyla tasarimcilarm mekanlarda
kullandig1 parametreler incelendiginde, mekani tammlayan ve niteleyen 6gelerin fiziksel kurallara
dayanmadigi, daha ¢ok kullaniciy1 mekanda hissettirmek igin mekani tanimlama amaciyla kurgulandigi
sonucuna varilmaktadir.

Mimarlik gibi yaraticiligi yiiksek disiplinlere heniiz niifuz etmeye baglayan metaverse evreninin
icmimarlik egitiminde ve tasarimcilarin profesyonel hayatlarinda bir yaratici ortam sagladigi agiktir.
Bununla birlikte mekanlarin yeterince tanimli olmasi tasarimcilarin ve kullamicinin algisal olarak hala
bir adaptasyon siirecinde oldugunu diisiindiirmektedir. Venturi’nin dedigi gibi yeni olusan kosullar ve
durumlar olagan diizene kars1 oldugunda, insanin olagan anlayisinin bu yeni kosullara uyum saglamasi
gerekir (Venturi, 1991). Bu uyum siirecini hizlandirmanin en bilinen yolu deneyimdir. insan bir duruma
ne kadar ¢ok maruz kalirsa o kadar hizli uyum saglamaktadir. Bundan yola ¢ikarak metaverse evreninin
icmimarlik egitimine entegre edilmesi ve 6grencilerin egitim siireglerinde metaverse’ii deneyimlemeleri
bu uyumlanma siirecini hizlandiracagi gibi yaraticiliklarini besleyecekleri ¢ok agiktir.

Sonug olarak; Metaverse, igmimarlik egitiminde yaraticilig1 ve yenilik¢i diisiinceyi destekleyen bir arag
olarak 6ne ¢ikmaktadir. Egitimciler ve tasarimcilar, bu dijital ortamuin sagladigi firsatlari degerlendirmeli
ve Ogrencilerin yaratict potansiyellerini en verimli sekilde kullanabilmeleri igin stratejik adimlar
atmalidirlar. Elde edilen sonug ve 6neriler 6zetlendiginde;

e Analizler sonucunda Metaverse’iin sadece tasarim i¢in bir ara¢ ya da ortam degil; yaraticilik
hakkindaki diisiincelerimizi yeniden sekillendiren doniistiiriicii bir alan oldugu sonucuna
varilmaya calisilmaktadir.

e I¢mimarhik egitimi Ozelinde bu arastirma; Metaverse’iin tasarim &grencilerinin  ve
egitimcilerinin egitim yolculuklarin1 gelistirmesi ve siiriikleyici bir Ogrenme ortami
saglamasinin yaninda, yaraticilik hakkindaki diisiincelerin yeniden sekillenerek doniismesi
agisindan 6nem tasimaktadir.

e Bu yoOniiyle igmimarlik egitim planlar1 igerisinde yer alan proje dersleri basta olmak {izere
yaratici eylemin tetiklendigi derslerin igeriklerine bilgisayarla ¢izim diginda teknolojik araglarin
ve sanal ortamlarin entegre edilebilecegi diisiiniilmektedir.

e Ogzellikle Z kusag ve ardindan gelecek Alpha kusagiin dgrenme yontemleri ve kullandiklari
araclar da diisliniildiigiinde sanal gerceklik ve arttirilmis gergeklik teknolojilerinin egitim
stireglerine uyarlanmasit kaginilmaz olacaktir. Bdylece profesyoneller ve &grenciler
Metaverse'iin  6gretilerini benimseyerek yeni yaraticilik seviyelerinin kilidini acabilir ve
tasarimda miimkiin olanin sinirlarni zorlayabilirler.
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Oz

Sinema dilini bilingli ve 6zenli kullanan bir yonetmen i¢in her bir plan esit
derecede onemlidir. Bu planlarin ve dolayisiyla sahnelerin igerikleri, tasidiklari
anlam ve izleyiciyi duygusal olarak yonlendirme potansiyelleri yonetmenin en
onemli anlatim araglarini olusturmaktadir. Bu baglamda yonetmen ve goriintii
yonetmeni, izleyicinin dikkatini yonlendirme ve belirli duygu yogunluklar i¢inde
izleyici tepkilerini hareket ettirebilme olanagmi atmosfer {izerinden
saglayabilmektedir. Atmosfer unsurunun sahneye kattigi anlam ve anlatim
baglaminda sahne atmosferinin O6rnek bir uygulama {izerinden yaratilmaya
caligilarak incelenmesi bu c¢aligmanin kapsamini ve problemini olugturmaktadir.
Bu problem zemininde caligmanin temel amaci; bir sahne iginde atmosfer
yaratabilmenin unsurlarinin neler oldugu ve atmosferin sahneye nasil bir katki
sunabileceginin uygulama iizerinden agiga ¢ikarilmasidir. Calisma sonucunda;
atmosferi yaratan ana unsurlar olarak varsayimlar ig¢inde bulunan unsurlarin
yaninda oyunculuk ve lens tercihi gibi unsurlarin da atmosfer yaratimina biiyiik
katki sagladig1 goriilmiigtiir. Bunun yaninda atmosferi yaratan unsurlar arasinda
temel ve yan unsurlar diyebilecegimiz bir ayrim yapilabilecegi sonucuna
varilmistir.

Anahtar Kelimeler: Sinema, Atmosfer, Goriintii, Sinematografi, Yonetmenlik.

Abstract

For directors who use the cinema language consciously, each shot is equally
important. The most effective storytelling tools of a director are the contents of
the shots and scenes, the meanings they contain, and the potential to manipulate
the audience. And the atmosphere of a scene that the director and
cinematographer create helps to manipulate and direct the focus of the audience.
The essential extent and problem of this study is analyzing the meaning and
storytelling style that the atmosphere added to a scene through a practical
application. And the essential aim of this study is to find out the elements that
create atmosphere and understand how atmosphere can contribute to a scene
through a practical application. As a result of this study, it has been seen that
acting and lens choice, which we hadn't considered as elements of atmosphere
before, contribute to atmosphere in an important way.

Keywords: Cinema, Atmosphere, Image, Cinematography, Directing.
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GIRIS

Bir sinema filminde duygular1 harekete gegiren, izleyiciyi film evrenine ¢eken ve senaryodaki duygu
durumunu gorsellestiren bir sahneden bahsedildiginde sahnenin atmosferinden bahsediliyor olma
ihtimali yiiksektir. Atmosfer, kelime kokeni olarak Grekce buhar, bugu, sis, bulut anlamina gelen
atmos ile yuvarlak, kiire gibi anlamlara gelen sphaira kelimelerinin birlesimine dayanmaktadir (Tawa,
2022, s. 128). Calismamiz1 daha ¢ok ilgilendiren yoniiyle sozliikteki mecaz anlamina bakildiginda
icinde yasanilan ve etkisinde kalinan ortam (Aydogan, 2009, s. 72) olarak karsimiza ¢ikmaktadir.
Roman ve 6ykii gibi edebi eserlerde atmosfer; Oykiinlin biitiiniine etki eden, betimleme, mekan,
diyalog, ritim ve bakis acisiyla olusan giizellik ve etki yaratma araci olarak tanimlanabilmektedir
(Tosun, 2018, s. 97). Atmosfer {izerine dnemli goriisleri bulunan filozof Gernot Béhme, insanin
kendini iyi hissetmedigi bir ortamda sorunun her zaman rahatsiz edici bir kaynakta olmayabilecegini,
kisinin bulundugu ortamdaki estetik diizenlemelerin de bilingli ya da bilingsiz bir sekilde rahatsizlik
verebilecegini ifade ederek ortamin ve dolayisiyla ortama dahil olan estetik diizenlemelerin insan
duygular {izerinde olusturdugu etkinin sorumlusunun atmosfer oldugunu vurgulamaktadir (Béhme,
2017, s. 1). Atmosfer kavramina bir sinema terimi olarak bakildiginda ise; sahnedeki duyguyu gorsel
ve isitsel olarak yaratmak ve izleyiciyi bu duygunun etkisinde birakmak amaciyla; mekan, kostiim,
sa¢/makyaj, aydinlatma, renklendirme, ses tasarimi, ¢ekim asamasinda ya da g¢ekim sonrasinda
kullanilan/eklenen 6zel ya da gorsel efektler gibi araglardan faydalanmak seklinde tanimlamak
mimkiindiir. Yaratilan bu atmosfer izleyicinin hikayeyi ve hikdyedeki karakterleri algilamasinda ve
anlamlandirmasinda dogrudan etkilidir (Brown, 2014, s. 2). Atmosfer yaratiminda 6énemli bir figiir
olan goriintii yonetmeni, tasarladigi ve g¢ektigi goriintiilerle hikdyeyi destekleme ve gorsele dokme
gorevini istlenmektedir (Cakmakei, 2019, s. 78). Filmin bigimini olusturan her bir teknik unsur
izleyicinin filme bakisini etkilediginden (Bordwell v.d., 2017, s. 303) atmosfer yaratimimnin biitiin
sorumlulugunu goriintli yonetmeni Ozelinde tanimlamak gercege yakin olmayacaktir. Goriintii
yonetmeninin dahil oldugu cekim Oncesi tasarim asamasi, ¢ekim asamasi ve renklendirme agamasi
atmosferin kurulmasinda son derece degerlidir; fakat ses tasarimi ve cekim sonrasindaki baska
birtakim miidahalelerin de etkisi 6nemli oldugundan, filmi bir biitlin olarak zihninde kurmasi ve film
daha bitmeden tamamin1 gorebilen tek kisi olmasi sebebiyle atmosfer yaratiminin baglica sorumlusu
filmin yonetmenidir demek daha adil olacaktir. Bu yoniiyle elindeki hikdyeyi tiim fiziksel ve duygusal
katmanlariyla en iyi sekilde anlatmak isteyen bir yOnetmenin atmosfer yaratimi agamasina deger
vermesi, amacina ulagabilmesi yolunda yerinde bir tutum olacaktir.

Sinemada atmosfer konusuyla ilgili yapilmis Tiirkge caligmalara bakildiginda; atmosferi yaratan
unsurlarin kategorilenip seg¢ilmis filmlerden bazi karelerin degerlendirmelerine yer verilen Queer
Sinemada Atmosfer Yaratimi (Alsamua, 2019) baglikli yiiksek lisans tezi, mekan incelemesine agirlik
verilen Sinemada Mekan Kimligi Ve Atmosfer Kurgusu;, Nuri Bilge Ceylan’in Kig Uykusu Filmi
Uzerinden Incelenmesi (Kiirkgiioglu, 2019) isimli i¢ mimarlik yiiksek lisans tezi, atmosfere génderme
yapan basliklar altinda iki filmin incelenerek kiyaslandigi Disavurumcu “Dr. Caligari’'nin
Muayenehanesi” ile Yeni Gergek¢i “Almanya Sifir Yili” Filmlerinin Atmosfer Yaratimi Baglaminda
Karsilastirilmasi (Sanioglu, 2022) makalesi gibi calismalar 6ne ¢ikmaktadir. One ¢ikan bu calismalar
ve diger caligmalar iginde sinema goriintiisiinde atmosfer kavraminin uygulamali bir sekilde
incelendigi herhangi bir ¢alismaya rastlanmamastir.

Bir film ¢aligmasinda yonetmenden beklenen en temel sey senaryonun bilingli bir tasarimla
gorsellestirilmesi ve seyirciye sunulmasidir demek miimkiindiir; fakat bu gorsellestirme agamasinda
yonetmenin ele aldig1 sahneyi farkli 6lgeklerdeki planlar aracilifiyla kayda alip, akici bir kurgu
marifetiyle sunmasinin etkileyici bir sinema anlatis1 olusturabilmek igin yeterli olamayacagi agiktir.
Sinema bir sanat mertebesine ulasacaksa eger, tam da bu sebeple senaryo metnini gorsel bir
canlandirmaya doniistiirmekten daha katmanh ve derinlikli olmasinit beklemek yanlis olmayacaktir.
Onu bir sanat yapiti haline doniistiiren 6zellikler ise bir¢ok aragtan katmanli ve amagli bir bigimde
faydalanarak senaryo metnini agmasi ve metni bir sinema anlatis1 haline doniistiirerek estetik ve
entelektiiel sonuglar ortaya c¢ikarabilmesidir. Belirli bir denge iginde tek tek bir araya gelen bu
katmanlarin en Onemlilerinden oldugunu varsaydigimiz atmosfer unsuru incelenmeye deger
goriilmektedir. Bu sebeple sahneye kattigi anlam ve anlatim baglaminda sahne atmosferinin 6rnek bir
uygulama iizerinden yaratilmaya c¢aligilarak incelenmesi de bu ¢aligmanin kapsamini ve sorunsalini
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olusturmaktadir. Bu ¢alismanin temel amaci; bir sahne i¢inde atmosfer yaratabilmenin unsurlarinin
neler oldugu ve atmosferin sahneye nasil bir katki sunabileceginin uygulama {iizerinden aciga
¢ikarilmasidir. Bu ana amag¢ dogrultusunda; ‘atmosferi olusturan teknik unsurlar amaca ulagsmak adina
birbirleriyle nasil bir etkilesim icindedirler ve atmosferi olusturan unsurlar arasinda temel ve yan
unsurlar diyebilecegimiz bir ayrim yapilabilir mi?’ sorular1 i¢in de cevaplar aranmistir. Bu amaglar
dogrultusunda bir uygulama ortaya koyularak tiim agamalarla bire bir muhattap olunmasi, siire¢ ve
sonuglarin analitik bir sekilde ele alinmasi bu ¢aligmanin 6zgiin yoniinii olugturmaktadir.

SINEMA GORUNTUSUNDE ATMOSFER

Bir karakterin kamera Oniindeki hareketleri ve diyaloglart film icin anlatimi saglayan en 6nemli
unsurlardandir; fakat planin/sahnenin igerigi, tasarimi ve atmosferi senaryoya hizmet etmiyorsa anlati
derinliksiz ve yavan kalacaktir (Brine, 2020, s. 101). Kamera araciligiyla gosterilen her bir unsur ve
bunlarin diizenlenisi seyirciye, hikdyeyi anlamasi ve anlamlandirmasi yolunda ipuglari verir ve
tasarlanmis her bir unsur seyircinin biling altina hitap ederek hikdyeyi hissetme olanagi sunar
(Robotham, 2022, s. 184). Bir sinema goriintiisiinde anlatimi1 katmanli hale getirip izleyeni gérmenin
Otesine tasiyarak hissetme mertebesine yiikseltme gorevi ise sahnedeki atmosfer unsuruna
yiiklenebilir. Atmosfer, bir sahnede amaglanan duygu durumunu yaratmak igin gdrsel ve isitsel
unsurlardan faydalanan ve seyirciyi amaclanan duyguya cekmek iizere motive eden bir arag olma
niteligi tasimaktadir. Atmosfere bu niteligini kazandiran unsurlari ise; mekén, kostiim, sa¢/makyaj,
aydinlatma, renklendirme, ¢ekim agsamasinda ya da ¢ekim sonrasinda kullanilan 6zel ya da gorsel
efektler, ses tasarimi olarak siralamak miimkiindiir.

Atmosfer Yaratiminda Mekén

Kelime anlami olarak; iginde bulunulan yer anlamina gelen mekan, ev, uzay anlamlarina da
gelmektedir (Aydogan, 2009, s. 567). Sinema baglaminda bakildiginda ise; senaryodaki olaylarin
gectigi yer, ¢evre olarak tanimlamak miimkiindiir. Filmin ¢ekim asamasinda kullanilan mekéanlari
tanimlarken; halihazirda bulunan bir ev, otel odasi, bahge, fabrika vb. mekanlar1 niteleyen ger¢ek
mekdn ve senaryoya uygun olarak ve ihtiyaglara cevap verecek sekilde sifirdan yaratilmis stiidyo
ortamlar1 gibi gercek olmayan mekdnlar karsimiza ¢ikmaktadir. Bunun yaninda gercek mekan ve
stiidyonun bir arada kullanildigi, farkli mekanlarda yapilan ¢ekimlerin bir arada kullanilarak tek bir
mekanmis hissi verildigi de siklikla goriilmektedir. Hangisi tercih edilmis olursa olsun film bittiginde
seyirciye sunulan ve seyircinin zihninde devamliligi kirilmadan tek bir mekan duygusu yaratan sonug
ortama da filmsel mekdn adin1 vermek miimkindiir (Abisel, 2003, s. 67).

Mekan, sahnede olaylarin gectigi, karakterlerin i¢inde dolastig1 ortam olarak ele alindiginda; gercek
mekan ya da stiidyo fark etmeksizin sahnenin atmosferini dogrudan etkileme giiciine sahip bir unsur
olarak karsimiza ¢ikmaktadir. Ornek olarak; kasvetli, hiiziinlii bir atmosfer yaratilmak istenildiginde
eski, dokiik, basik bir mekanmn kullanilmasi sahnenin diger unsurlariyla birlikte atmosfere katki
saglayacaktir. Bu baglamda mekan insan hareketlerini igeren bir tastyici olmanin disina g¢ikarak
hikayeye dogrudan katilip anlatim saglayan dnemli bir unsur haline doniisebilmektedir (Bordwell v.d.,
2017, s. 115).

Atmosfer Yaratiminda Kostiim

Kostiim, kelime anlami olarak bir film ya da tiyatrodaki karakterlerin, rol geregi giydigi kiyafetlere
verilen genel bir isimlendirme olarak tanimlanmaktadir (Aydogan, 2009, s. 506). Karakter ve onun
davranislari, dolayistyla karakterin davraniglarini yonlendiren karakter 6zellikleri bir film igin 6nemli
tagiyicilardandir demek yanlis olmayacaktir. Bir karakteri tanitabilmenin ve onun sosyokiiltiirel
ortamini, yasadig1 donemi, diisiince diinyasini, davranislarini yonlendiren igsel motivasyonunu, film
icindeki konumunu ve buna benzer pek ¢ok unsuru seyirciye sunacak, sezdirecek ya da altim ¢izecek
en 6nemli unsurlardan birisi kostiimdiir. Bir filmde heniiz ilk defa gordiigiimiiz bir karakterin higbir
eylemde bulunmasina gerek kalmadan sosyal statiisiinii, tarzini, durusunu ve buna benzer pek ¢ok
detayim niteleyen ve konumlandiran ana unsurlarin baginda kostiim gelmektedir (Richter, 2007, s.
161). Kostiim, bu tiir niteleyici 6zellikleri sayesinde izleyiciye bilgi saglarken ayni zamanda tercih
edilen kostiim renk paletleri sayesinde de atmosferi dogrudan ilgilendiren bir etkiye de sahiptir
(Bordwell v.d., 2017, s. 119). S6z gelimi; karakterin bulundugu ya da sahnede olusturulmak istenilen
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duygu durumuna uygun renkler tercih edilmesi veya sahnenin genel goriintiisiinii! olusturmada
aydinlatma, renklendirme gibi unsurlarla birlikte diisiiniilerek tasarlanmasi kostiimii atmosferin kurucu
unsurlarindan birisi olarak karsimiza ¢ikarmaktadir.

Atmosfer Yaratiminda Sa¢/Makyaj

Giinlik yasamda karsilastigimiz bir kisiyle ilgili izlenimlerimizi kisinin kilik kiyafeti, kullandig: dil,
tercih ettigi davranig kaliplart vb. unsurlarla olusturmanin yaninda mimikleri, yiiz hatlari, sa¢ ya da
sakal tarzi gibi unsurlar da bu izlenimleri ydnlendirebilen 6nemli parcalar olarak karsimiza
cikmaktadir. Bir sinema filminde izleyiciye tanitilan bir karakterin 6zelliklerini en temel sag/makyaj
tercihleriyle sezdirmek ya da ele vermek miimkiindiir. Ornegin senaryo geregi bunalima girmis bir
karakterin psikolojik olarak tekrar saglikli bir konuma ulastigini gostermek i¢in bunalim déneminde
saclar1 daginik, makyajsiz ya da karakter erkekse tirassiz bir halde gosterip psikolojik olarak sagligina
kavustuktan sonra saglarini taramig, makyajli, erkekse sakal tirasi olmus vb. hallerde gostererek bir
anlatim saglayabilmek miimkiindiir. Bu anlamda sa¢/makyaj bir sahne ya da sekansin anlatimini
gogiisleyebilme potansiyeline sahip unsurlardir demek miimkiindiir. Bunun yaninda sag¢/makyaj
unsuru karakterin yiiziinde ya da cildindeki 151tk yansimalarmi (patlamalarini) onlemek amaciyla
sadece teknik bir amagla, karakterin kisilik oOzelliklerini, sosyal statiisiinii, i¢inde bulundugu
ruhsal/duygusal durumu vb. sezdirmek amaciyla anlatimsal amaglarla ya da karakteri daha yakisikli,
daha giizel veya daha c¢irkin gdsterebilmek icin estetik amaclarla kullanilabilmektedir. Bu amaglar
yerine getirmek lizere gilinliik hayatta gorebilecegimiz makyaj ve sa¢ degisikliklerinin yaninda,
karakteri oldugundan farkli gosterebilecek ve hatta fantastik bir goriiniime biiriindiirebilecek plastik
makyaj uygulamalarinin da oldukca siklikla kullanildigr goriilmektedir. Bu baglamda sa¢/makyaj
unsuru bir sahnenin atmosferi yaratilirken buna katki saglayabilen 6nemli unsurlar arasinda yer
almaktadir demek miimkiindiir.

Atmosfer Yaratiminda Aydinlatma

Bir sahnenin duygu durumunu belirleyen en 6nemli unsurlardan birisi aydinlatmadir demek yanlis
olmayacaktir. Oyle ki secilen herhangi bir sahne aydinlatma aracihigiyla iirkiitiicii, sakin, giizel ya da
kaygi verici hale getirilebilir (Brown, 2022, s. 268). Bu yoniiyle aydinlatma, duygulara ilk elden hitap
edebilecek ve atmosfer yaratilmasinda bagvurulacak 6énemli bir unsur olarak karsimiza ¢ikmaktadir.

Aydinlatmay1 detayli bir sekilde anlayabilmek adina 15181 tanimlamak 6nemlidir. Isik, gézdeki optik
algilayicilar1 uyaran ve g¢evremizdeki nesne veya kisilerin renk ve bigimlerini algilamamizi miimkiin
kilan elektromanyetik radyasyonun bir boliimiidiir demek miimkiindiir (Gloman ,LeTourneau, 2005, s.
1). Insan goziiniin gorebildigi 380 nm ile 720 nm araligina goriilebilir spektrum ismi verilmektedir, bu
baglamda 151k mor 6tesi 1sinlari ile kizil Gtesi 1gmlar arasinda yer almaktadir (Holtzschue, 2011, s. 19,
20). Isigin karsilastigi fiziksel etkilesimler sonucu ortaya ¢ikan yansima, kirilma, emilme gibi bazi
davranislart 15181in dogasini anlayabilmek adina 6nemlidir. Isik 1sinlar1 ¢elik, ayna vb parlak ve cilali
bir yiizeye carptiginda geldigi agiyla yansir ve buna aynasal yansima adi verilir, bunun yaninda 151k
1sinlari strafor, duvar vb piiriizlii bir yiizeye carptiginda gelen 151k 1sinlar dagilarak bir¢ok yone yansir
ve buna daginik yansima, vernikli ahsap vb gibi yiizeylerden yansiyan isinlarin geldigi aciyla
yansimasinin yaninda dagmik da yansidigi durumlarda ise kismi karisik yansima ismini almaktadir
(Vardar, 2012, s. 10-12). Belirli bir optik yogunlukta bulunan 1s18in farkli bir optik yogunluga sahip
ortama gectiginde yasadigi sapmaya kirilma adi verilmektedir; ornek olarak 1sigin havadan suya
gecisinde yasadigr kirilma sonucu i¢i dolu bir cay bardagindaki kasigin kirikmig izlenimi veren
gOriintiistinii gosterebiliriz, bunun yaninda emilme davranisi ise 1518 bir nesneye carptiginda bir
boliimiiniin ya da tamaminin geri yansimamasi durumu olarak karsimiza ¢ikmaktadir (Vardar, 2012, s.
12, 13) (Holtzschue, 2011, s. 29).

Aydinlatmayla ilgili temel kavramlara bakildiginda 15181n niteligini tanimlayan sert isik ve yumusak
stk kavramlari tlizerinde durulmasi gereken unsurlardir. Sert 1s1k, birbirine paralel 11k 1sinlarinin
olusturmus oldugu keskin golgeler yaratan 151k niteligini ifade ederken, yumusak 151k da piiriizli bir
yiizeyden yansitilarak ya da difiizyon gibi filtrelerle dagitilarak elde edilen, 151k ve goélge arasindaki

1 Look, mood.
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gecisin keskin olmadigi daginik 1s1k niteligini ifade etmektedir (Brown, 2022, s. 264).

Sekil 1. Sert 151k (Spielberg, 1993).

Sert 151k, keskin golgeler yaratip, aydinlattigi ylizeydeki piiriizleri ve kusurlar1 6ne c¢ikarirken,
yumusak 151k, bunun tam tersi bir sekilde aydinlattigi ylizeydeki piiriizleri daginik 1s1k 1gimlariyla
sarmalayarak en aza indirme egilimindedir demek miimkiindiir.

Sekil 2. Yumusak 151k (Yaitanes, 2022).

Is1gin sert ve yumusak nitelikleri senaryoyla baglantili bir kullanim saglandiginda anlatim yaratabilme
ozelligine sahiptir. S0z gelimi sert 151k piiriizleri ve yiiz hatlarin1 6ne ¢ikarabilme 6zelligi sayesinde bir
karakteri daha yash, daha yorgun ve bitkin, daha agresif gosterebilirken yumusak 151k bunun tam
tersini yaparak karakteri daha miilayim, gen¢ ve sevecen gosterebilmektedir. Bu anlatimlari tam
anlamiyla saglayabilmek i¢in tabii ki 151k ytiksekligi, renk sicakligi gibi unsurlar1 da hesaba katmak
gerekmektedir.
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Isigin yiiksekligini tanimlarken aydmlatilan kisinin gdz seviyesi ya da nesnenin tam orta noktasi
referans alinarak karsilik bulmaktadir ve bu baglamda g6z seviyesinden asagi yiikseklikten kurulan
1518a alt agi, goz seviyesinden yukarida kurulan 1s1k yiiksekligine st agi, tam goz seviyesinde kurulan
151k yiiksekligine de goz seviyesi (hizasy) yiksekligi ismi verilmektedir (Zettl, 2011, s. 31). Isik
yiiksekligini tam olarak ifade edebilmek i¢in analog saat kadranindan da yararlanilabilmektedir.
Ornegin saat 13:00 yiiksekliginden bahsedildiginde 15181n iist acidan geldigi dahasi net olarak ne kadar
ust agidan geldigi kolaylikla anlagilabilmektedir. Isigin {ist agidan, alt agidan ya da goz hizasindan
geliyor olmasi, hikayeye uygun kullanildiginda anlatima katki sunabilmektedir. Bu uygulama renk
sicaklig1 ve 15181 niteligiyle birlikte diisiiniildiigiinde tam olarak islevsel olabilmektedir.

Is1gin renk sicakligi, sahnedeki baskin 1sik renginin beyaz, mavi ya da kirmizi/turuncuya yakinliginin
Kelvin (K) degeri tizerinden 6l¢timii olarak karsimiza ¢ikmaktadir (Hurkman, 2014, s. 189). Teknik
olarak ortalama giin 15181 beyaz ve 5600 K degerinde oldugu kabul edilmektedir; bununla birlikte
Kelvin degeri diistiikce renk baskinligi kirmizi/turuncuya, Kelvin degeri arttikca renk baskinligi
maviye dogru degismektedir (Brown, 2022, s. 191). Renk sicakligit maviye dogru gittikge soguk
renklerden ve kirmizi/turuncuya dogru gittikce sicak renklerden soz ediyoruz demektir. Sahnenin
duygu durumuna dogrudan etkisi bulunan renk sicakligi, atmosfer yaratiminin en Onemli
unsurlarindandir.

Sekil 3. Aydinlatmanin anlatiya etkisi (Wright, 2017).

Yukaridaki iki gorsel de ayni filmin farkli sahnelerinden almmustir. Ustteki gorselde karakter zor bir
durumun i¢indedir ve karamsar bir havadadir, aydinlatmasi1 da bunu destekler nitelikte yapilmis ve sert
151k kullanilarak yiiz hatlar1 vurgulanmis, karakter yorgun ve yaslanmig gosterilmis, iist agidan gelen
151k sayesinde gozler golgede birakilmis ve belirsizlik, umutsuzluk duygusu pekistirilmistir. Bunun
yaninda alttaki gorselde karakter esiyle igten bir sohbette goriilmektedir. Bu duygu durumu goz
onilinde bulundurularak yumusak 151k tercih edilmis ve karakterin yiiziindeki huzur ve miilayim tavir
desteklenmis, 151k g6z hizasindan vurularak gozlerin agik ve net sekilde goriilmesi saglanip giiven
duygusu desteklenmistir. iki gorselde de goriilebildigi gibi 15181n niteligi, yiiksekligi ve renk sicaklig
bir arada kullanildiginda aydinlatmanin anlatiy1 desteklemesi miimkiin olmaktadir.

<Y
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Aydinlatmayla ilgili kavramlara goz atildiginda; genel goriintiiniin aydinlik hissi verdigi, karakterlerin
ve ortamin aydinlatma oraninin birbirine yakin oldugu, yiliksek siddette ve diiz denilebilecek bir
aydinlatma yontemiyle aydinlatildigi high key aydinlatma, goriintii iginde birkag alanin iyi
aydmlatildigi fakat derin golgelerin sahne iistiinde baskinlik kurdugu, konu ve ortam arasindaki

aydinlatma orami farkinin yiiksek oldugu low key aydinlatma kavramlari karsimiza c¢ikmaktadir
(Kodak, 2003, s. 28).

Aydilatma uygulamalarinda kullanilan anahtar 1s1k?, dolgu 151K°, arka 151k*, fon 15181°, siywran 1s1k®,
yan 151k’ gibi kavramlar siklikla karsilasabilecegimiz kavramlar arasindadir. Anahtar 1s1k aydinlatilan
konunun temel sekil ve hatlarim ortaya c¢ikartan temel 151k kaynagi, dolgu 151k anahtar 15181n
olusturdugu golgeleri yumusatan ve dolduran 151k kaynagi, arka 1s1k konuyu fondan ayiran ve derinlik
katan 151k kaynagi, fon 15181 fonu aydinlatarak derinlige katki saglayan 1sik kaynagi, styiran 1s1k
arkadan ve genellikle alt agidan gelerek bir taraftan konuyu siyiran 151k kaynagi, yan 11k konunun sag
ya da sol yanindan gelen 151k kaynagi olarak tanimlamak miimkiindiir (Zettl, 2011, s. 37, 38). Genel
anlamiyla aydinlatma bigimlerine bakildiginda ise Temel Aydinlatma®, Diiz Aydinlatma®, Chiaroscuro
Aydinlatma ve bu aydinlatma kategorisi altinda Rembrandt Aydinlatma, Cameo Aydinlatma ve Siliiet
Aydnlatma tiirleri goriilmektedir.

Temel Aydinlatma, U¢ Nokta Aydinlatma da denilen ve anahtar 151k, dolgu 151k ve arka 151k olacak
sekilde i¢ 1s1k kaynagiyla kurulan bu aydinlatma bicimi genel hatlariyla klasik bir roportaj
aydinlatmasidir demek miimkiindir. (Mamer, 2009, s. 253, 254).

Arka Isik
(Back Light)

il
S

}——
/
/
A t5
Anahtar Igik Dolgu Igik

Sekil 4. Temel aydinlatma®®.

2 Key light.

3 Fill light.

4 Back light.

5 Background light.

6 Kicker.

7 Side light.

8 Three Point Lighting.

9 Flat Lighting.

10 Sekil 4, Sekil 22, Sekil 24, Sekil 26, Sekil 28 ve Sekil 30; Shot Designer programinda yazar tarafindan olusturulmustur.
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Sekil 5. Anahtar 151k,

Sekil 6. Anahtar 1s1k ve dolgu 1s1k.

1 Sekil 5, Sekil 6 ve Sekil 7; Blender programinda yazar tarafindan olusturulmustur.
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Sekil 7. Anahtar 151k, dolgu 11k ve arka 1gik.

Diiz Aydinlatma, goriintiiniin tamaminda homojen bir 11k dagilimi goriilen ve yumusak 11k
kaynaklariyla yapilan aydinlatma bigimidir (Zettl, 2011, s. 44-46).

Sekil 8. Diiz aydinlatma (Andersson, 2014).

Chiaroscuro Aydinlatma, kelime olarak aydilik ve karanlik anlamima gelmekte, aydinlik alanlar
oldugu kadar keskin golgeler de icermektedir ve bu aydinlatmanin temel amaci olusturdugu aydinlik
ve karanlik bolgelerle gozii kadrajda dolastirmak, mekani sadelestirip mekan duygusunu
yogunlastirarak mekanin ve nesnelerin ii¢ boyutlu dogalarin1 ortaya ¢ikarmak, sahneye derinlik ve
dramatik bir yogunluk kazandirmaktir demek miimkiindiir (Zettl, 2011, s. 38). Chiaroscuro
Aydinlatma kendi iginde Rembrandt, Cameo ve Siliiet olmak {izere ii¢ bagliga ayrilmaktadir.

Rembrandt Aydinlatmanin en belirgin karakteristik 6zelligi; sahnedeki belirli bdlgelerin bilingli ve
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secici bir sekilde aydinlatilirken belirli bélgelerin golgede birakilmasi, 1s1k-golge gegislerinin keskin
olmasi fakat kisilerin iistiindeki kendi golgelerinin yani bagli golgelerinin gegislerinin bir Olciide
yumusatilabilecek kadar da dolgu 151k bulunmasidir demek miimkiindiir (Zettl, 2011, s. 42).

Sekil 9. Rembrandt aydinlatma (Ceylan, 2014).

Cameo Aydinlatma, konunun aydinlatilip fon ve mekansal alanlarin tamamen karanlikta kaldigi,
gblgelerin sadece aydinlatilan konunun tizerinde goriilebildigi aydinlatma bi¢imidir (Vardar, 2012, s.
56).

Sekil 10. Cameo aydinlatma (Dominik, 2007).

Siliiet Aydinlatma, Cameo aydmlatmanin tersine konunun tamamen karanlikta kaldigi ve fon ya da
mekanin aydinlatildigi aydinlatma bigimidir (Zettl, 2011, s. 46).
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Sekil 11. Siliiet aydinlatma (Ceylan, 2023).

Atmosfer Yaratiminda Renk

Renk, bir sahnedeki duygu durumunu ve seyircinin bu sahneyi algilayisini dogrudan etkileyebilen ana
unsurlardandir. Her seyden once renk, duyularla ilgilidir ve rengin insan iizerinde psikolojik bir etkisi
s6z konusudur (Holtzschue, 2011, s. 2) Bir sahnenin atmosfer kurulumu i¢in bu denli énemli olan renk
unsuru, hem sanatsal bir hikaye anlatma araci, hem de karmasik teknik bir konu olma ozelligi
tasimaktadir (Brown, 2022, s. 190). Bu nedenle ilk olarak renkle ilgili teknik tanim, kavram ve
kategorilere gz atmak 6nem tagimaktadir.

Renk tamamiyla 1518a ait bir kavramdir, gozlerimiz nesnelerden yansiyan veya sivilardan gecen 1s181in
belli bir dalga boyunu ya da dalga boylarinin karisimimni algiladiginda renkleri gorebiliriz (Zettl, 2011,
s. 53). Beyaz 1s1k cam bir prizmadan gegirildiginde, goriilebilir spektrum denilen ve 380 ile 720 nm
arasinda yer alan; kirmizi, turuncu, sari, yesil, mavi, ¢ivit rengi ve mor renklere ayrilmakta bu da rengi
gorebilmemizin ana nedeninin 15181 varligi oldugunu kanitlamaktadir, sirf bu yilizden tiim 1siklar
kapali oldugunda c¢evremizdeki tiim nesneler siyah goriilmektedir (Holtzschue, 2011, s. 19)
(Middleton, 2018, s. 17).

Renkle ilgili temel kavramlara bakildiginda karsimiza; kirmizi, yesil gibi rengin ismi ya da kimligini
belirten renk 6zii'?, rengin goreceli parlaklik ya da koyulugunu belirten renk degeri® ve renk
yogunlugu, canlihg ya da soniikliigiinii belirten satiirasyon/chroma™ gibi kavramlar ¢ikmaktadir
(Holtzschue, 2011, s. 69).

Renkler simiflandirilmak istenildiginde renklerin birbirleriyle olan iligkilerini gdrsel bir sekilde sunan
renk carki®® karsimiza ¢ikmaktadir (Middleton, 2018, s. 20).

12 Hye.

1B Value.

14 Saturation.
15 Color wheel.
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YELLOW

primary

YELLOW ORANGE

lerliary

YELLOW GREEN _o

terbiary

GREEN ORANGE

secondary secondary
RED
BLUE GREEN ORANGE
tertiary tertiary
BLUE g RED
primary primary
BLUE VIOLET RED VIOLET

terliary terbiary

VIOLET

s¢cconaary

Sekil 12. RYB renk ¢arki (Hoser, 2018, s. 344).

Ana Renkler's, Ara Renkler” ve Ugiinciil Renkler'® kullanilan teknolojiye gore farklilik gdsterebilen
renklerin smiflandirilma seklidir; bu teknoloji 151k, resim ve baski olarak ayrildiginda, 1s1k igin;
goriintiilendiginde siyah goriinen fakat transparan bir temeli baz alan ve beyaz rengi elde edilebilmek
i¢in ana renkleri eklemek gereken Katmali Renk Sistemi®, resim ve baski igin beyaz bir temeli baz
alan ve beyazi elde edebilmek i¢in ana renkleri ¢ikartmak gereken Cikartmali Renk Sistemi?® karsimiza
¢ikmaktadir ve ana renkler 151k ve sinema i¢in kirmizi, yesil, mavi iken, resim i¢in sar1, kirmizi, mavi,
baski iginse camgdbegi?!, macenta, sar1 ve siyahtir (Hoser, 2018, s. 343). Ara Renkler ve Ugiinciil
Renkler kavramlarina bakildiginda iki ana rengin dogrudan karistirilmasiyla elde edilen renge ara renk,
bir ana renk ile bir ara rengin karistirilmasiyla ortaya ¢ikan renge de iigiinciil renk denilmektedir
(Middleton, 2018, s. 21, 22).

Bir sinema filminde renklerin birbirleriyle olan iligkisi ve hangi renklerin birlikte uyumlu oldugu
bilgisi 6nem tasimaktadir. Bu sebeple standartlagtirilmig belli bagli renk uyum semalar1 bulunmaktadir.
Tamamlayict Renkler® semasi, renk garkinda sectigimiz bir rengin tam karsisinda yer alan renk o
rengin zitt1 kabul edilir ve birlikte kullanilan bu iki renk birbirinin tamamlayici rengidir (Middleton,
2018, s. 24).

16 Primary colors.

17 Secondary colors.

18 Tertiary colors.

19 Additive color system.

20 Subtractive color system.
2 Cyan.

22 Complementary colors.
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Sekil 13. Tamamlayici renkler (Middleton, 2018, s. 24).

Béliinmiis Tamamlayict Renkler® semast; birbirinin tamamlayicisi iki renkten bir taraftakinin alimip
onun sagindaki ve solundaki renklerin secildigi ve bu iki renge karsidaki tamamlayiciyr da dahil

ederek li¢ rengin herhangi bir tasarimda kullanildigi renk uyum semasidir demek miimkiindiir
(Middleton, 2018, s. 27).

SPLIT-COMPLEMENTARY
COLORS

Sekil 14. Boliinmiis tamamlayici renkler (Clark, 2020).

Tek Renk Uyumu?* bir rengin farkli renk degerleri yani 1giklilik farklarini ifade eden tonlarinin

2 gplit-complementary colors.
24 Monochromatic colors.
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kullanildig1 renk uyumu semasidir; 6rnegin yesil rengi sectigimizi varsayalim bu durumda yesilin bir
ton koyusu ya da bir ton agig1 gibi farkli tonlarla yapilacak bir tasarim tek renk uyum semasina uygun
olacaktir (Clark, 2020).

MONOCHROMATIC
COLORS

Sekil 15. Tek renk uyumu (Clark, 2020).

Paralel Renkler®® semasinda, renk garkinda yan yana yer alan renkler bu gruba girmektedir; 6rnegin
turuncu ve sar1 rengin bir arada kullanilmasi bu uyuma 6rnektir (Middleton, 2018, s. 25).

Sekil 16. Paralel renkler uyumu (Clark, 2020).

Uclii Renkler’® renk carkinda eskenar bir iiggen olusturacak konumlarda bulunan ii¢ rengin
se¢ilmesiyle saglanan renk uyum semasidir (Middleton, 2018, s. 25).

% Analogous colors.
2 Triadic colors.

442

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License




The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.429-457
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Sekil 17. Uglii renkler uyumu (Clark, 2020).

Dértlii Renkler® veya Cift Tamamlayict Renkler® olarak da ifade edilebilen renk uyum semast, iki
tamamlayici renk ciftinin renk carkinda bir dortgen olusturacak sekilde segilmesi ve kullanilmasidir.
(Middleton, 2018, s. 27).

TETRADIC Q'

COLORS
-

a¥

Sekil 18. Dortlii renkler uyumu (Clark, 2020).

Bir sahnedeki genel duygu durumunu yoénlendirmek ve dolayisiyla anlatiyr desteklemek amaciyla,
aydinlatma ya da renklendirme asamasinda sahnenin genel rengiyle ilgili birgok tercih ve diizenleme
yapilmaktadir. Bu diizenlemeler genel atmosferi olustururken seyircinin algisimt da karakterlerin
saglig1 ve cekiciligi, bir yemegin lezzetli goriiniip gorlinmedigi, giinlin hangi saati oldugu ve havanin
nasil oldugu gibi bir¢cok bilgi baglaminda manipiile etme sansina sahiptir (Hurkman, 2014, s. 187).
Asagidaki 6rnekte ayni sahnenin iki farkli renklendirme tercihleri goriilmektedir ve basit bir genel
renklendirme tercihiyle {iistteki gorselde daha sicak tonlar kullamilarak sakin, huzurlu bir sabah
atmosferi yaratilirken diger gorselde soguk tonlarin kullanimiyla bunun tam tersi bir etki yaratabildigi
goriilebilmektedir. Bu anlamda rengin atmosfer yaratimia dogrudan etki edebilen bir unsur oldugunu
s0ylemek miimkiindiir.

27 Tetradic colors.
28 Double complementary colors.
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Sekil 19. Renklendirme tercihinin atmosfere etkisi (Hurkman, 2014, s. 187).

Atmosfer Yaratiminda Ozel Efekt?® ve Gorsel Efekt*

Bir filmi olusturan ve atmosferin yaratimina katki saglayan 6gelerden olan 6zel efekt ve gorsel efekt
kavramlarmin dncelikle ayrimimi yapmak ve simirlarini ¢izmek nem arz etmektedir. Ozel efekt; set
ortaminda ¢ekim sirasinda fiziksel olarak yapilan sis, yagmur, patlama, ¢ekim sirasinda kullanilan
canavar, dinozor vb fiziki maketlerin tamamina verilen isim olarak karsimiza ¢ikarken, gorsel efekt;
cekim sirasinda gorsel efekt yapilacagi ongoriilerek ¢ekilmis goriintiiler iizerine ¢ekim sonrasi yani
post prodiiksiyon asamasinda bilgisayar ortaminda eklenen yagmur, sis, patlamalar, fon degistirme
gibi yesil/mavi perde eklemeleri diger bir deyisle dijital birlestirmeler®! gibi 6gelere verilen isim olarak
karsimiza ¢ikmaktadir (Byrne, 2009, s. 3). Bu baglamda kisiler {izerinde plastik makyajla yapilan
cesitli yara, yliz degistirme; 6rnegin canavar ya da yaratik makyajlar1 gibi uygulamalar da 6zel efekt
kategorisine girmektedir. Bunun yaninda bu uygulamalar uygun c¢ekim kosullarinda c¢ekilerek
bilgisayar ortaminda yapiliyorsa bu sefer gorsel efekt kategorisinde degerlendirmek gerekecektir.

Asagidaki 6rnege bakilacak olursa ozel efekt veya® gorsel efektlerin en basit uygulamasi olarak
kullanilan sis®® katmaninin bir sahnenin atmosferine ve anlatimina saglayabilecegi katkiyr gdrmek
miimkiindiir. Bu 6rnekte biiyiik ihtimalle sette yapildigi belli olan sis efektini 6zel efekt olarak kabul
etmek mimkiindiir. Senaryo geregi bir kalede gegen bu sahnede sis efekti atmosferik perspektif
saglayarak arka planin git gide azalan satiirasyon ve kontrast degerleri sayesinde mekanin biiyiik bir
kale oldugu duygusunu yaratmis, karakterler arasindaki diyaloglar1 ve dolayisiyla sahneyi gizemli ve
kasvetli bir hale biiriindlirmiistiir. Bu baglamda 6zel efekt ve gorsel efektler bir sahnede atmosferi
yaratici unsurlar arasinda 6nemli bir yerde durmaktadir demek mimkiindiir.

29 Special effects.

%0 Visual effects.

1Digital compositing.

32 Sette mi post prodiiksiyonda m1 yapildigina bagh olarak.
% Haze.
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Sekil 20. Sis efektinin sahne atmosferine katkis1 (Peristere, 2024).

YONTEM VE BULGULAR

Bu c¢alismanin temel amaci, bir sinema anlatisinda sahne duygusunun nasil yaratildigin1 ve atmosferin
sahneye nasil bir katki sunabilecegini 6rnek uygulamalar iizerinden incelemektir. Bu ana amag
dogrultusunda asagida siralanan alt amag sorular1 i¢in de cevaplar aranmaistir.

1) Atmosferi olusturan teknik unsurlar amaca ulagmak adina birbirleriyle nasil bir etkilesim
icindedirler?

2) Atmosferi olusturan unsurlar arasinda temel ve yan unsurlar diyebilecegimiz bir ayrim yapilabilir
mi?

Calisgmanin sinirliligina bakildiginda; ¢alisma kapsaminda 6rnek uygulama niteliginde fotograf
caligmalart yapilmis ve ayri bir arastirma konusu olabilecek nitelikteki ses unsuru ¢alisma kapsami
disinda birakilmaistir.

Bulgular kisminda atmosferde yaratilmak istenilmis duygu durumlar iizerinden tanimlar yapilirken
kullanilan; kasvetli, sikintili, i¢ sikintisi veren anlaminda, gizemli, ¢oziilemeyen, muglak duygular
yaratan anlaminda, tekinsiz, giiven vermeyen ve huzursuz hissettiren anlaminda, sakin ise rahatsiz
etmeyen ve dinginlik veren anlaminda kullanilmaktadir.

Caligma icin ¢ekilen fotograflar incelenirken yaratilan sahnenin; aydinlatma, renk, sa¢/makyaj,
kostiim, mekan, 6zel/gorsel efekt 6zellikleri baglaminda kategoriler olusturulmus ve bu kategoriler
altinda hem g¢aligmanin temel amaci dogrultusunda incelemeler yapilmis hem de bu unsurlarin biitiinii
yaratmak adina nasil kuruldugu/kullanildigi; aydilatma krokisi, teknik detaylar tablosu gibi yardimci
araclarla aciklanmistir.

Caligmanin yontemine karar verilirken; ne ve nasil sorularina odaklanmasi, ele aldigi konuyu
anlamaya caligmasi ve arastirma faaliyetinin sonucu baglaminda ele aldigi konunun gergekligini
oldugu gibi tanimlamak amac1 giittiigii (Kiimbetoglu, 2015, s. 34) g6z onilinde bulundurularak ‘Nitel
Arastirma Yontemi’ tercih edilmistir. Calismanin analiz asamasi igin tercih edilmis olan ‘Nitel igerik
Analizi’nde ise temel amacin toplanan verileri agiklayabilecek kavramlara ve iliskilere ulasmak, elde
edilen verileri tanimlamak ve verilerin iginde sakli bulunan gercekleri ortaya cikarmak olmasi
(Yildirim, Simsek, 2016, s. 242) bu analiz yonteminin ¢aligmayla ve calismanin amaciyla uyumlu
oldugu diislincesini olusturmustur. Bunun yaninda; ¢alismanin uygulamaya dayanan yapisinin, siire¢
boyunca analiz ve veri olusturma asamalarinin i¢ ice gecebildigi bir esneklige sahip olan ‘Nitel igerik
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Analizi’ (Kiimbetoglu, 2015, s. 151) ile uyumluluk gosterecegi diisiiniilmektedir. Son olarak ‘Nitel
Icerik Analizi’ sayesinde eldeki verilerin kategorilere ayrilarak, asamali, sistematik, detayl bir sekilde
denetim ve incelemesinin yapilabiliyor olmasinin (Mayring, 2011, s. 117) ¢calismamizin amag, kapsam
ve yapistyla uyumluluk i¢inde oldugu disiiniilmektedir.

Uygulama 1

Sekil 21. Atmosfer yaratimi uygulama 134,

Sekil 21°de verilmis olan uygulamada; ‘Siliiet Aydmlatma’nin tercih edilmis olmasi sebebiyle aydinlik
ve karanlik alanlar arasindaki kontrastin yiiksek olmasi ve low key aydinlatma diyebilecegimiz los bir
aydinlatmanin kullanilmig olmasi 6ne ¢ikan aydinlatma 6zellikleridir. Yalnizca yumusak karakterli bir
fon aydinlatmasi kullanilmis olmasi sebebiyle karakterin siliiet halini almas1 ve kompozisyona derinlik
kazandirilmis olmast 6ne ¢ikan diger aydinlatma O&zellikleridir. Sahnenin renk 6zelliklerine
bakildiginda; orta/orta Ustii satiirasyondaki mavi tonlar Oone ¢ikmakta, mavinin farkli tonlariyla
olusturulan renk semasi ise Tek Renk Uyumu olusturmaktadir demek miimkiindiir. Sahnede kullanilan
sa¢/makyaj unsuru, kullanilan aydinlatma tercihi sebebiyle goriilememektedir fakat siliiet goriintiiden
anlagilabildigi gibi saglarin daginik denilebilecek bir formda birakildigini sdylemek miimkiindiir.
Karakterin kostiim o6zelliklerine bakildiginda; yanlardan kusaklarmin sallandigi goriilebilen bir
sabahlik tercih edilmistir. Sahnenin mekan o6zelliklerine bakildiginda; karakterin pencereden gelen
1sikla aydinlanan bir koltuk 6niinde, dar bir alanda ¢igeklerle sarmalanmig olarak ayakta durdugu
goriilmektedir.

Bu 6rnek uygulama diger bes uygulamayla karsilastirildiginda karakterin goriinmiiyor olusu ve bu
baglamda oyunculuk, kostiim, sag/makyaj gibi unsurlarin olabildigince degerlendirme disinda kalmasi
sebebiyle atmosferin temel duygusunu olusturan ana unsurlarin Oncelikle aydinlatma, sonrasinda
renk/renklendirme ve son olarak da mekan/dekor oldugunu sdylemek miimkiindiir. Bu uygulamada
siliiet olarak goriinen karakter hem bu 6zelligi sayesinde, hem kadrajin ortasinda yer almasi sayesinde,
hem de Tablo 1’de goriilebildigi lizere 35mm gibi genis acil1 bir lensin tercih edilmis olmasi sayesinde

34 Sekil 21, Sekil 23, Sekil 25, Sekil 27, Sekil 29; yazar tarafindan gekilmistir.
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kadrajin deforme olmasi saglanmig ve orta kisma dogru hafif bir bombelenme etkisi yaratarak
karakteri ilgi odagi yapmustir. lgi odag1 olan bu karakterin siliiet halinde olmasi ve gdriinmiiyor

olmasi da gizemli atmosferi olusturan ana etken olmustur demek miimkiindiir.

Isik 1
Kamera
Sekil 22. Uygulama 1 aydinlatma krokisi.
Tablo 1. Uygulama 1 ¢ekim ozellikleri.
Lens Odak Uzakhi Diyafram Shutter 1SO
Zeiss Distagon T* 35mm 2.8 1/80 400
35mm £/2.0 ZE

Atmosfer: Gizemli.
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Uygulama 2

Sekil 23. Atmosfer yaratimi uygulama 2.

Sekil 23’teki uygulamada; ‘Rembrandt Aydinlatma’nin tercih edilmis olmasi sebebiyle aydinlik ve
karanlik alanlar arasindaki kontrastin yiiksek olmasi ve low key aydinlatma diyebilecegimiz los bir
aydinlatmanin kullanilmis olmasi 6ne ¢ikan aydinlatma 6zellikleridir. Kameranin konumuna gore sol
taraftan karaktere vuran yumusatilmis 1s1tk kaynagi Key Light niteligi tasimaktadir. Karakterin
arkasinda bulunan pencerenin ve kapali balkonun fon 15181 yardimiyla aydinlatilmis olmasi, koltugun
iizerine diisen ve nitelik olarak sert 151k oldugu goriilen 1518in karakteri fondan ayirmasi ve sahne
derinligine katki sagliyor olmasi 6ne ¢ikan diger aydinlatma &zellikleridir. Sahnenin renk 6zelliklerine
bakildiginda; orta satiirasyondaki mavi tonlar 6ne ¢ikmakta, mavinin farkli tonlartyla olusturulan renk
semast ise Tek Renk Uyumu olusturmaktadir demek miimkiindiir. Sahnedeki sa¢/makyaj uygulamasina
bakildiginda belirgin bir makyaj gorilmezken, saclarin dogal niteligiyle daginik denilebilecek bir
formda birakildigi, biyik ve sakallarin ise diizenli tarandigr goriilmektedir. Kostiim o6zellikleri
baglaminda; pijama, tisort ve sabahlik kullanildigi goriilmektedir. Sahnenin mekénsal 6zelliklerine
bakildiginda; dekor olarak simetrik bir bicimde dagitilmis ¢igekler ve karakterin ayrica elinde tuttugu
bir ¢igek goriilmektedir. Karakterin oturdugu ve iizerine golgeler diisen koltuk da 6nemli bir dekor
unsuru olarak 6ne ¢ikmaktadir.

Low key aydinlatmayla kurulan Rembrandt aydinlatma sayesinde odak, kadrajin merkezinde olan
karakterde toplanmis ve karakterin duruslar1 ve bakislar1 sahnenin tekinsizlik atmosferini pekistirici bir
nitelik saglamistir. Bu tekinsizlik ortamim soguk mavi renkler de desteklemektedir. Kurucu ana
unsurlar olan aydinlatma ve rengin yaninda tekinsizlik unsurunu tagiyan diger unsurlar ise kostiim,
mekan ve sa¢/makyaj olmustur demek yanlis olmayacaktir. Karakterin kostiimii, saglar1 ve dekorlar
evinde oldugu bilgisi iletirken normal sartlarda sakin, huzurlu ve giivenilir bir ortam olmas1 gereken ev
ortami karakterin oyunculuk baglamindaki durusuyla tezat olusturarak tekinsiz bir hava yaratmaktadir.
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Isk2

Isik 3

216 Difuzyon
+

Amerikan Bezi

Kamera
Sekil 24. Uygulama 2 aydinlatma krokisi
Tablo 2. Uygulama 2 ¢ekim 6zellikleri.
Lens Odak Uzaklifn Diyafram Shutter 1SO
Zeiss Distagon T* 35mm /5.6 1/80 800
35mm £2.0 ZE
Atmosfer: Tekinsiz.

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License




The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.429-457

Uygulama 3

Sekil 25. Atmosfer yaratimi uygulama 3.

Sekil 25’teki uygulamada; Rembrandt Aydinlatmanin tercih edilmis olmasi sebebiyle aydinlik ve
karanlik alanlar arasindaki kontrastin yiiksek olmasi ve low key aydinlatma diyebilecegimiz los bir
aydinlatmanin kullanilmis olmasi 6ne ¢ikan aydinlatma 6zellikleridir. Key Light olarak sert karakterli
bir 151810 ve Back Light olarak yumusak karakterli bir 1s18in tercih edilmis oldugu, pencere ve
perdelerin de fon 1s181yla aydinlatilarak kompozisyona derinlik kazandirilmig oldugu goriilmektedir.
Sahnenin renk 6zelliklerine bakildiginda; orta yogunlukta satiirasyon 6zelligi tagtyan mavi tonlar 6ne
¢ikmakta, mavinin farkli tonlariyla olusturulan renk semasi ise Tek Renk Uyumu olusturmaktadir.
Sahnedeki sag/makyaj uygulamasina bakildiginda belirgin bir makyaj goriilmezken, sag¢, biyik ve
sakallarin dogal niteligiyle dagimik denilebilecek bir formda birakildigi goriilmektedir. Kostiim
Ozellikleri baglaminda; karakterin sade bir tigort giydigi goriilmektedir. Sahnenin meékansal
ozelliklerine bakildiginda; dekor olarak biiyiik cins bir ¢igek kullanildigi goriilmektedir. Sahnenin
ozel/gorsel efekt oOzelliklerine bakildiginda, sette yapilmig olan ve o6zel efekt niteligi tasiyan sis
kullanilmis oldugu goriilmektedir.

Low key aydinlatmayla kurulan Rembrandt aydinlatma sayesinde sert 151k ve golgeli alanlar, karakterin
yiiziindeki golgeler, soguk tonlardaki renklendirme, kadrajin altindan kendini gdsteren ve 6zel efekt
olarak ele alinabilecek olan sis katmani, kadraj igindeki mekan ve dekor unsurlarmin tekdiizeligi
sahneyi kasvetli bir duyguya siiriiklemistir demek yanlis olmayacaktir.
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Sekil 26. Uygulama 3 aydinlatma krokisi.

Tablo 3. Uygulama 3 ¢ekim 6zellikleri.

Lens

Odak Uzakhf Divafram

Shutter

ISO

Sigma 24-70mm /2.8
DG OS HSM Lens

T0mm /3.2

1/80

Atmosfer: Kasvetli.
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Uygulama 4

Sekil 27. Atmosfer yaratimi uygulama 4.

Sekil 27°deki uygulamada; Rembrandt Aydinlatma’nin tercih edilmis olmasi sebebiyle aydinlik ve
karanlik alanlar arasindaki kontrastin yiiksek olmasi ve low key aydinlatma diyebilecegimiz los bir
aydinlatmanin kullanilmis olmasi 6ne ¢ikan aydmlatma ozellikleridir. Aydinlatma detaylarina
bakildiginda karakterin tam basinin dstiinden vuran bir tepe 15181 kullanilarak yiziiniin golgede
birakildig1t ve arka kismui aydinlatan bir fon 15181 kullamildigr goriilmektedir. Sahnenin renk
Ozelliklerine bakildiginda; orta satiirasyondaki mavi tonlar 6ne ¢ikmakta, mavinin farkli tonlariyla
olusturulan renk semasi ise Tek Renk Uyumu olusturmaktadir demek miimkiindiir. Sahnedeki
sa¢c/makyaj uygulamasina bakildiginda belirgin bir makyaj goriilmezken, saglarin dogal niteligiyle
dagimik denilebilecek bir formda birakildigi, sakal ve biyiklarin taranarak diizeltildigi goriilmektedir.
Kostiim 6zellikleri baglaminda; karakterin sade bir tisort ve sabahlik giydigi goriilmektedir. Sahnenin
mékansal ozelliklerine bakildiginda; dekor olarak karakterin dniinde ve arkasinda biiyiikli kiiciikli
cigekler kullanildig1 goriilmektedir.

Low key aydinlatmayla kurulan Rembrandt Aydinlatma ozelliklerini tagiyan 1s1k ve derin golgeler,
karakterin gozlerinin gdlgede birakilmasi gibi aydinlatma &zellikleri sahnede olusturulmak istenilen
tekinsizlik duygusunu olusturan en &nemli unsur olarak aydinlatmayi One ¢ikarmaktadir. Bunun
yaninda soguk renkler ve kadrajda yer yer siliiet halinde birakilan ve tedirgin edici figiirler haline
doniisen dekorlar da bu duyguyu pekistirici bir nitelik tasimaktadir. Son olarak oyuncunun bakislar1 da
bu atmosferi destekleyici bir katman olarak kendini gostermektedir.
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Sekil 28. Uygulama 4 aydinlatma krokisi.

Tablo 4. Uygulama 4 ¢ekim ozellikleri.

Lens Odak Uzakhh Diyafram Shutter 1SO
Sigma 24-70mm 2.8 48mm /4.0 1/100 640
DG OS HSM Lens

Atmosfer: Tekinsiz.
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Uygulama 5

Sekil 29. Atmosfer yaratimi uygulama 5.

Sekil 29°daki uygulamada Rembrandt Aydinlatma’nin tercih edilmis olmasi sebebiyle aydinlik ve
karanlik alanlar arasindaki kontrastin yiiksek olmasi ve low key aydinlatma diyebilecegimiz los bir
aydinlatmanin kullanilmis olmasi 6ne ¢ikan aydmlatma ozellikleridir. Aydinlatma detaylarina
bakildiginda arkadaki pencerelerin fon 15181 ile aydinlatildigi, karakterin basimnin iistiinde ve elindeki
¢icegin list kisimlarinda yogunlasan bir tepe 15181 kullanildig1 ve karakterin yiiziinlin yumusak bir 151k
aldig1 goriilmektedir. Sahnenin renk &zelliklerine bakildiginda; orta satiirasyondaki mavi tonlar 6ne
¢ikmakta, mavinin farkli tonlariyla olusturulan renk semasi ise Tek Renk Uyumu olusturmaktadir
demek mimkiindiir. Sahnedeki sag¢/makyaj uygulamasina bakildiginda belirgin bir makyaj
goriilmezken, saglarin daginik denilebilecek bir formda birakildigi, sakal ve bryiklarin taranarak
diizeltildigini sdylemek miimkiindiir. Kostiim o6zellikleri baglaminda; karakterin sade bir tigort ve
sabahlik giydigi goriilmektedir. Sahnenin mékansal 6zelliklerine bakildiginda; dekor olarak karakterin
elinde tuttugu kiiciik bir ¢icek goriilmektedir.

Sahnede yaratilmak istenilen sakinlik duygusunu low key aydinlatmayla kurulan Rembrandt
aydinlatmanin 151k ve gdlgelerinin diger uygulamalarla kiyaslandiginda genelde tam tersi bir amagla
kullanilmis olmasina ragmen karakterin gozlerinin goriilebilecegi sekilde yumusak 1sikla aydinlatilmig
olmasi1 amaca hizmet eden bir nitelik tasimaktadir demek miimkiindiir. Bunun yaninda sakin bir ev
ortami hissi veren kostlim, sa¢ ve sakallarin diizenliligi, mekansal unsurlarin tekdiizeligi, ev ortamina
ait bir dekor olarak karakterin elinde tuttugu cigek ve gece hissi veren renklendirme unsuru da sakin
atmosferi destekleyici niteliktedir. Son olarak karakterin bakiglarinin niteligi atmosferi olusturan tiim
bu unsurlarin nihai yoniinii belirleyerek sakinlik hissini desteklemektedir. Bunun yaninda lens
seciminin de bu atmosfere katki sagladigini sdylemek gerekir. Szgelimi; Tablo 5’te de goriilebilecegi
gibi 48mm gibi normal odak uzakligina ¢ok yakin bir odak uzakligi se¢ilmis olmasi mekanin dogal
haline sadik kalinmasina ve gorsel sapmalardan olabildigince uzak durulmasina, izleyicinin algisinin
optik bir deformasyon aracilifiyla sakinlik dis1 bir atmosfere yonlendirilmesinin 6niine gegilmesine
imkan saglamistir demek miimkiindiir.
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Isik 1
Isik 2
Reflektor (Strafor)
Kamera
Sekil 30. Uygulama 5 aydinlatma krokisi.
Tablo 5. Uygulama 5 ¢ekim ozellikleri.
Lens Odak Uzakhg Divafram Shutter ISO
Sigma 24-70mm £2.8 48mm /5.0 1/100 640
DG OS HSM Lens

Atmosfer: Sakin.

2 numarali ve 4 numarali uygulamalarda olusturulan tekinsizlik duygusu, karakterin yiiz
aydmlatmasinin farkli yapilmis olmasina ragmen oyuncunun durusu ve bakigini igeren oyunculuk
unsuru baglaminda ayni duyguyu vyaratabilmis ve bu da oyunculuk unsurunun atmosferi
yonlendirebilme 6zelligine bir 6rnek olarak 6ne ¢ikmistir. Bunun yaninda unsurlarin birbirleriyle
etkilesimi sonucunda istenilen etkiye farkli yollarla ulagilabildigi goriilmiistiir.

1 numarali ve 5 numarali uygulamalara bakildiginda genis ag¢ili ve normal acili lens kullanimi
sonucunda mekanmn doniistiiriilmesi, karakterin ve karakterin 151k 6zelliklerinin tasidigi duygunun
doniistiiriilmesi baglaminda atmosferi yonlendirici bir yan unsur olarak lens odak uzakliginin da
onemli bir yere sahip oldugunu sdylemek miimkiindiir. S6zgelimi 1 numarali uygulamada kullanilan
35mm odak uzakliginin hafif bir sekilde goriintiiye yaptigt bombe etkisiyle mekanin gercekliginde
ufak da olsa bir doniisiim yaratmis, merkezdeki siliiet karakteri 6ne ¢ikararak gizemli atmosfere katki
saglamig, buna karsit olarak 5 numarali uygulamada 48mm odak uzakligimin goriintiiye optik bir
deformasyon saglamamasi sayesinde mekanin gergcek goriintiisiine sadik kalarak sakin atmosferi
destekleyici bir nitelik tasimis oldugu goriilmektedir.
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SONUC

Sinema goriintiisiinde atmosfer yaratiminin incelenmis oldugu bu calismada alt1 adet 6rnek uygulama
tizerinden atmosferi yaratan unsurlar ve bu unsurlarin atmosfer yaratimina katkisi {izerinde
durulmaktadir. Yapilan uygulamalar 1s18inda; bir sinema anlatisinda atmosfer ve sahne duygusu
yaratilirken Oncelikle atmosferi yaratan unsurlarin, sahnede yaratilmasi amaglanan duyguya hizmet
edebilecek nitelikte olmasi 6nem tagimaktadir. Bu baglamda aydinlatma bigimi, 15181n karakteri, low
key-high key olarak isimlendirilen aydinlatma yogunlugu gibi unsurlarin belirlenmesi, soguk-sicak
renk hakimiyeti, renk semasi tercihi ve renk 0zii, satiirasyon gibi renk 6zellikleri iizerinde alinan
kararlar ve mekan-dekor, sa¢c/makyaj, kostiim, 6zel/gorsel efekt gibi unsurlarin amaca hizmet edecek
bir nitelikte tercih edilmis olmasi onemlidir. Bu noktada alt amag¢ soru climlelerinden ilki olan
Atmosferi olusturan teknik unsurlar amaca ulasmak adina birbirleriyle nasil bir etkilesim
icindedirler? sorusuna uygulamalar ve bulgular 1s18inda bir cevap vermek gerekirse; atmosferi
olusturan tiim unsurlar duyguya hizmet edecek bigcimde birbirleriyle etkilesim icindedirler demek
miimkiindiir. Bu noktada atmosferi yaratan unsurlarin etkilesimleri normal sartlarda tek baslarina
kullanildiklarinda yarattiklar1 anlamlar1 doniistiirebilme ve tam tersini ifade edebilme o6zelligine
sahiptir denilebilir. Calismanin diger bir ama¢ soru ciimlesi olan Atmosferi olusturan unsurlar
arasinda temel ve yan unsurlar diyebilecegimiz bir ayrim yapilabilir mi? sorusuna bulgular 1s18inda
bakildiginda; genel gecer oldugunu kesin bir dille ifade edememekle birlikte yapilan uygulamalar
sonucunda; aydinlatma, renk, mekan unsurlarinin ana unsurlar, sa¢/makyaj, kostiim, 6zel/gorsel efekt
gibi unsurlarin ise yan unsurlar oldugu kanaatine varilmigtir.

Calisma sonucunda baslangicta varsayimlar i¢inde bulunmayan ve atmosferi olusturan unsurlar i¢inde
sayamadigimiz bazi unsurlarin da atmosfere katkisi baglaminda o6ne ¢iktigi goriilmektedir. Bu
unsurlarin baginda oyuncunun hal, hareket, bakis, ifade ve mimiklerini kapsayan oyunculuk unsurunun
geldigini sdylemek miimkiindiir. Uygulamalar sayesinde goriilmiistiir ki oyunculuk, sahne duygusunun
algilanmas1 baglaminda 6nemli bir algi yonlendirici nitelik tasimaktadir. Baglangigta varsayimlar
icinde bulunmayan ve galisma sonucunda karsimiza ¢ikmis olan bir diger atmosfer unsurunun ise
mekani deforme ederek doniistiirebilme 6zelligi baglaminda lens odak uzakligi oldugunu séylemek
mimkiindiir.

Sinema gorintiisiinde atmosfer yaratimini ele almis oldugumuz bu ¢alisma atmosfer kavramini biitiin
detaylariyla ele alma ve bir sinema anlatisindaki yeri ve 6nemini agiklamaya muktedir nihai bir cevap
olma iddiasindan wuzaktadir. Elbette ki eksikleri vardir. Bu eksikler oOncelikle c¢aligmanin
sinirliliklarindan ileri gelmektedir. Sonrasinda, sinemanin sonu gelmez ve Ongoriilemez anlatim
olanaklar1 dolayisiyla bdyle bir iddiaya sahip olma ¢igliginden uzaktadir. Calismaya smirliliklar
dolayisiyla dahil edilememis olan kamera hareketleri ve ses tasarimi unsurlarinin da bu noktada
atmosfer yaratimina olan potansiyel katkilarinin altin1 ¢izmek, bundan sonra yapilabilecek ¢aligmalara
bir tavsiye olmasi bakimindan bu unsurlar iizerine yapilacak bir ¢caligmanin literatiire konuyla ilgili
biiytik bir katki saglayacagini belirtmek énemlidir.
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Abstract

The expanding influence of the internet and social media networks increasingly
digitizes individual representations. This digital universe, characterized by the
features of a productive network, fosters creativity while enabling a digitized
communication environment through accessible, fluid, easily transferable, and
adaptable content as a system. One of the most significant elements of this
digitalized shared space is internet memes, which generally consist of a
combination of textual and visual elements and function through repetition and
adaptation. The simultaneous release of the films Barbie and Oppenheimer on July
21, 2023, not only broke box office records but also sparked numerous debates,
giving rise to a new concept that originated among cinema audiences and gradually
influenced broader audiences. The term Barbenheimer, created by combining the
names of these two films, became a medium for digital self-presentation,
particularly on social media platforms such as Twitter (now X). Our research
focuses on the fluid and evolving nature of the relationship between internet
memes, visual communication, and digital self-presentation, based on a content
analysis of 250 tweets containing the keyword Barbenheimer and drawing on the
emerging literature.

Keywords: Internet Memes, Self-Presentation, Barbenheimer, Digital Self, Visual
Communication.

Oz

Internetin ve sosyal medya aglarmin her gegen giin genisleyen etki alani bireysel
temsillerin de dijitallesmesini beraberinde getirmektedir. Uretken bir agmn
ozelliklerini tagtyan s6z konusu ‘dijital evren’, yaraticilig1 tesvik ederken, bir sistem
olarak erisilebilir, akigkan, kolayca aktarilabilir ve uyarlanabilir igerikler eliyle
dijitallesmis bir iletisim ortamini miimkiin kilmaktadir. Bu dijitallesmis ortak alanin
en énemli unsurlarmdan biri de, genelde metin ve gorsel unsurlarin birlikteliginden
olusan, tekrarlar ve uyarlamalarla is géren internet memleridir. Ayni tarihte (21
Temmuz 2023) vizyona giren ve gise rekorlarmin yan sira birgok tartismay1 da
beraberinde getiren Barbie ve Openheimer filmleri, sinema izleyicileri ile baslayan,
giderek daha genis kitleleri de etkileyen yeni bir konseptin dogusunu saglamistir.
Her iki filmin isimlerinin birlestirilmesi ile olusan Barbenheimer ifadesi, basta
Twitter (X) olmak iizere sosyal medyada yapilan paylasimlarda dijital benlik
sunumunun aracist haline gelmistir. Calismamiz Barbenheimer anahtar sozciigiinii
igeren 250 adet Tweet iizerine gergeklestirilen igerik analizi ve gelismekte olan
literatiirden hareketle internet memleri, gorsel iletisim ve dijital benlik iliskisinin
akiskan ve degisen dogasina odaklanacaktir.

Anahtar Kelimeler: Internet Memleri, Benlik Sunumu, Barbenheimer, Dijital
Benlik, Gérsel Iletisim.


https://orcid.org/0000-0002-7145-5788

The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.458-475

INTRODUCTION

Digitized visual communication content is manifested in various ways on digital platforms such as
YouTube, Instagram, and Twitter (X), including the creation and viewing of video content,
communication through emojis and GIFs, and the sharing of original or re-produced photographs on
social networks. Indeed, it can be observed that visual elements have become dominant over textual
elements in the development of social networks. The ratio of text to visuals on social media has been
gradually shifting in favor of visuals each year (through photos, videos, GIFs, emojis, stickers, and
memes), with platforms like Instagram and Twitter (X), which are increasingly popular among both
ordinary users and professionals, playing a key role in this trend (Milosavljevi¢, 2020, p. 10).

Another element whose usage is increasingly rising within digital platforms and social networks is
internet memes, which generally consist of a short text and a visually reproducible image. Internet
memes emerged as a new format for expressing ideas on the web and have evolved from a simple form
of entertainment to a unique communication tool that reflects societal or personal emotions and
tendencies. Therefore, the need to analyze the purposes and effects of internet memes, which have
permeated nearly every corner of our online world, is steadily growing (Joshi et al., 2024, p. 1831).
Internet memes, as digital elements with common characteristics that spread across the web through
imitation and repetition, have become an inseparable part of digitized visual culture in recent years and
have garnered significant interest both in popular and academic contexts (Nissenbaum & Shifman, 2017,
p. 483).

The concept of the meme was first introduced in 1976 by biologist Richard Dawkins in his book The
Selfish Gene, which has been translated into Turkish as Gen Bencildir. In his work, which examines the
human species within the framework of biological and cultural evolution, Dawkins defines the term
meme as part of a gene-centered approach and characterizes it as a unit of cultural transmission. Derived
from the Greek root mimeme, which signifies an object of imitation and its action, the term was
simplified by Dawkins, much like the word gene, into a single syllable and evolved into the form meme.
Musical works, various thoughts and slogans, any architectural structure, or even a fashionable piece of
clothing can become widespread and turn into examples of memes. Just as genes propagate through
sperm or eggs from one body to another, memes proliferate through imitation. According to Dawkins
(2007, p. 200) memes should be considered not only as entities that replicate through imitation but also
as living beings that are technically capable of replication. Like any organism, memes can also change
depending on the environmental conditions in which they exist, and even propagate.

Although internet memes are often formed through the combination of text and visual elements, it is
observed that the visual element predominates over the text. Indeed, today, the term meme and its
various applications are widely used in the online environment, and they are often associated with
specific images that have become popular among online users, rather than being referred to Dawkins’
original definition. Consequently, with the rapid growth of forums, chat rooms, blogs, and various social
networks via the internet, the concept of the meme has acquired a new meaning. Memes have emerged
as a new form of digital communication and, while still related to Dawkins’ original concept of memes,
they have developed unique characteristics, such as modes of dissemination and rates of reproduction
(Diaz, 2013, p. 83). These memes are typically designs that can convey complex messages by
simplifying them, contain associative meanings, and are widely accepted, particularly due to their
humorous content. As a result, memes have become one of the most commonly used forms of online
visual communication. The visual content used in memes is often borrowed from other cultural forms,
such as TV shows, films, or popular news, and is constantly re-produced in this context (Milosavljevic,
2020, p. 11).

The simultaneous theatrical release of Barbie (2023), a fantasy comedy directed by Greta Gerwig and
Noah Baumbach, and Oppenheimer (2023), based on Kai Bird and Martin J. Sherwin’s Pulitzer Prize-
winning biography American Prometheus, has triggered a contemporary phenomenon whose effects are
also felt on digital platforms. Audiences have become divided over whether to choose one of the films
or which one should be watched first. This situation has not only led to approaches that prioritize one
film for various reasons but also highlighted and propagated a sense of being torn between the two. The
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term Barbenheimer, derived from the names of both films, has come to symbolize this condition, and
the texts and visuals created alongside this expression have opened the door to a new global trend.
Barbenheimer has become one of the most popular frameworks for internet memes to the extent that it
parodies and gamifies the contradictions and conflicts experienced by cinema audiences among
themselves and even within themselves (Figure 1).

Barbenheimer has functioned as a framework used by audiences and content creators to express their
approaches and personal preferences regarding two popular films. The Barbenheimer trend, which began
just before the films’ release, has shown itself to be a meme with the potential to spread across various
domains, particularly through the expression this is my Barbenheimer (Figure 2). People creating content
on digital platforms and social networks have repurposed this framework across a wide range of areas,
from fashion and friendship relationships to political preferences (Figure 3) and sports commentary.
Moreover, memes under the Barbenheimer title, while continuing to exist under this label, have also
become the subject of re-production using similar templates for films released on the same date after
these two, undergoing changes along the way (Figure 4).
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Figure 2. This is my Barbenheimer — Glicked | (11/11/2024).
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Figure 4. This is my Barbenheimer — Glicked 11 (24/11/2024)

Barbenheimer, as a template, has become a medium for its users and content creators to convey their
personal preferences, serving as a tool for self-presentation for those who produce or share
accompanying text and visuals. Emerging from cinema-related preferences, this trend has brought
individuals together in online spaces accessed through digital technologies. Digital networks and the
Barbenheimer framework have become a new platform for self-presentation -defined as the effort to
convey information about oneself and construct an identity aimed at a target audience by creating a
specific image in others’ minds (Guo & Duan, 2017, p. 237).

Erving Goffman’s conceptualization of self-presentation, developed in the late 1950s, continues to
provide opportunities for new research, particularly in the context of contemporary technologies and
individuals’ existence as representations constructed within networks. With the increasing use and
impact of visuality today, the concept of self-presentation -originally related to interpersonal
communication- has also undergone significant change. In the present day, subjects/actors articulate
their life practices, value systems, and norms within a given digital culture (Tutar, 2019, p. 491). As a
result, the producers and carriers of this individualized digital culture also become the subjects of digital
selves and their presentations. While Goffman’s concept of self-presentation, which likens everyday life
to a theatrical stage, has inspired academic writing on new representations in digital media, internet
memes have not been extensively explored within this framework. In the literature, existing studies have
focused on how memes are distributed, the speed of their dissemination, and their repetition, often
emphasizing the mapping of interactions rather than their relationship to self-presentation.

From the perspective of popular culture and approaches, internet memes are often unilaterally regarded
as ephemeral elements primarily associated with humor and entertainment (Milosavljevi¢, 2020).
Existing academic studies on internet memes in social media have primarily focused on analyzing their
spread over time and mapping their dissemination (Ling et al., 2021). However, these studies have
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largely overlooked the semantic content of memes, the preferences of users, and, consequently, their
role in self-presentation. Other studies have concentrated on identifying hate speech and misogyny
(Kielaetal., 2021), aiming to classify memes based on whether their intent is harmful. Yet, in doing so,
they have neglected the original context of each meme and the personal representational purpose of the
creator/user (Joshi et al., 2024, p. 183). Consequently, the examination of internet memes as digital tools
for expressing personal attitudes and preferences (and thus as significant visual culture artifacts for self-
presentation) remains insufficient.

Goffman conceptualized self-presentation as a creative performance within everyday life, integrating
dramaturgical elements. By utilizing terms such as performance, actor, audience, stage, backstage, and
setting, his perspective on self-presentation aims to explain the complexity of social interaction through
structural determinants. In this context, the self-presentation that finds its place within internet memes
is also produced alongside certain elements that set the stage. An internet meme, emerging from a
previously created and shared general framework that has evolved into a trend over time, is re-produced
through unique interventions. A key characteristic of a popular internet meme in the digital interaction
space is that, while it may be derived from an imitation, it can also serve as the starting point for further
reproduction. Individual contributions to this reproduction are invariably tied to a general text (e.g., This
is my Barbenheimer) and visual form, or even aesthetic elements (such as the pink-and-black contrast
in the Barbenheimer).

Our study aims to analyze the background of how the Barbenheimer framework was constructed,
focusing first on the two films central to the phenomenon and the dilemmas they represent and
popularize. Furthermore, the study presents findings from a content analysis of how these dilemmas
were reflected and to what extent they appeared on the Twitter (X) platform. For this purpose, a total of
250 tweets containing the term Barbenheimer between July 2023 and December 2024 were examined.
Binary oppositions and their associated topics (such as cinema, music, politics, sports, and gaming) were
categorized.

THE PRESENTATION OF DIiGITAL SELF AND MEMES

Goffman, in his work The Presentation of Self in Everyday Life (2016), asserts that social relationships
and interactions provide a foundation for individuals to share and reproduce their desired self-image.
The process of constructing a self and its image depends on social interactions and the strategies
employed within these interactions. Individuals engage in efforts to present themselves in a particular
way and leave a specific impression in social relationships to control others’ reactions and elicit positive
feedback. This effort, whether conscious or unconscious, verbal or non-verbal, bears similarities to a
theatrical stage where actors and actresses perform their roles. Life is akin to a stage where people
behave differently in various social contexts, just as actors portray distinct characters. Although often
unplanned and composed of more spontaneous elements and reactions, social interactions in daily life
can be understood as a performance enacted on this stage (Goffman, 2016, pp. 13-16).

In the stage of social relationships, the individual, acting as a performer, strives to create a specific
impression on others during interactions (Goffman, 2016, p. 29). The performer, seeking the desired
response from their audience or interactants, acts in accordance with the role they have adopted.
Goffman refers to this act or activity as a performance and emphasizes that the presentation of self in
social interactions has a calculated and strategic nature. Individuals exhibit carefully crafted behaviors
to create the desired impact on others and gain acceptance. This theory provides a significant perspective
for understanding how individuals act as performers in social life and how social interactions possess a
staged structure (Xu et al., 2024, p. 2). Performance, and therefore the presentation of self, involves not
only the individual presenting but also the audience of that presentation. The audience comprises those
who observe the performance, either directly or indirectly, face-to-face or through mediated
technologies (Birnbaum, 2008, p. 73). On the other hand, the primary determinants of a performance
cannot be assumed to be limited to the performer and the audience.

The stage -and even the off-stage or backstage- stands among the significant elements that partially or
profoundly shape an individual’s performance. The actions or strategies of the performing individual
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are fundamentally influenced by the key characteristics of the stage. Beyond the stage witnessed directly
by the audience, there is also the existence of the performer’s private or personal space, which constitutes
a backstage area. While presenting a performance to the audience on stage, the individual continues their
existence backstage or offstage, in a space outside the performance, where they may experience a greater
sense of freedom. Moreover, it is crucial to note that a stage does not exist in isolation but is
interconnected with other stages and the entirety of social performance. The stage and the
backstage/offstage intertwine and mediate one another, functioning as dualities that shape the
performance and, consequently, the presentation of self.

An individual’s self-presentation, which may appear or be perceived as personal, exists within social
contexts and is subject to their influence. Through the dramaturgical analogy, this indicates that the
performance enacted is shaped by the expectations and norms of the audience, the unique rules of the
theatrical stage, and the framework of the play being performed. In the contemporary era, where
identities are predominantly represented in virtual/digital realms, it becomes evident that the social
stage, in Goffman’s terms, has shifted to social media platforms and digital networks. This shift
necessitates an analysis not only of offline self and self-presentation but also of the distinctive
characteristics of digitalized self-presentation. One of the critical components of such an analysis is
undoubtedly the concept of the digital self.

In this day and age, the boundary between the offline self and its online reflection or extension -often
referred to as the digital self- has become increasingly blurred (Morva, 2016, p. 43). The online
individual, who designs or constructs themselves under the influence of established audiences or
followers on digital platforms, constitutes the central subject of digital self-presentation. The
conceptualization of the digital self provides a significant perspective for understanding how individuals
structure and maintain their relationships in digital communication through mental images and
perceptions.

Digital environments offer individuals the opportunity to create idealized identities and sustain
relationships through these identities (Zhao, 2005, p. 398). Broadly speaking, the digital self refers to
individuals’ online identities. It encompasses all the digital information produced by a person on the
digital platforms they use (Morva, 2016, p. 44). In the digital age, where content production has become
boundlessly widespread, this information includes personal emotions, attitudes, and expectations. The
digital self is the subject of an interactive presentation that not only involves the representation of the
body through various visuals but also incorporates numerous psychological processes.

The self possesses two distinct modes of existence and representation: one in the non-virtual/real world
and the other on digital platforms. However, the sharp distinctions between these modes increasingly
lose their validity, as the presentation of self predominantly becomes digitized. Consequently, the rigid
boundary between the real and the virtual dissolves. This indicates that identity and its online
representation, or the presentation of self, cannot easily be distinguished from everyday (real) practices
(Cover, 2016, p. 10). The literature on how internet users represent themselves, on the other hand,
primarily focuses on the physical presentation of the content creator, often analyzing selfies’ as a key
medium (Orekh et al., 2016; Brubaker, 2020). Yet, the conceptualization of the digital self generally
provides a framework that emphasizes an individual’s inner World (thoughts, emotions, and
preferences) rather than external attributes, such as height, weight, or appearance (Zhao, 2005, p. 398).
Another conceptualization related to the digital self and its presentation is the extended self, which
eliminates the boundaries between physical appearance and the offline or online realms. In addition to
consisting of representations of the self in relation to others (Roesler, 2008, p. 422), the presentation of
self today freely traverses digital platforms and the shared groups or spaces within them.

As in the myth of Prometheus, the concept of the extended self was once chained to pre-digital thinking
and the tangible world of objects. Today, however, the self’s limitless expansion across time and space
has become detached from the concrete world of people, places, and objects. This new perspective offers
a significant framework for understanding how individuals redefine and expand their identities in the
digital age (Belk, 2014, p. 133). Another key characteristic of the digital self, which extends beyond
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objective reality, lies in its reliance on certain popular narratives and contexts. The formation of the
digital self begins the moment individuals start narrating their experiences, self-describing, and sharing
their preferences or judgments with others online (Morva, 2016, p. 45). Digital environments provide
users with the opportunity to create narratives that incorporate textual, visual, and auditory technologies
or to enrich the digital self by producing new content within existing narrative frameworks.

In the context of the presentation of the digital self, internet memes point to a highly functional and
increasingly widespread trend within the framework of specific templates or, in our chosen analogy, the
stage. On the surface, internet memes may appear simple or insignificant, often perceived as trivial jokes
that circulate briefly before being forgotten. However, despite their lack of seriousness, memes represent
a distinctive product of contemporary digital culture and symbolize its core characteristics (Nissenbaum
& Shifman, 2017, p. 484). Moreover, the use of memes on the internet has grown so rapidly that it could
be argued that the term meme itself has transformed into a meme due to its constant repetition and
recurrence (Diaz, 2013, p. 83).

The emergence of visual communication forms on the internet has been prominently marked by memes,
particularly in the form of videos or photographs. Memes are primarily humorous caricatures and
imitations; however, as the visual representation of humor has become one of the most popular elements
of internet communication, these visuals have turned into trends in fields such as information, marketing,
politics, and even a form of art. The entertaining and simplified nature of memes makes them a medium
and a tool for visual communication that can be utilized for various purposes (Milosavljevi¢, 2020, pp.
10-11). It is therefore unsurprising to encounter memes in propaganda and political communication.
While humor serves as a fundamental building block of memes, the functions of these visual contents
extend beyond mere entertainment. They also cater to broader communication objectives, such as
message delivery, idea dissemination, mass mobilization, personal preferences, and self-presentation.
The fundamental characteristics that make internet memes an effective and popular form of social
visuality include imitation, originality, humor, simplicity, high semantic density, and the combined use
of text and visuals (Milosavljevi¢, 2020, pp. 11-12). These features highlight the coexistence of
seemingly contradictory elements. An internet meme functions within the fundamental trends,
templates, and stages shaped by the digital environment and culture, relying heavily on repetition. At
the same time, every internet meme must make an original intervention in prior content to attract a
sufficient audience or followers, thereby supporting self-presentation and personal performance.
Furthermore, an internet meme requires the ability to distinguish textual and visual components from
one another formally, while simultaneously creating cohesive meaning. Finally, for a meme to reach a
wide audience, it must possess a simple form while maintaining high semantic density through varied
repetitions. As demonstrated by the Barbenheimer example, a meme template or stage can be utilized
across vastly different contexts and may itself evolve into new trends, templates, or stages.

To gain a closer understanding of the contradictions discussed earlier and analyze the nature of internet
memes, the following sections will classify the Barbenheimer phenomenon and evaluate the coexistence
of fundamental oppositions. To this end, the analysis will first address the films Barbie (2023) and
Oppenheimer (2023), the origins of the trend, and the underlying contradictions that function as a
backdrop in their public reception.

FROM CINEMA TO DiGITAL PLATFORMS: BARBENHEIMER

The cinematic adaptation of Mattel’s globally renowned Barbie dolls, Barbie (2023), premiered
following numerous animated films and television programs. The film was named one of the top ten
films of 2023 by the American Film Institute and the National Board of Review, garnering significant
acclaim with 12 Grammy Award nominations and 2 Golden Globe nominations (ijsr, n.d., p. 1270).
Furthermore, released on the same date as Oppenheimer (2023), it achieved blockbuster status, gaining
attention both as a standalone feature and in comparison to Oppenheimer (2023). The film, closely
followed by academic circles, has particularly been the subject of analysis and critique within the
framework of feminism (Taskin & Inang, 2024; Houghton et al., 2024; Burke, 2023).

Greta Gerwig’s Barbie (2023) film reflects the influence of children’s imagination and toys on adult life,
as well as the unique significance of a toy representing a ‘strong woman’. However, beyond the story
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of an ordinary toy, the film’s narrative unfolds against a backdrop shaped by profound social issues and
contradictions. At first glance, the plot may appear simple and primarily targeted at children, but this
does not diminish its cultural significance; on the contrary, it enhances its reach and, therefore, its
impact. Legal transformation, ownership, dissent, inequality, and revolution are not merely subplots in
the film but are fundamental elements that permeate every scene and drive its main characters (Houghton
etal., 2024, p. 608).

One of the central contradictions in the film revolves around how a toy often considered to reproduce
gender stereotypes can be aligned with a feminist paradigm through a cinematic narrative. On the other
hand, the inherent contradictions within the film itself have facilitated broader discussions about its
narrative, extending beyond a purely feminist perspective. Beyond the general conflict between the
Barbie world and the real world, the dichotomies of Barbie Dreamhouse vs. Mojo Dojo Casa House,
Stereotypical Barbie (Margot Robbie) vs. Beach Ken (Ryan Gosling), and tyranny within a governing
system vs. aspirations for social equality exemplify the contradictions embedded in the film (Houghton
et al., 2024, p. 609). Furthermore, the primary contradictions that led to the emergence of the
Barbenheimer phenomenon stemmed from the juxtaposition of Barbie (2023) with Oppenheimer (2023),
a film that similarly incorporates numerous contradictions within its own narrative.

Christopher Nolan’s Oppenheimer (2023) is based on the biography American Prometheus (2005) by
Kai Bird and Martin J. Sherwin. The film explores the life of physicist J. Robert Oppenheimer, the
leading figure behind the development of the atomic bomb, while uncovering the multifaceted
contradictions, entrenched power dynamics, and inevitable moral dilemmas arising from humanity’s
relentless pursuit of innovations that carry the potential for self-destruction (Abbas, 2023, p. 9).
Oppenheimer’s optimistic motivation to end World War Il was manipulated and constrained by military
and political forces. As depicted in the film, the dilemmas, betrayal, and disillusionment experienced by
J. Robert Oppenheimer (often likened to a modern Prometheus) combine with the destructive power of
the atomic bomb to shape the film’s profoundly somber atmosphere.

The simultaneous release of the two films leads to debates among movie enthusiasts, resulting in the
circulation of related digital content. Individuals who wish to watch both films but remain undecided
about which to see first or which might better suit their preferences constitute the primary source of the
Barbenheimer trend and the self-presentations facilitated by internet memes. Moreover, some content
creators generate memes expressing a preference for one film over the other. However, fully aligning
with the nature of memes and adding their own contributions and rules to the stage, a third way arises:
the creation and circulation of visuals as memes that combine Barbie’s pink, vibrant world with
Oppenheimer’s dark, pessimistic atmosphere.

The Barbenheimer phenomenon and the initial internet memes emerged prior to the release date of the
two films, July 21, 2023. Within the scope of this study, a total of 250 tweets containing the keyword
Barbenheimer were compiled through criterion sampling between July 7, 2023, and December 31, 2024.
Criterion sampling, defined as a method of selecting samples that reflect the characteristics of
predetermined criteria (Kog Basaran, 2017, p. 491), was chosen to ensure a holistic approach. In criterion
sampling, it is essential for the selected sample to provide appropriate opportunities and rich possibilities
for a comprehensive analysis. Moreover, an internet meme inherently combines both visual (sign) and
textual (caption) elements, necessitating an integrated approach (Akhther, 2017, p. 1). To facilitate this
holistic approach for the reader, the titles derived through content analysis will be supported with select
visuals below.

Internet memes generally consist of a combination of text and visuals. However, in contemporary
contexts, memes can also be created solely through animated images, such as GIFs or short videos.
Within the scope of our analysis, 23 tweets containing the keyword Barbenheimer consist exclusively
of text -words or sentences- and are responses to other tweets. The remaining 227 tweets include 162
that feature photographs and 65 that share videos. Of the 162 photographs, 112 are composed by
juxtaposing two distinct visuals in alignment with the nature of the Barbenheimer phenomenon (Figure
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5). On the other hand, 50 photographs employ digital editing techniques on a single image to create a
dual narrative within one visual (Figure 6).

Figure 6. Play and Synthesis in Digital Design |

When categorizing the 250 tweets containing the Barbenheimer keyword by topic, it becomes evident
that the majority of the tweet content is cinema-related. Over time, new meme examples that move
beyond the Barbie (2023) and Oppenheimer (2023) dichotomy and compare other films indicate that the
Barbenheimer phenomenon has expanded in different directions. This expansion reflects a structure
through which content creators frame their preferences, cinematic choices, and personality traits (Figure
7), thereby presenting their digital selves. The emergence of the Glicked trend (Figure 8), sparked by
the simultaneous release of Gladiator 11 (2024) and Wicked (2024), can be seen as a wholly renewed
meme trend and a new digital stage evolving from Barbenheimer (Khomami et al., 2024).

In addition to memes focusing on cinema and films (173 instances), creators also produced content
related to music, primarily K-pop (27 instances — Figure 10), politics (7), sports (4), and other categories,
including food, fashion, digital gaming, text-only memes, and uncategorized content (Figures 11-12).
Finally, although produced under the same theme and in the context of dualities, some users shared
memes favoring one side (e.g., one of the films), while others expressed indecision. Additionally, a
subset of memes pointed to new productions that deconstruct the dichotomy (Figure 13).
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Figure 13. Play and Synthesis in Digital Design Il (15/01/2024)

The primary tendency of memes produced by users participating in the presentation of the digital self
under the Barbenheimer theme is the expression of their preferences between the two films. The
discussions, sparked by the announcement of the films' release dates, have particularly focused on two
aspects of self-presentation: expressing artistic preferences or tastes related to cinema and films, and the
difficulty in choosing between the two films or favoring one over the other. Moreover, some meme
creators incorporated their friends or families into their film preferences, thereby utilizing self-
representation that includes primary groups. An example of this can be seen in the case of then-UK
Prime Minister Rishi Sunak, who shared that his family chose to watch Barbie (2023), accompanied by
clothing choices dominated by pink hues (Figure 14). As with many Barbenheimer-themed memes, film
critics writing for popular cinema magazines or web portals often highlighted that both films were
equally worth watching. Similarly, examples where no distinction was made between the two films
include the opinions of Oppenheimer (2023) lead actor Cillian Murphy, which were widely shared
online (Figure 15).

Although the examples provided above are part of the Barbenheimer phenomenon, it is challenging to
categorize them as typical memes in the conventional sense, as they often resemble photos or news
shares. On the other hand, there are numerous examples of memes that mimic other visual cultural
products, such as films or TV series (Figure 16). Memes that point to collective identity and politics
represent one of the newest fields in which contemporary visual culture intersects with ideology. For
instance, American users humorously referencing the atomic bomb attacks on Japan during World War
Il have triggered responses from Japanese content creators. The familiar Barbenheimer template was
restructured by Japanese users and redesigned to specifically reference the September 11 attacks (Figure
17).
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Figure 16. Barbenheimer and Its Dissemination in Visual Culture (12/07/2023)
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Figure 17. Barbenheimer and the Presentation of Collective Identity (02/08/2023)

Digital platforms, particularly social media, serve not only as spaces for information sharing but also as
mediums that support social connections and community building (Huang, 2014, p. 416). While some
perspectives suggest that internet technology enables boundless freedom, creativity, and originality,
digital productions, like all human actions, carry traces of the structures they inhabit. For instance, the
production, sharing, and reception of internet memes rely on both complex cultural practices and the
dynamics of technological mediation. Although these dynamics may appear decentralized and chaotic,
meme creation necessitates the continuity of certain patterns through repetition and imitation
(Nissenbaum & Shifman, 2017, p. 483). The Barbenheimer framework/pattern represents the display of
personal preferences within the scope of self-presentation and through fundamental binary oppositions.
In many meme examples, Barbie’s vibrant pink color palette is combined with Oppenheimer’s dark
tones and images of nuclear explosions (Figures 5-6).

The rapid dynamics of memes and their potential to transcend context expand the boundaries of possible
signifiers, particularly when combined with the possibilities of play and humor/jokes. As both a creative
and liberating force, as well as sometimes a cruel and destructive one, play plays a significant role in
shaping human experience (Schechner, 2013, p. 89). Today, our identities, which have taken on an
algorithmic form, are inevitably subject to change, and the fluid nature of our digital selves lacks stability
(Cheney-Lippold, 2017, p. 26). Our selves must be presented within the boundaries of play, but in forms
that challenge those boundaries. The play exhibited on stage within dramaturgical contexts follows a set
script, but it also advances through improvisations, carrying itself to new scenes. As a result, memes and
the presentation of memory in the Goffmanian sense exist as actions and performances that are
meaningful, culturally, and psychologically embedded in context, repeated but rewriting the rules of the
game with each repetition. Indeed, Barbenheimer continues to transport the presentation of self from
one stage to another through digital possibilities. In the case of Barbenheimer, memes with a certain
level of interaction are being reproduced through these improvisations.

CONCLUSION

Internet memes, which consist of a small number of words or characters and images that can be
reproduced by different users, are increasingly used in digital platforms and social networks. The
concept of the ‘meme’ first emerged in the 1970s within a biological framework but, in accordance with
its nature, rapidly expanded into cultural domains. Memes have evolved beyond merely serving as
simple representations of users’ humorous or ironic perspectives; they have become unique
communication tools that reflect social and personal emotions and tendencies. Memes, whose
etymological origin refers to ‘imitated object or activity’, have acquired unique characteristics such as
their dissemination patterns and reproduction speed, and have become the subject of academic studies.
The release of the fantasy comedy Barbie (2023), directed by Greta Gerwig and Noah Baumbach, and
Oppenheimer (2023), based on Kai Bird and Martin J. Sherwin’s Pulitzer Prize-winning biography
American Prometheus, on the same day had an impact on digital platforms. Audience expressed
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differing opinions on which film to prioritize or the ideal sequence in which to watch them. Beyond
merely favoring one film over the other, this phenomenon introduced a sense of ‘indecisiveness’ and
‘in-betweenness’ into the audience experience. The term Barbenheimer, derived from the titles of both
films, encapsulated this duality and evolved into a widely recognized global trend. The Barbenheimer
phenomenon enabled cinema audiences to reframe their preferences and discussions about the films
within an ironic and gamified narrative structure.

The Barbenheimer concept has emerged as both a mediator and a framework for digital self-presentation
in social media discourse, particularly on Twitter (X). On the other hand, internet memes, especially
within the context of popular culture, are often perceived as short-lived and ephemeral phenomena
primarily associated with humor and entertainment. Existing academic studies on internet memes in
social media have focused on analyzing their dissemination patterns over time by mapping their spread.
However, these studies have largely overlooked the role of memes in the self-representation of content
creators.

On the other hand, Erving Goffman's conceptualization of ‘the presentation of self” developed at the end
of the 1950s offers opportunities for new research with today’s technologies and the presence of
individuals as representations established/constructed on networks. Goffman’s metaphor, which centers
on theatrical performance, has been reinterpreted within the framework of digital platforms, where the
concepts of stage and play have acquired new dimensions. Meme creators, while expressing their
individual identities, simultaneously contribute to a collective cultural narrative, thereby constructing a
structure in which personal and societal representations intertwine. This evolving structure allows for
the continuous transformation of its rules, dynamics, and actions, while also enabling the emergence of
new performative spaces that can themselves shift and adapt.

Our study approaches the Barbenheimer framework as a new medium for self-presentation,
distinguishing it from existing academic research. Additionally, it examines how the state of binary
opposition and in-betweenness is reproduced, particularly in visual contexts. Through a content analysis
of 250 tweets containing the keyword Barbenheimer and a review of the emerging literature, this article
analyzes the fluid and evolving nature of the relationship between internet memes, visual
communication, and digital self-presentation. Individual contributions to reproduction are necessarily
based on a generic text (e.g. ‘this is my Barbenheimer’) and visual form, even aesthetics (e.g. the contrast
between pink and black in the case of Barbenheimer). To provide a background analysis of how the
Barbenheimer framework was constructed, our study first focuses on both films and the dualities
embedded within and propagated by them. Furthermore, it explores how these dualities manifest and to
what extent they are represented on Twitter (X).For this purpose, a total of 250 tweets containing the
term Barbenheimer were examined between July 2023 and December 2024. Binary oppositions and
their associated thematic categories (such as cinema, music, politics, sports, and gaming) were identified
and systematically categorized.

Within the scope of our analysis, 23 of the tweets containing the keyword Barbenheimer consisted only
of text, words or sentences that responded to another tweet. Of the remaining 227 tweets, 162 consisted
of photos and 65 consisted of videos. Among the 162 photographs, 112 were created by juxtaposing two
distinct images, aligning with the nature of the Barbenheimer phenomenon. On the other hand, 50
photographs employed digital editing techniques on a single image to construct a dual narrative within
a single visual composition.

An analysis of the categorization of 250 tweets containing the Barbenheimer keyword reveals that the
vast majority of tweet content is related to cinema. Over time, new meme variations have emerged that
extend beyond the binary opposition of Barbie (2023) and Oppenheimer (2023), incorporating
comparisons between other films. This expansion indicates that the Barbenheimer trend has evolved
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into a broader framework that reflects content creators’ preferences, cinematic tastes, and ultimately,
their self-presentation. In this context, the reproduction of a phenomenon like Barbenheimer across
various domains (including fashion, music, politics, and sports) demonstrates the multifaceted nature of
memes and their inherent adaptability.

The fluid nature of memes influences how individuals express their identities on digital platforms,
allowing them to continuously reshape their personal performances and create new forms of play or
stages. The emergence of the Glicked trend -sparked by the simultaneous release of Gladiator 1l (2024)
and Wicked (2024)- can be seen as a reinvention of the Barbenheimer phenomenon, evolving into a new
meme trend and a redefined digital stage. Enabled by technological affordances, digital selfhood serves
as a mirror of the content creator’s inner world and personal preferences.

Although produced under the same overarching theme and within the framework of binary oppositions,
users have engaged with Barbenheimer memes in different ways. Some have shared memes that
explicitly favor one side (e.g., one of the films), while others have emphasized the inability to choose
between the two. Additionally, some memes have pushed the boundaries of the binary structure by
introducing new creative interpretations. Barbenheimer represents the presentation of personal
preferences within the context of self-presentation, framed through fundamental binary contrasts. Many
meme examples visually juxtapose Barbie’s vibrant pink color palette with Oppenheimer’s dark tones
and nuclear explosions, reinforcing the thematic opposition through aesthetic contrast.

The rapid dynamism of memes and their potential to transcend their original context, particularly when
combined with the affordances of play and humor, expands the boundaries of possible signifiers. The
inherent contradictions and oppositions within each film generate new possibilities for creativity and
humor, enabling content creators to engage in a game within a game while enriching their self-
presentation and personal narratives. Barbenheimer, in this sense, continues to facilitate the transition
of self-presentation from one digital stage to another. As seen in the Barbenheimer phenomenon, memes
with a certain level of engagement are repeatedly reinterpreted and reproduced through improvisational
adaptations.

In conclusion, internet memes serve as a crucial cultural communication tool of the digital age, playing
a significant role in the presentation of individual identities and the shaping of digitized social discourse.
The Barbenheimer phenomenon provides a compelling example of how content creators represent
themselves on digital platforms and how these representations integrate with broader cultural and social
meanings. Future research can further explore the individual and societal impacts of memes, offering a
more comprehensive analysis of the evolving dynamics of digital culture and emerging visual culture.
In doing so, internet memes may become a central subject of academic discourse, recognized as a tool
that influences meaning-making within the framework of digital self-presentation.
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Abstract

This study examines how the Turkish mainstream media and Turkish foreign press
frame Turkey's environmental policies in the context of the COP29 summit and
how they address the differences in this process. The research reveals significant
ideological differences in the news frames related to COP29 between the two media
groups. From the Turkish mainstream media, Sabah and Hiirriyet generally present
the government officials' environmental policies and participation in COP29 in a
positive light, while Cumhuriyet, S6zcii, and the Turkish foreign press adopt a more
critical stance. Hiirriyet and Sabah tend to link environmental policies with
economic development and national success, whereas Cumhuriyet, Sozcii, and the
foreign press highlight the insufficiency of these policies and their misalignment
with global goals. The study also examines the differences in the sources used by
both media groups. In Sabah and Hiirriyet, official sources such as government
representatives and the Ministry of Environment are predominantly featured, while
in the foreign press, Cumhuriyet, and So6zci, critical sources like independent
experts and environmental organizations are more prominently used. Ultimately,
this study reveals that the coverage of the COP29 process differs significantly
between government-aligned mainstream media and opposition-leaning
mainstream media as well as the Turkish foreign press, with each group employing
distinct frames in their reporting.

Keywords: COP29, Climate Change, Turkish Mainstream Media, Turkish Foreign Press,
Framing Theory.

Oz

Bu caligma, COP29 zirvesi ¢ercevesinde Tiirkiye anaakim medyas1 ve Tiirk¢e dis
basinin, Tiirkiye'nin ¢evre politikalarini nasil cergeveledigini ve bu siiregteki
farkliliklart nasil ele aldigini incelemektedir. Arastirma, iki medya grubunun
COP29'a iliskin haber gergevelerinde belirgin ideolojik farkliliklar bulundugunu
ortaya koymaktadir. Tiirkiye anaakim medyasindan Sabah ve Hiirriyet, genellikle
hiikiimet yetkililerinin ¢evre politikalarin1 ve COP29°daki katilimini olumlu bir
¢ergevede sunarken, ana akim medyadan Cumhuriyet ve S6zcii ile Tiirkge dis basin
daha elestirel bir yaklagim sergilemektedir. Hiirriyet ve Sabah, ¢evre politikalarmi
ekonomik kalkinma ve ulusal basariyla iliskilendirirken, Cumhuriyet, Sozcii ve dig
basin bu politikalarin yetersizligine ve kiiresel hedeflerle uyumsuzluguna dikkat
¢ekmektedir. Arastirma ayrica, her iki medya grubunun kullandig1 kaynaklar
arasindaki farklari da ele almistir. Sabah ve Hiirriyet’te, hiikiimet yetkilileri ve
cevre bakanligr gibi resmi kaynaklar one gikarken, dis basin, Cumhuriyet ve
Sozcii’de bagimsiz uzmanlar ve gevre orgiitleri gibi elestirel kaynaklar daha fazla
yer bulmaktadir. Sonug olarak, bu ¢alisma, COP29 siirecinin hiikiimete yakin ana
akim medya ile hiikiimete muhalif ana akim medya ile Tiirk¢ce dis basinda farklt
cercevelerle iglendigini ortaya koymaktadir.

Anahtar Sozciikler: COP29, iklim Degisikligi, Tiirkge Anaakim Medya, Tiirkge Dis Basin,
Cergeveleme Teorisi.
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INTRODUCTION

Industrialization and human activities have caused excessive emissions, triggering the climate crisis,
which has worsened in the last century. This crisis leads to global warming, extreme weather, melting
glaciers, rising sea levels, droughts, ocean acidification, biodiversity loss, pandemics, and migration.
Solving the climate crisis requires collective, international action. Significant steps have been taken
since the 1970s, including the creation of the UN Environment Programme (UNEP) and the
establishment of the Intergovernmental Panel on Climate Change (IPCC) in 1988. In 1992, the UN
Framework Convention on Climate Change (UNFCCC) was signed, addressing human-caused global
warming. The Kyoto Protocol in 1997 set binding emission targets for developed countries, and the 2015
Paris Agreement aimed to limit global temperature rise to below 2°C, with efforts to keep it below 1.5°C.
The agreement emphasizes financing, capacity building, and transparency for developing countries
(UNFCC, n.d.).

The Conference of the Parties (COP) is the highest decision-making body of the UNFCCC, reviewing
national communications and emission inventories, and assessing the progress of climate change
measures. The first COP was held in 1995, and subsequent conferences are hosted by different countries.
The World Leaders' Climate Summit at COP29 in Baku, Azerbaijan, in November 2024, gathered heads
of state from 80 countries (Rehimov, 2024). Turkey, which joined the UNFCCC in 2004, has a unique
status with "special conditions" under COP decisions. These conditions shape Turkey's responsibilities
in the climate fight differently from other countries (T.C. Disisleri Bakanligi, n.d.).

COP meetings raise awareness about climate change and influence policy both globally and in Turkey.
The media plays a crucial role in communicating these processes to the public. However, the coverage
and presentation of climate issues are often influenced by political and economic interests, limiting
broader discussions on the crisis. This highlights the need for more critical, science-based, and
participatory climate reporting in Turkey.

This study aims to analyze how the COP29 process has been covered in Turkey’s mainstream media
and international Turkish-language press, thereby contributing to an understanding of how global issues
such as climate change are framed through media discourse. The selection of Turkey as the case study
is based on its unique position in climate change policies, as it shares similarities with developing
countries while simultaneously maintaining distinct diplomatic and economic relations with various
actors in international climate negotiations. The originality of this research lies in its examination of
COP29’s media representations in both local and international contexts and its investigation of how
different political, ideological, and institutional orientations influence news framing in climate
journalism. The study examines coverage from Turkey’s mainstream media, including Hiirriyet and
Sabah (pro-government), Sozcii and Cumhuriyet (oppositional), as well as international Turkish-
language outlets such as BBC Tiirk¢ge, Sputnik Tiirkiye, and Independent Tiirkce. These outlets were
selected to enable a comparative analysis of how different ideological and institutional perspectives
shape the framing of COP29. While Hiirriyet and Sabah provide insight into how the Turkish
government’s climate policies and official discourse are represented, Sozcii and Cumhuriyet offer an
opportunity to examine how news framing is constructed from an oppositional standpoint. Meanwhile,
international sources such as BBC Tiirkce, Sputnik Tiirkiye, and Independent Tiirkce contribute to
understanding how Turkey’s role in COP29 and its climate policies are framed within a global context.

In this context, the study focuses on the following questions:

o Are there differences in the framing of COP29 news between Turkey's mainstream media and
Turkish-language foreign press?
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o Which sources are prominent in the framing of COP29 news by Turkey's mainstream media and
Turkish-language foreign press?

e How are Turkey's environmental policies represented in the framing of COP29 news by
Turkey's mainstream media and Turkish-language foreign press?

The primary objective of this study is to identify how the selected newspapers present COP29 coverage
and to analyze how these reports differ in terms of ideological orientations and international
perspectives. The climate crisis is not merely an environmental issue but also a global challenge with
significant economic, political, and societal implications. In this regard, media representations play a
crucial role in raising public awareness of the climate crisis and shaping policymakers’ agendas.
Specifically in Turkey, media portrayals are vital for both local and international audiences to
comprehend the country’s approach to climate change. This study aims to contribute to the existing
literature on climate communication in Turkey and serve as a reference point for future research. To
achieve this, it will first analyze the broader climate change process and the policies developed in Turkey
to address climate change. Subsequently, it will examine the key characteristics of climate journalism,
identifying the main focal points in the framing of climate-related news. Finally, it will analyze how
COP29 has been covered in Turkey’s mainstream media and international Turkish-language press.

CLIMATE CHANGE, COP29, AND TURKEY'S CLIMATE POLICIES

Climate change, which refers to long-term changes in temperatures and weather patterns, manifests itself
through destructive factors such as "intense droughts, water scarcity, severe wildfires, rising sea levels,
floods, melting polar ice caps, devastating storms, and decreasing biodiversity.” These changes in
temperature and weather can occur due to natural causes such as solar activity or large volcanic
eruptions; indeed, such changes have occurred throughout Earth's history. However, since the 1800s,
with the acceleration of industrialization, human urbanization, and the use of fossil fuels such as coal,
oil, and gas, as well as the entry into a consumption-driven cycle, the greenhouse gas emissions
generated by these activities trap heat, causing global warming. As a result of these activities, the average
surface temperature of the Earth has increased by 1.2°C, and without intervention, it is expected to rise
by up to 3.1°C by the end of the century (United Nations, n.d.)

Climate change not only causes environmental consequences but also creates profound impacts in
various areas such as food security, health, economy, energy policies, and social inequalities. This
situation disproportionately affects poor and vulnerable communities, particularly in developing
countries, while also exacerbating health issues related to air pollution, waterborne diseases, and
temperature-induced stress. Additionally, it places significant pressure on energy policies; the reduction
of fossil fuel dependence and the transition to renewable energy are prompting new economic and
political equilibrium searches between countries (IEA, 2020; IPCC, 2021; WHO, 2023).

Although climate change is a global issue, its impacts are not observed in the same way across all
geographies, and some regions are in a more disadvantaged position. In this context, African countries,
island nations, and the Mediterranean Basin are among the regions most affected by climate change
(IPCC, 2023). Turkey, located in the Mediterranean Basin—one of the most at-risk regions for climate
change (Giorgi, 2006; IPCC, 2021)—is expected to face various risks such as temperature increase,
depletion of water resources, drought, extreme rainfall, forest fires, and rising sea levels (Kurnaz, 2023).
It is anticipated that Turkey will experience water scarcity by 2030 (Kamshylin, n.d.) and that
temperature increases will lead to a 4°C difference in winter and a 6°C difference in summer (iklimBU,
2019).

The effects of climate change, while unequal, impact all living (O’Brien & Leichenko, 2019, p. 42) .
Therefore, various international initiatives have been undertaken to prevent, slow down, or adapt to the
effects of climate change. In this context, governments worldwide implement climate plans and
strategies, hold environmental conferences, and civil society organizations and climate activists carry
out various actions. Additionally, educational programs for the public are developed, and an informative
process on climate change is conducted through the media. Among these efforts, the establishment of
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the IPCC in 1988, the signing of the UN Framework Convention on Climate Change in 1992, the Kyoto
Protocol in 1995, and the Paris Agreement in 2015 have all formed significant milestones in the global
fight against climate change. The Paris Agreement, adopted at COP21 held in Paris in 2015, stands out
as the first legally binding global agreement on climate change. Under this agreement, the aim is to keep
the global average temperature rise below 1.5°C, enhance climate change adaptation, and ensure
financial flows that are compatible with renewable energy and regulatory compliance (Hutton, 2022).

COP, which includes representatives from countries that have agreed to join and adhere to the UNFCCC,
is a forum where new measures aimed at a fair, orderly, and equitable transition away from fossil fuels
in energy systems are negotiated. These annual meetings, held to clarify objectives, reach agreements
on rules, or follow binding agreements such as the Kyoto Protocol and the Paris Agreement, are attended
by representatives from Africa, Asia, Eastern Europe, Latin America and the Caribbean, Western
Europe, and Other States. During COP29, held from November 11-24, 2024, in Baku, Azerbaijan,
delegations consisting of heads of state, climate experts, and negotiators gathered to agree on
coordinated action to combat climate change. The key issues discussed this year included climate
financing for disadvantaged countries, which have a greater potential to influence the effects of climate
change relative to their contribution, emission reduction, adaptation strategies, and biodiversity
conservation (CISL, 2024).

Turkey is among the 80 countries participating in COP29. Since the late 1980s, Turkey has developed
various strategies and laws, such as the Environmental Law No. 2872, to adapt to the impacts of climate
change. It ratified the Kyoto Protocol in 2009 and the Paris Agreement in 2016 (Keles, 2023). However,
Turkey holds a controversial position due to its greenhouse gas emissions and the energy categories it
uses. From 1865 to 2020, Turkey emitted nearly 11 billion tons of carbon, ranking 26th among countries
with the highest historical emissions (Kara-Kaska, 2022). Additionally, Turkey's current carbon
emissions situation complicates its position in international climate change mitigation policies. In the
Climate Change Performance Index (CCPI) prepared by Germanwatch, Turkey ranked 53rd out of 63
countries as of 2023. The index notes that while Turkey's performance in renewable energy usage is
"medium," its performance in greenhouse gas emissions, energy use, and climate policies is categorized
as "low" (CCPI, 2024). Despite increasing investments in renewable energy, Turkey has been criticized
for not taking sufficient steps to reduce its dependence on fossil fuels.

In its updated Nationally Determined Contribution (NDC) for 2023, Turkey stated that its greenhouse
gas emissions will peak by 2038 and then begin to decline (iklim Degisikligi Bakanligi, 2023). However,
this target has been criticized both nationally and internationally due to its insufficiency in the fight
against climate change, the lack of short-term goals, and the absence of a clear roadmap for emissions
reduction. Despite Turkey declaring a net-zero emissions target by 2053, uncertainties persist regarding
concrete policies and investments to implement this target (“[COP29] Tiirkiye’nin iklim politikalari
performansi bu yil da ‘diisiik,”” 2024).

Although the roles of Turkey and other countries in the climate change process are addressed
guantitatively through scientific data and meetings, and scientific evidence provides strong justifications
for reducing greenhouse gas emissions, large-scale societal changes and actions cannot be achieved by
science alone (O’Brien & Leichenko, 2019, p. 46). Therefore, in order to see the results of such binding
agreements and processes on climate change, the media plays a significant role. However, how climate
change news is framed in the media is a separate subject of investigation.

FRAMING CLIMATE NEWS

According to Entman, framing is defined as "selecting some aspects of a perceived reality and making
them more salient in a communication text, in such a way as to promote a particular problem definition,
causal interpretation, moral evaluation, and/or treatment recommendation” (Entman, 1993). Framing is
not limited to deciding which events are deemed newsworthy; it also involves deliberate choices about
which elements of an event to emphasize, which aspects to overlook, and how to interpret them
(Vliegenthart, 2012). Therefore, framing reveals that media does not merely transmit information but
also shapes how the public perceives and interprets events.
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The way climate change news is framed significantly influences how the public perceives the issue and
the direction in which they support political actions. By presenting climate change within a specific
frame, the media can either highlight or constrain its connections to various domains such as the
environment, economy, history, socio-economic structures, and demographic changes (Stecula &
Merkley, 2019). Given that climate change is inherently interdisciplinary and complex, the frame
selected in media representation determines how this complexity is simplified and made
comprehensible. The decision to portray it as an environmental issue, an economic threat, or a political
crisis directly impacts public awareness, attitudes, and actions regarding the matter. Therefore, framing
strategies employed in news not only serve as a means of informing but also play a critical role as tools
for shaping and guiding public perception and behavior.

Research on media framing of climate change emphasizes the importance of actors involved in the
process. Boykoff and Boykoff's (2004) study highlights how early climate journalism balanced the
perspectives of climate change believers and deniers. However, due to the rise of climate denialism, a
shift occurred towards prioritizing scientific data and consensus. As a result, incorporating statements
from political actors, civil society organizations, activists, citizens, journalists, and particularly scientific
institutions has become crucial in framing climate change coverage.

Another notable aspect of framing is the selection of topics addressed. Climate change affects not only
environmental issues such as extreme weather events, drought, global warming, ocean acidification, and
biodiversity loss but also intersects with various elements like the economy, culture, and demographics.
However, when framing climate news, treating topics such as migration, drought, wildfires, and
economic inequalities as independent from climate change becomes a critical factor that alters the
framing of the news.

Framing defines the scope and boundaries of a topic, but there is no consensus on how climate news is
framed. Key classifications include lyengar's (1996) episodic and thematic framing, where episodic
framing focuses on specific events, while thematic framing presents a broader narrative. Boykoff (2008)
proposed an issue-focused framing approach with five dimensions: ecological/meteorological (e.g.,
extreme weather), political-economic (e.g., political actors, economy), cultural and societal (e.g.,
activism, public health), scientific (e.g., studies, technologies), and general.

Another prominent framing approach in climate news is Nisbet's classification. Drawing from the works
of Gamson and Modigliani (1989), Dahinden (2002), and Nisbet and Lewenstein (2002), Nisbet (2009)
identified a range of frames and highlighted their applicability to climate news. These frames include:

e Social Progress, which encompasses processes of adapting to nature;

Economic, addressing economic investments, market benefits or risks, and local, national, or

international competition;

Morality & Ethics, which approaches issues through definitions of right or wrong;

Scientific & Technical Uncertainty, referring to the lack of consensus among experts;

Pandora’s Box, emphasizing the inevitability of catastrophic outcomes;

Public Accountability, highlighting transparency in governance, participatory decision-making,

and public responses;

Middle Way & Alternative Path, combining contradictory or polarized viewpoints;

e Conflict & Strategy, focusing on disputes, gains, struggles, or losses among stakeholders;

e Unfair Burden, pointing to the inequity of expecting all countries to bear equal costs despite
unequal responsibility for climate change; and

e Public Health, covering health issues caused by climate change.
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These frames provide diverse lenses through which climate change issues can be communicated
effectively (Nisbet, 2009).

Climate change, due to its complexity, is framed in various ways in the media, influencing public
perception and political actions. Framing involves selecting events, emphasizing certain aspects, and
shaping their interpretation and context. Studies show how media simplifies complex issues like climate
change through framing strategies, including social progress, economic benefits, moral dimensions,
scientific uncertainty, and health. These strategies not only inform but also shape public understanding
and action. This study will analyze Nisbet’s framing theory through COP29 news coverage in Turkish
mainstream and foreign media.

In Turkey, there exists a determinist structure between the media and the government that operates in
favor of the ruling power (Kiling & Seker, 2024). The government restricts the entire media landscape,
including opposition outlets, through both structural regulations and punitive measures, aligning it with
its own regime (Sénmez, 2015, pp. 96-98). The dominance of pro-government media conglomerates
(Demirdren Group, Turkuvaz Media Group, Albayrak Group, Tiirk Media Group) in the sector results
in the prevalence of similar political narratives and a strong emphasis on supporting government policies
(Medya Sahipleri, n.d.). Opposition media, which find themselves confined within a highly limited space
within the mainstream landscape, attempt to offer a critical perspective on government policies but face
constraints due to economic pressures and legal sanctions. In this context, international media outlets
are expected to provide a more objective perspective on Turkey’s policies by offering an external
viewpoint.

METHODOLOGY AND FINDINGS

This study aims to analyze how the COP29 summit, held in Azerbaijan between November 11-24, 2024,
was covered in Turkey's mainstream media and in international media outlets in languages other than
Turkish. To evaluate the pre- and post-summit discussions, a total of 181 news articles published
between October 1, 2024, and December 31, 2024, were descriptively analyzed using Nisbet’s (2009)
framing analysis. The sample included government-aligned Turkish mainstream media outlets Hiirriyet
and Sabah, opposition-oriented outlets Sézcii and Cumhuriyet, and non-Turkish outlets BBC Tiirkge,
Sputnik, and Independent Tiirkce.

In addition to Nisbet’s framing categories, the "scientific warning frame" was incorporated into the
analysis. The rationale for including this frame lies in the limitations of the commonly employed
"Pandora’s Box" frame, which tends to emphasize apocalyptic scenarios and an irreversible future, often
portraying the climate crisis as an unsolvable issue beyond individual or collective influence. In contrast,
the scientific warning frame prioritizes content supported by scientific evidence, aiming to alert both the
public and actors contributing to climate change in a way that highlights the possibility of mitigating its
impacts. Therefore, this study extends beyond purely catastrophe-centered narratives by examining how
solution-oriented and scientifically grounded news content is framed. Furthermore, content analysis
(Yildirnm & Simsek, 2013, pp. 259-260) was employed to conceptualize, organize, and identify themes
in the data. This included analyzing the individuals, institutions, and organizations cited in the news,
assessing whether Turkey’s environmental policies were mentioned, and determining the tone of news
coverage concerning Turkey’s policies. The collected data were first read twice to create a coding
framework, after which frequency and cross-tabulation analyses were conducted using IBM SPSS
Statistics 22.
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Table 1. Coding Scheme

FRAME SIDES SUBJECT SOURCE ENVIRONMENTAL TONE
POLICIES OF
TURKEY
Social Progress Turkey Climate Finance National Available Positive
Political Actor
Economic Azerbaijan Climate Justice International None Negative
Political Actor
Morality/Ethics Israel Climate Crisis NGO Neutral
Representative
& Activist
Scientific Turkey, Israel, Ecological Business
Uncertainty Palestine &Meteorological Representative
Pandora’s Box Azerbaijan, Health Scientific
Armenia, USA, Source
Russia
Public African Countries Migration Newspaper &
Accountability Journalist
Conflict & Afghanistan Energy Other
Strategy
Unfair Burden European Economy
Countries
Scientific Turkey, Zero Waste
Warning Azerbaijan, UN
Public Health Turkic Republics, Environmental
Turkey Destruction
Multiframe General Environmental
Awareness
Undetermined Other Security
Adaptation
Multiple Subject
Other

According to the findings, the majority of news (%81) related to the COP29 process was produced in
November, the month when the COP29 summit took place. Looking at the distribution of news across
newspapers, it is observed that the most news coverage related to COP29 was provided by Sabah
(%27.1), while the least was by BBC Tiirk¢e (%6.1). Following Sabah, the newspapers Hiirriyet
(%19.3), Cumhuriyet (%16), and Sozcii (%12.2) covered the most news; the Turkish-language foreign
press falls below the 10% threshold. Sputnik Tiirkiye provided 9.9% of the COP29 news, while
Independent Tiirk¢e covered 9.4%. This can be explained by Turkey’s participation in the COP29
summit with the third-largest delegation (“COP29 Delege Sayisinda Tiirkiye 3. Sirada,” 2024),
following Azerbaijan and Brazil, with 1862 delegates, and the mainstream media’s coverage of all these
delegates' actions. The low news coverage percentage in Turkish-language foreign press, below 10%, is
related to these outlets focusing on a broader global context while dedicating less space to Turkey-
specific news.
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Figure 1. Distribution of Frames in COP29 News

The prominence of the economic frame in climate change news emerges through a strong emphasis on
topics such as economic investments, market risks, and economic competition. In this context, renewable
energy investments are frequently highlighted. For instance, Minister Bayraktar's statement, "At the
forefront of these is renewable energy. In this field, where our country has significant potential, we
recently announced an ambitious program for 2035," is often emphasized (AA, 2024). Within the
conflict and strategy frame, the Israel-Palestine and Azerbaijan-Armenia conflicts are prominently
featured, with their impacts on both the COP29 process and climate change being addressed. The
frequent use of this frame may suggest that conflicts, wars, and various agreements have overshadowed
the strategic moves of countries, parties, and actors during the COP29 process. Moreover, the frequent
application of multiple frames indicates that climate change is being approached as a multidimensional
issue.

Compared to these frames, the medium-frequency used frames include public accountability (11%),
scientific warning (7.7%), and unfair burden (7.2%). The public accountability frame is constructed
around the Turkish government's environmental policies, zero-waste achievements, and strides in the
energy sector, with nearly all of this framing found in a positive tone regarding the Turkish government's
environmental policies in the newspapers Sabah (70%), and Hiirriyet (20%). The generally positive
depiction of the Turkish government in these frames suggests a specific tendency in the media’s framing
strategies and reveals that the government’s environmental policies are more likely to be supported by
the media. The emphasis on policies such as the zero-waste project and strides in the energy sector
demonstrates that the government is attempting to create a success story in environmental matters
through media representation. Moreover, the fact that this framing is entirely positive in Sabah, and
Hiirriyet suggests that the media outlets do not exhibit a critical approach and that the news is lacking
alternative perspectives.

Although the scientific warning frame is placed in the medium-frequency category overall, there is an
imbalance in its usage distribution among the newspapers. While Sabah does not include the scientific
warning frame at all, the newspaper that uses it the most (50%) is Cumhuriyet. For instance, Cumhuriyet
incorporates scientific sources such as the International Union for Conservation of Nature’s (IUCN) Red
List of Threatened Species (“Arastirma,” 2024), directing attention toward scientific findings and
potential regulatory measures. This data suggests that the use of the scientific warning frame in climate
change news varies among media outlets in Turkey and can be influenced by the ideological positioning
of these outlets. Cumhuriyet’s high usage of the scientific warning frame can be attributed to its adoption
of a more critical and science-based journalism approach. On the other hand, Sabah’s complete omission
of this frame indicates a preference for a "softened" or "government-focused" language regarding
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climate change, likely due to its pro-government editorial policy, and suggests that it overlooks the
scientific dimension of climate change news.

Another topic addressed with moderate frequency is the unfair burden (7.2%). Issues such as the
inequitable distribution of the burdens caused by climate change are raised in this frame. The two
newspapers that focus most on this frame are Cumhuriyet (31%), and BBC Tiirk¢e (31%), while Sabah,
and Hiirriyet have only included this frame within the context of economic, public accountability, and
multiple frame usage. An example of this can be found in a report published by BBC Tiirk¢ce (COP29
neden trilyon dolarlik iklim zirvesi olarak amiliyor?, 2024), which emphasizes that wealthy countries
bear a historical responsibility, while developing nations cannot cope with the burden of climate change
without climate financing. Conversely, in an example from Sabah(Tiirk diinyasi devletleri arasinda
ortak ¢evre bildirgesi imzalandi! Bakan Kurum, 2024), although the climate crisis is acknowledged as
a burden on developing countries, Turkey is portrayed as a "pioneering™ actor through its expressed
desire for a fairer world. In this context, the issue of unjust burdens is framed within a populist narrative.
This difference in the use of the unfair burden frame clearly reflects the ideological positioning of the
newspapers and their news strategies targeting their respective audiences. Cumhuriyet and BBC Tiirkge
present a more critical and global perspective, while Sabah, and Hiirriyet prefer to address climate
change in a more limited manner within the frameworks of economic and public accountability.

The least emphasized frames within the news are social progress (5.0%), Pandora’s Box (3.3%),
morality and ethics (1.7%), public health (1.7%), and scientific uncertainty (0.6%). The low emphasis
on social development and adaptation issues suggests that the focus of climate change coverage tends
to be on its economic or strategic dimensions rather than its societal benefits. The rare use of disaster-
based frames reflects media outlets’ tendency to avoid more alarming and speculative news. The
insufficient emphasis on morality/ethics and public health dimensions indicates that the human and
value-based consequences of climate change are not sufficiently highlighted in the public discourse. The
frame of scientific uncertainty, which holds the lowest proportion, demonstrates that the news is
generally constructed based on scientific consensus, and an attempt is being made to create a perception
of reliability regarding this issue.

Other

General

Turkic Republics, Turkey
Turkey, Azerbaijan, UN
European Countries
Afghanistan

African Countries

Azerbaijan, Armenia, USA, Russia
Turkey, Israel, Palestine
Israel

Azerbaijan

Turkey

0 10 20 30 40 50 60 70 80 90

Figure 2. Distribution of sides in COP29 news

As seen in Figure 2, the party most prominently featured in the news was Turkey (43.1%), indicating
that Turkey's national policies and positions on climate change were strongly reflected in the coverage.
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The significant proportion of content categorized as neutral or not associated with any specific country
(19.9%) suggests that some of the news was framed globally or in a general context. Frames involving
multiple parties, such as Turkey + Israel + Palestine (8.8%), show that conflict dynamics were linked to
climate change in the news. In this context, especially with the rhetoric of President Erdogan, the attacks
by Israel on Gaza were discussed, highlighting the devastation and environmental damage caused in the
region, including chemical leaks (Usta, 2024). In news involving Azerbaijan, Armenia, the USA, and
Russia, the conflict between Azerbaijan and Armenia, as well as the policies and responses of the USA
and Russia, were emphasized. These news stories were not directly related to climate change but focused
on Azerbaijan's policies, particularly regarding its role as the host of COP29. Specifically, Azerbaijan's
hosting of COP29 was criticized in some reports (“COP29 Iklim Zirvesi'nin ev sahibi Aliyev,” 2024)
for the country’s dependence on fossil fuels. These criticisms were primarily found in alternative media
outlets, such as BBC Tiirkce and Independent Turkish, while mainstream Turkish media did not give
much space to these criticisms. Instead, mainstream media presented the COP29 summit as a proud
event showcasing the environmental sensitivity of the Turkish world (“Emine Erdogan, COP29’da BM
Genel Sekreteri Guterres Ile Goristii - Son Dakika Flas Haberler,” 2024), highlighting the message that
the Turkish people are an environmentally conscious nation.
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Figure 3. Distribution of Topics in COP29 News

When examining the topics covered in the news, as shown in Figure 3, it is observed that the most
frequently framed topics are renewable energy, climate finance, and security. This indicates a strong
focus on the role of the energy sector and financial resources in combating climate change. The energy
topic includes important issues such as the transition from fossil fuels to renewable energy and energy
efficiency. In this context, Turkey's advances in energy and the statements of Energy Minister Alparslan
Bakraktar are prominently highlighted (AA, 2024). Climate finance addresses financial aid to
developing countries, green investments, and economic mechanisms such as carbon credits. Among the
issues discussed during the COP29 process, climate finance is one of the primary topics, so it can be
said that the importance given to this issue in the newspapers is well-placed.

The topic of security is mainly emphasized due to the conflicts between Israel-Palestine-Turkey and
Armenia-Azerbaijan. Turkey's criticism of Israel's attacks on Palestine and its refusal to allow Israeli
President Herzog to use its airspace to attend COP29 has emerged as a significant security issue during
this process. Similarly, the peace agreement expected to be signed between Armenia and Azerbaijan,
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along with the tensions it has caused, is frequently encountered in the news. Among the topics most
frequently emphasized, zero waste stands out. In this context, the activities of First Lady Emine Erdogan
in the zero waste process have been highlighted, and Turkey's environmental policies have been
presented in a positive tone. Indeed, only the newspapers Sabah (54%), Hiirriyet (38%), and Sozcii (8%)
have covered the issue of zero waste. This situation shows that especially Sabah and Hiirriyet
newspapers have adopted a supportive approach toward Turkey's environmental policies, aiming to
emphasize Turkey's positive progress in the environmental field by focusing on the zero waste project.

Independent Tirkge
Sputnik

BBC Turkge
i Neutral
Cumhuriyet H Negative
- M Positive

Sabah

Hirriyet

Figure 4. Newspapers' Approaches to Turkey's Environmental Policies

32.6% of the news articles framing COP29 also addressed Turkey's environmental policies. When
examining the tone of these articles, it was found that 72% were positive, 25% were negative, and 3%
were neutral. Looking at the distribution of these articles across newspapers, as shown in Figure 4, Sabah
is clearly leading in providing a positive tone regarding Turkey's environmental policies. Hiirriyet
follows, and in this newspaper, Turkey's environmental policies, particularly on zero waste and
renewable energy, are conveyed in a positive light. This trend can be explained by the newspapers'
proximity to the government and, furthermore, can be interpreted as an effort to remind readers of the
environmental policies Turkey has implemented thus far and to highlight their international recognition,
rather than discussing the COP29 process itself. Additionally, these types of news articles serve to
reinforce national success and the legitimacy of policies, pushing the global context of COP29 to the
background.

In Cumhuriyet and Sozcii, Turkey's environmental policies have not been given much coverage; the
news that has been presented has conveyed these policies in a critical tone. The criticisms of these
policies include the uncertainty of the coal phase-out policy (Anter, 2024), the continuation of subsidies
for fossil fuels (Ceylan, 2024), and Turkey’s participation in the COP29 process with a large delegation,
leading to waste and a carbon footprint (Giilen, 2024). Similarly, BBC Tiirkge's criticism of Turkey's
environmental policies is related to the lack of a plan for phasing out coal, which was not mentioned
during the COP29 process (“Tiirkiye iklim yol haritasini paylasti, 2053’e kadar ‘net sifir’ gergek¢i mi?,”
2024).

These different frames reveal that the tone of news in Turkish media is shaped by ideological and
institutional inclinations. Media outlets close to the government present environmental policies as
national successes, while opposition and independent media emphasize that these policies are not
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aligned with global goals and are insufficient. This situation indicates that the COP29 process and
environmental policies in Turkey have been covered in a highly polarized manner in the media.

CONCLUSION
This study examined how mainstream Turkish media and Turkish-language foreign press framed

environmental policies in the context of the COP29 summit and how they reflected the differences in
this process. The findings reveal that Turkey's participation in the COP29 process and its environmental
policies were addressed in different ways, influenced by the ideological differences and media strategies
between mainstream media and Turkish-language foreign press.

The media sector in Turkey is largely concentrated in the hands of pro-government corporate groups,
which significantly influences news content. The research has revealed that there are distinct differences
in the news frames of mainstream Turkish media and Turkish-language foreign press regarding COP29.
The news in mainstream Turkish media generally adopts a positive tone, focusing on Turkey's progress
and successes in environmental policies. In particular, news related to Turkey's zero waste projects and
renewable energy investments is prominent in newspapers like Hiirriyet and Sabah. In these reports,
Turkey's environmental policies and participation in COP29 are primarily presented as achievements of
the government and are often linked to economic development. The economic frame has been the most
commonly used approach in these reports.

In contrast, the Turkish-language foreign press, particularly outlets like BBC Tiirk¢e, tends to adopt a
more global perspective in their reporting. In foreign press outlets, the overall framework of the COP29
summit and the global climate change struggle are emphasized, with Turkey's role in this context being
addressed from a more critical perspective. The foreign press has highlighted the challenges Turkey
faces in aligning with global climate change goals. In this regard, conflict and strategy frames have
emerged, with an emphasis on Turkey's misalignment with global targets.

Media ownership structures and editorial independence are among the primary factors driving these
framing differences. Since mainstream media outlets in Turkey are largely controlled by pro-
government business figures, they tend to reinforce official narratives and government policies. These
outlets primarily rely on sources from government officials and institutions such as the Ministry of
Environment, Urbanization, and Climate Change. In contrast, opposition media and Turkish-language
foreign press take a more critical approach to environmental policies and make comparisons with
international standards. The foreign press, with more critical voices, emphasizes Turkey's shortcomings
in addressing climate change.

The news articles in Sabah and Hiirriyet generally present Turkey's environmental policies as a success
story. These media outlets frame the government's environmental policies and participation in COP29
as the result of environmentally conscious projects and investments. Topics such as zero-waste projects
and developments in the energy sector are portrayed as Turkey's positive contributions to the
environment. In this context, presenting environmental policies in connection with economic
development and national success aligns with the ideological stance of most media outlets. In contrast,
Cumhuriyet, Sozcii, and the Turkish foreign press place a stronger emphasis on criticisms of Turkey's
environmental policies. In these media, the inadequacy of Turkey's environmental policies and their
inconsistency with global targets are frequently highlighted. The challenges Turkey faces in fully
aligning with the Paris Climate Agreement form the basis for these critiques. Additionally, the foreign
press has reported on efforts to generate public support for Turkey taking more steps in combating
climate change.
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This study reveals that there are significant differences in the coverage of the COP29 summit between
Turkey's mainstream media and Turkish-language foreign press. While the mainstream media in Turkey
generally presents environmental policies in a positive frame, the Turkish-language foreign press adopts
a more critical perspective towards these policies. The sources used by both media outlets reflect these
framing differences: the mainstream media in Turkey tends to rely on official sources and individuals
close to the government, whereas the Turkish-language foreign press prefers more independent and
critical sources. Turkey's environmental policies have been presented as a success in mainstream media,
while in foreign press, they have been addressed in terms of inadequacy and inconsistency. This situation
demonstrates that the ideological tendencies of media outlets play a decisive role in shaping the
perception of environmental policies and influencing public awareness.
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Abstract

This study examines how three newly built art museums in Istanbul differentiate themselves
through architectural discourse to reflect their institutional identities. The study highlights
their negotiated place within Istanbul’s cultural landscape by analyzing architectural
narratives. Architecture actively constructs institutional identity and shapes visitor
experiences rather than serving as a neutral container for art. A comparative analysis of
architectural features and design strategies reveals that while all three museums emphasize
transparency, accessibility, and public engagement, their architectural narratives diverge
based on institutional structures. Istanbul Museum of Painting and Sculpture, a state museum
under Mimar Sinan Fine Arts University, emphasizes urban memory and adaptive reuse to
preserve Tiirkiye’s artistic heritage. Istanbul Modern, supported by the Eczacibasi Group,
presents itself as Turkey’s first modern art museum, using transparency and site-specific
design to connect with the urbanscape. Arter, backed by the Kog¢ Group, defines itself as a
cultural platform focused on inclusivity, permeability, and integration with the Dolapdere
neighborhood. This study uses a qualitative comparative analysis method that includes content
analysis of publications, interviews, press materials, architectural drawings and field
observations to identify commonalities and differences in architectural discourse and uncover
the rationales behind these choices.

Keywords: Art Museum Architecture, Institutional Identity, Architectural Discourse, Architectural
Representation.

Oz

Bu galisma, Istanbul'da yeni insa edilen ii¢ sanat miizesinin kurumsal kimliklerini yansitmak
icin mimari sdylem araciligiyla kendilerini nasil farklilastirdiklarini incelemektedir. Calisma,
mimari anlatilari analiz ederek Istanbul'un kiiltirel manzarasindaki miizakere edilmis
yerlerini ortaya koymaktadir. Mimarlik, sanati barindiran notr bir yap1 olmaktan ote, aktif
olarak kurumsal kimlik insa eder ve ziyaret¢i deneyimlerini sekillendirir. Mimari 6zelliklerin
ve tasarim stratejilerinin karsilastirmalt analizi, ti¢ miizenin de seffaflik, erisilebilirlik ve
kamusal katilimi vurgulamasina ragmen mimari anlatilarinin kurumsal yapilara dayali olarak
farklilastigini ortaya koymaktadir. Mimar Sinan Giizel Sanatlar Universitesi'ne bagl bir
devlet miizesi olan Istanbul Resim ve Heykel Miizesi, Tiirkiye'nin sanatsal mirasini korumak
icin kentsel hafizay1 ve uyarlanabilir yeniden kullanim1 vurgulamaktadir. Eczacibasi Grubu
tarafindan desteklenen Istanbul Modern, Tiirkiye nin ilk modern sanat miizesi olarak seffaflik
ve mekana 6zgii tasarim kullanarak kent dokusuyla bag kurmaktadir. Ko¢ Grubu tarafindan
desteklenen Arter ise kapsayicilik, gegirgenlik ve Dolapdere semtiyle biitiinlesmeye
odaklanan bir kiltlrel platform olarak kendini tanimlamaktadir. Bu calisma, yaymnlar,
roportajlar, basin materyalleri, mimari ¢izimler ve saha gozlemlerinin igerik analizini igeren
nitel karsilagtirmali analiz yontemi kullanmaktadir. Calisma, mimari sdylemdeki ortakliklar
ve farkliliklar1 belirleyerek bu tercihlerin ardindaki gerekgeleri ortaya ¢ikarmay1
amaglamaktadir.

Anahtar Kelimeler: Sanat Miizesi Mimarisi, Kurumsal Kimlik, Mimarlik Soylemi, Mimarlik Temsili.
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INTRODUCTION

The architecture of art museums has become a competitive element today. The museums compete in
terms of architectural design, aesthetic appeal, and the ability to redefine the museum experience. While
museums used to focus on studying and preserving art, today, they have become multifaceted spaces
that appeal to different audiences' diverse needs and expectations (Verhagen, 2021). At the same time,
museum architecture is not just a passive background but a strategic tool institutions use to assert
authority and strengthen their cultural position (Jones & MacLeod, 2016). Whether affiliated with a
government institution or a private company, museum architecture reflects and reinforces the
institution's broader strategic position. In her work, Privatizing Culture, Wu (2002) discusses how
companies and institutions strategically use art and architecture for self-promotion, often reinforcing
existing power structures. Through the example of the Guggenheim Bilbao, Wu critically examines how
the Basque government leveraged museum architecture to rebrand the region while questioning whether
the museum itself acts as “a modern Iberian outpost of American artistic colonialism.” (p. 289). This
illustrates how museum architecture can serve both as a tool for local identity-building and as a
mechanism for cultural dominance on a global scale. Thus, institutions aim to foster more robust public
engagement through a compelling architectural experience. However, it would be an oversimplification
to attribute this solely to architectural design. Sharon Macdonald (2006, p. 220) describes the museum
as an “intricate dance between context, content, space, and visitors that is choreographed via
architecture,” underscoring the complex interplay between physical space and many other actors. In
addition, the intentions and values expressed through a museum’s architecture are crucial to
understanding museums. Jones and MacLeod (2016) emphasize that museum architecture plays a central
role in “claims-making about the social world” (p. 208), shaping public perception and influencing how
institutional narratives are communicated.

The relationship between museum architecture, institutional identity, and urban transformation has been
the subject of several studies, particularly in cities with growing cultural sectors like Los Angeles. In
her research, Behner (2003) highlighted how contemporary art museums in Los Angeles utilize
architecture to express their institutional identities and claim their cultural positions. Similarly,
Federman (2013) criticizes the assumed neutrality of museums. She argues that their spatial
arrangements reflect power structures and ideological constructs. These studies show that museum
architecture shapes cultural hierarchies, visitor engagement, and urban representation within a city's
broader cultural landscape. Yet, despite the increasing importance of art museums in Istanbul,
comparative studies analyzing their architectural discourse appear to be scarce. This study aims to
contribute to a broader understanding of how museum architecture functions as a discursive and strategic
tool by examining how leading contemporary museums in Istanbul construct their institutional narratives
through architectural design.

Since the early 2000s, Istanbul has become active in contemporary and modern art museology, with
institutions such as Arter, IMPS, and IMM playing a key role. Despite this rapid institutional expansion,
these museums' architectural narratives and spatial strategies remain understudied in a comparative
framework. As Istanbul gains importance as a cultural center, it becomes increasingly important to
understand how its museums differ architecturally, as it is used as a language to ‘‘recognize and affirm
some identities, and omits to recognize and affirm others.’” (Macdonald, 2006, p. 4).

This study addresses this gap and questions how these institutions use architectural design to
differentiate their institutional identities. As exploring this question, it examines the specific
architectural elements each museum emphasizes, from transparency and spatial fluidity to urban
integration. It analyzes how these choices contribute to each museum’s unique narrative. While
investigating where these institutions’ architectural strategies overlap -particularly in their shared goals
of accessibility, public engagement, and community integration, it compares their architectural
discourse. In doing so, it provides a deeper understanding of how contemporary museum architecture in
Istanbul actively constructs institutional identity and mediates audience interaction within a rapidly
evolving cultural landscape.

Architectural historian Spiro Kostof (1995, p. 7) highlights the inherently social nature of architecture,
stating: “...the identity of the patrons, particulars about the motivation for the buildings commissioned,
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the identity and careers of the architects, the nature of the materials of construction and their
provenance, matters of finance, and so on... It is a social act - social both in method and purpose.” This
perspective emphasizes how architectural design reflects broader social, economic, and institutional
dynamics. Building on this, Duman (2022) describes architectural practice as a social process originating
from micro-level relationships and practices while influencing and being influenced by macro-level
dynamics such as society, technology, and economic structures.

If all buildings are social acts, museums, due to their raison d'étre, are undeniably social endeavors. As
Behner (2003, p. 1) notes, museums are “important examples of the intentional use of architecture for
the representation of broad cultural ideals.” These ideals are shaped by their physical location, the
institutions' narratives, and their connection to the surrounding community. These frameworks are
particularly relevant for museums, where institutional goals inform architectural choices and actively
shape public perceptions, societal roles, and the museum’s cultural narrative.

While the reciprocity of the relationships directly shapes the museum’s purpose, it also shapes the
architecture of the museum. Whether a museum is a national museum funded by the government or a
private museum funded by corporate entities, the museum’s architecture inherently reflects the values
and goals of its funding sources, shaping its public image and determining the experiences and
demographics it aims to attract. As a result, architecture becomes a physical manifestation of a museum’s
narrative and mission, reflecting its ethos and aspirations. Understanding whether the architecture in an
art museum network is successfully achieving its intended goals or fulfilling its specific roles will not
be sufficient to examine the physicality of the architecture alone, as architecture affects and is affected
by the social context (Reichmann & Miiller, 2015). Therefore, the discourses of institutions should also
be examined, and the manifestation of these discourses within architecture should be discussed®.

METHOD

A multi-layered methodological approach was adopted in this study (figure 1). This approach addresses
a complex issue, such as the expression of institutional identities of three art museums through
architectural discourse in a more nuanced manner.

institutional

examinations of missions & visions
technical drawings reflection to design
4 . . g o g
iterative on-site visits via Atlas.ti - identification of
emergence of themes recurring themes

collection of
—> institutional S content analysis E——
discourse data

I tideo interviews
published interviews l shared approaches

the institution's divergent approaches
own publications

architectural
analysis

comparative

3 S outcomes
analysis

Figure 1. Method chart

The study focused on long-standing art institutions that recently moved to new, purpose-built facilities
to reflect their evolving institutional discourses: Istanbul Painting and Sculpture Museum (IMPS) (est.
1937, relocated in 2021), Istanbul Modern (IMM) (est. 2004, relocated in 2023), and Arter (est. 2010,
relocated in 2019). These museums were selected based on three main criteria: (1) their recent move to
newly designed facilities specifically designed for their purpose and ideology, which allows for the
examination of contemporary museum architecture, (2) their different institutional structures (state-
funded or funded by corporations with different approaches) that shape their architectural discourse, and
(3) their important roles in the evolving cultural landscape of Istanbul. This selection ensures that the
study captures variations in institutional identity expression through architecture.

! This paper is derived from a doctoral research project focused on the art museum network in Istanbul. The broader study
thoroughly examines visitor experiences, analyzing how they engage with institutional discourses and architectural spaces.
Further discussions and additional findings are available in the original research.
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Data collection involved a systematic analysis of various primary and secondary sources — including
publications, video interviews, press materials, and technical architectural drawings. The sources
included museums' own publications obtained from their museum stores and libraries, architectural
journals and newspapers, websites of architecture firms, as well as their and the museums' social media
accounts. Additionally, on-site visits to each museum provided direct observation of architectural
elements, spatial organization, and visitor interaction.

A content analysis was conducted using qualitative data analysis software, Atlas.ti, in order to code the
data and find commonalities and differences. In the first step, initial codes emerged to make descriptive
coding, summarizing what the data meant. Subsequently, codes were re-analyzed in several cycles, and
the patterns of the codes were reinvestigated. Finally, codes were piled under categories or sub-
categories to establish an overview of the organizations' narratives' recurring themes. Atlas.ti facilitated
co-occurrence analysis, word frequency analysis, and network visualization, which helped reveal
underlying patterns in the data. The software also enabled the construction of a discourse table, where
key institutional narratives were mapped according to thematic categories. Technical drawings and
architectural analyses of spatial designs supported these findings. This provided a deeper understanding
of how architectural choices aligned with institutional missions, funding structures, and target audiences.

Furthermore, a comparative analysis across the three museums highlighted common themes such as
transparency, accessibility, and urban integration while highlighting fundamental differences rooted in
the museums’ specific institutional contexts. Based on the themes that emerged as a result of the
analysis, museums were compared under the headings of ‘main narrative and purpose’, ‘design ideas &
starting points’, ‘city-location narratives’, ‘visitor narratives’, ‘transparency narratives’,
‘internationality’, and ‘safety concerns’. This comprehensive methodology facilitated a detailed
examination of each museum and illuminated how contemporary museum architecture in Istanbul
manages the interaction between institutional identity, urban context, and public participation.

FINDINGS: INSTITUTIONAL CONTEXT & ARCHITECTURAL STRATEGIES
Architectural Analysis

Istanbul Museum of Painting and Sculpture

Established in 1937 under Mimar Sinan Fine Arts University, IMPS is Tiirkiye’s first art museum, aimed
at preserving and exhibiting Turkish art while supporting artistic training (Kdksal, 2021). The collection
dates back to the 19th century and comprises around 12,000 works. Ayse Koksal (2022) indicates that
IMPS serves as a repository of Tirkiye's artistic heritage and its broader historical narrative.

After its establishment in the Crown Prince’s office in Dolmabahge Palaces, the museum endured
multiple closures and reopenings for various reasons such as war, fire hazards, and restoration. It
remained open intermittently for 31 years, from 1937 to 2021. Finally, the collection moved to Entrepot
No. 5 in the Tophane region and opened to the public in its location at the end of 2021 (figure 2).
Approaching the museum from the Besiktas neighborhood region, visitors first encounter Mimar Sinan
University, the museum's patron, followed by Galataport Istanbul. The museum is rebuilt as a part of
the Galataport project, a mega urban transformation project that spawns over 1.2 km of the Bosphorus
coastline. The project consisted of the regeneration of the Findikli, Tophane and Karakdy axis. It aimed
to create a cruise port and multi-purpose complex as a shopping district and a culture and art destination
(Galataport, n.d.).
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The design repurposed two adjacent buildings, previously used by the Coast Guard and as a port
entrepot. Since the design of these buildings belongs to the renowned Turkish architect Sedat Hakki
Eldem, with the architect's and the previous rectorate’s consensus, these two buildings decided to be
adapted and reused (Arkitera.com, 2022). The Directorate building’s interior was emptied to create a
vertical circulation zone and eliminate the level differences between the two buildings (figure 3). The
directorate facade was reconstructed precisely the same, with its original iconic blue glass tile and
repetitive rows of rectangular windows. This atrium space and its rectangular windows allow visitors to
visually connect with Meclis-i Mebusan Street (the Galataport is between this street and the sea). The
visitors see the surroundings from different perspectives while circulating on the ground floor and while
rising in the vertical circulation.

The Entrepot building is stripped to its griddle structure and dressed with glass facades (figure 4). Ship
container-inspired spaces suspended inside the three-dimensional griddle structure. This approach lets
visitors experience the grid structure and container galleries separate from the surrounding walls. This
is especially felt at night when the containers are illuminated in red. The containers are covered with
perforated metal panels, and lighting is added between the panels and the interior. Lights amplify their
double-facade design's effect and foster a sense of spatial depth.

The containers serve as chronologically arranged exhibition spaces, most designed to be interconnected.
The galleries are numbered to indicate the order of the exhibition for the visitors (figure 5). Additionally,
arrows have been added to support navigating the visitors. In circulation areas outside the container
galleries -which have impermeable facades that cut off all connections to the outside- visitors are
allowed to see the surroundings while circulating between the containers due to the transparent feature
of the glass facades. Since these circulation areas are designed as thin bridges, they also provide visual
communication with the spaces below and above (figure 6). The balconies added to each floor on the
sides of the circulation areas face the vertical circulation in the atrium, and the gallery space provides
the opportunity to stop on the floors and examine the street.
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Figure 4. Facade view from the Tophane square side (Pintos, 2022) Photo by Thomas Mayer.
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Figure 6. IMPS’s second-floor plan (Pintos, 2022).

Transparency of the facade becomes more effective on the ground level. Functions not open to visitors
are concentrated in the middle of the building and designed to be opaque (except for the sculpture and
painting studio). Visitors pass through security from the street and first encounter the ticket office and
cloakroom, then reach the open-plan museum store. From there, they proceed to the museum entrance,
which opens directly to Galataport, and after seeing the workshops, they reach the museum cafe (a cafe
owned by a coffee shop chain.) and finally -next to the cafe- museum staff offices. As visitors move
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through this promenade, they are presented with the views of the upper levels and facades of the
container galleries along with the Tophane Square located next to the museum and even IMM. The street
and Galataport exit axis establishes a direct relationship with the outside environment. The cafe is also
directly connected to the busy streets of the Galataport, so it functions as a part of the street. Moreover,
the ground floor is open to the public and can be used without purchasing tickets.

Istanbul Modern

IMM’s history started in 1987 when Nejat Eczacibagi envisioned a permanent modern art museum in
Istanbul. This decision was ignited after the success of the 1st International Contemporary Art Exhibition
(the Istanbul Biennial). This vision took shape in 2003 with the conversion of Entrepot No. 4 (in
Tophane) into a museum space by the design of Tabanlioglu Architects. After opening in December
2004, the museum operated here for 14 years?. It moved to its temporary location in Beyoglu before
moving back to its original site with the design of the renowned architect Renzo Piano in 2023. Piano
was chosen for his expertise in museum architecture and for creating a venue to reach a world-class level
(Eczacibasi, 2024). Since 2007, IMM has collaborated with the world-famous Centre Georges
Pompidou, influencing its design and education programs. As Renzo Piano is one of the architects of
Pompidou, his selection for the museum could not be a coincidence.

IMM sits between the Tophane Square and the Bosphorus, offering a panoramic view of Istanbul while
neighboring IMPS across the square (figure 7). The museum is elevated 65 cm above the square via
several steps, and the ground floor is designed to be transparent, visually connecting the square, the
museum, and the Bosphorus. The ground floor offers unrestricted - and ticketless - access to public
spaces such as the cafe, library, and educational areas. The short facades showcase large cross-braced
columns supporting the third floor and feature grouped ventilation shafts that ventilate parking spaces
underneath. The museum is divided horizontally into three volumetric parts: a transparent ground floor,
a second level, and a third level that extends outward, providing shelter over the outdoor café,
workshops, and public area on the ground level. The architect explains the raised main volume -
expanding horizontally on the upper floors — supported by the transparent ground floor as “a flying
vessel right on the water” (Vatican News - English, 2023). The transparent ground floor houses rounded
columns and mechanical funnels aiming less sharp shadows for the visitors (figures 8 & 9).

Figure 7. IMM & Historical Peninsula (Pintos, 2023), Photo by Enrico Cano

2 The opening had a great impact not only in the art world but also in the political and economic arena (Ceylanl, 2024).

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 VVolume 15 Issue 2, p.491-512

Entry
Vestibule

flefeeri T eee

--~-Restaurant-—— =" -~~~/
Entry

2

Figure 8. Ground Floor Plan of IMM (Pintos, 2023)

Terrace | Viewing Terrace

Il +2 Floor | Exhibition Galleries

Tt R B SRR, :
S ¥ +1 Floor | Restaurant. Galleries.
- ! i ik Offices, Event Rooms
= N 1 Ry "*“_" _’ bl 4 i W*M Al (1] i i!l fil o evgll'iglzyﬁ?rgmds;oﬁpévcear{te Area
i [ OER I .
—_— Ll - %

2 e T T 111 =0 A

Figure 9. Longitudinal Section of IMM (Pintos, 2023)

The grey-colored 300 concave and convex aluminum modules on the facade interact with the changing
light of the Bosporus, resembled by the architect “a fish leaping out of the water” aiming to make a
stronger connection to the location’s maritime past (Piano et al., 2021). Galvanized steel stairs and
walkways attached to the facade are used for practical reasons (fire exit, event area, etc.) while also
creating unity with the overall design language of the facade. The choices of materials for the facade
elements - aluminum, steel - and their light grey colors reflect the site’s historical and contextual
significance, maintaining an industrial concept.

The low steps surrounding the building offer seating and gathering areas outside the museum. They start
from the security entrance, pass in front of the glass facade of the museum shop and library (also the
museum staff offices above on the second floor), and then stretch through the museum’s Bosphorus-
facing facade, offering views of the interior of the museum along with one-of-a-kind Istanbul and the
sea view. This situation changes when a cruise ship parks in front of the museum. Due to the ship's
enormous size, all or most of the views this unique location offers become the steel body of the ship.
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The ground floor consists of a central staircase that organizes circulation across the museum'’s three
levels (figure 10). Auxiliary spaces are placed on the facades after leaving a foyer area around this
staircase. The ticket desks in front of the staircase welcome visitors right after both security entrances
on the square and sea entrances. The basement level includes a cloakroom, a 156-seat auditorium-
cinema, restrooms and event rooms, and a landing lobby as a foyer.

= S ———— = pp——————— |

Figure 10. Staircase view from the first floor. Photo by authors.

The first-floor and the second-floor landing lobbies offer a view of Bosphorus and the square from both
ends, maintaining a visual connection with the surroundings (figure 11). The first floor comprises
galleries, event rooms, education spaces, staff offices, and a restaurant. The seaside restaurant features
a transparent facade and a metal balcony overlooking the Bosphorus. An external staircase allows
visitors to enter the restaurant separately while its landing extends to an open dining area.

The rhythmically repeated full-length windows are incorporated into the exhibition spaces to let natural
light and exterior views permeate the galleries. When required, blackout curtains allow controlled
lighting and provide space for installations such as video art. These wide, high-ceilinged spaces can
adapt to diverse artworks and needs.

The stairs for the viewing terrace are located on the second floor (figure 12). Here, there is the 5 cm
deep Reflection Pool, which can be considered the museum’s trademark space, a covered pavilion that
the staircase comes out of, and a terrace bar that hasn’t yet been operating. The materials used on the
terrace are in harmony with the Bosphorus’s colors. They mimic and extend the sea and sky. The
reflection pool is added to enhance this effect and create a visual extension of the Bosphorus by
reflecting the surroundings in the water. Moreover, the terrace offers panoramic views of Istanbul’s
landmarks, including the historic peninsula and Galata Tower. Thus, the pavilion, which serves as both
an observatory and a leisure area, completes the experience by offering visitors a connection with the
city view.
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Figure 11. Views from both ends of the landing lobby. Photo by authors.

Figure 12. Reflection terrace of IMM. Photo by authors.

Arter

The Meymaret Han building in Beyoglu housed Arter since Arter’s establishment in 2010 by the Vehbi
Ko¢ Foundation (VKF). The museum defined this 800 square meter area, which they accepted as a
temporary location, as a testing ground for the institution’s vision for their actual space in the Dolapdere
neighborhood (Balig, Fereli & Evren, 2021 & Arter, 2019). After abandoning the idea of developing a
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campus museum complex in the Golden Horn, combining Arter and the Sadberk Hanim Museum (the
Museum is the first private museum in Turkey and is affiliated with VKF), the foundation decided on
the Oto Kog building in Dolapdere (personal communication with Melih Fereli). The building was
donated to the Foundation by the Kog family. The Vehbi Kog¢ Foundation is directly linked to the Kog
Family and the Kog¢ Group. Founded in 1928 by Vehbi Kog, Otokog¢ Kog is Kog Holding's first venture
in the automotive sector.

Although Dolapdere is a dense, industrial neighborhood with minimal public transportation, its
proximity to Taksim, a touristic and crowded area, and the potential for revitalization made it a viable
option. Even though adapting the existing building was an option, the foundation decided to demolish
the old building and construct a new one that accommodated contemporary art needs (personal
communication with Melih Fereli). Grimshaw Architecture was selected as the winner of the museum's
design competition, which had invited proposals from renowned architectural firms. The firm completed
the project in 2019, coinciding with the 50th anniversary of the Vehbi Ko¢ Foundation.

Arter’s relocation to Dolapdere has had significant implications for the neighborhood. Dolapdere and
the adjacent Tarlabagi district were previously perceived as areas associated with notions of danger or
deprivation, but now it is related to urban transformation (Arican, 2020). Arter’s presence here brought
private businesses like hotels and art galleries - Dirimart, Pilevneli, Evliyagil Dolapdere (currently
closed). Fereli noted that the museum’s arrival in Dolapdere encouraged some locals to remain here and
be thankful due to rising real estate prices in the neighborhood. Nevertheless, Dolapdere still lacks public
transportation and pedestrian-friendly infrastructure, which becomes a big challenge for accessibility.
The neighborhood’s industrial character plays a big part in this challenge, with the car repair shops and
construction material stores using the sidewalks.

Arter’s design creates two public squares -front and rear squares- in this dense urban fabric, connected
through its transparent facade (figure 13). It brings attention to the neighborhood from the main arterial
road in front of the building, aiming to integrate the interior into its urban surroundings. The front facade
breaks in, pulls inwards, and sustains its transparency on the upper floors, further allowing the
connection between the rear. A shallow pool and extended seating divide the public area with the
museum'’s security-controlled area, not interfering with the transparency of the ground floor. The
security kiosk added at the end of the seating moves away from the facade, letting people walk past this
area and experience the building. The building features a three-dimensional diamond-shaped, patterned
facade created from glass fiber-reinforced concrete with glazed finishes. The pattern becomes permeable
in places, increasing the relationship between the interior and the exterior (figure 14).
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Figure 13. Arter first floor plan (Pintos, 2020). Manipulated by the authors.

Figure 14. Arter’s view from the Irmak Street (Pintos, 2020). Photo by Quintin Lake.

The ground floor features a three-story high entrance atrium, offering views of the busy street, bistro,
and bookstore located on upper levels (Figures 15 & 16). Here, A free-entry gallery provides direct
visual access to the street. Auxiliary spaces such as the bistro, rear garden, bookstore, and library are
situated on the first and the second floors, all accessible without a ticket. These free areas are all centrally
located near the entrance, and they are interconnected. These spaces and the foyer areas spanning three
subterranean levels, the second-floor exhibition space, are vertically linked to this central atrium that
extends across seven levels. It creates ongoing visual flow throughout the interior of the museum.
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Figure 16. View of the bistro from the second floor (Pintos, 2020). Photo by Quintin Lake.

The bistro and the one-level above bookstore overlook the rear garden and the backstreet of Dolapdere.
Visitors using these areas or sitting in the garden can observe the daily life of the locals, hanging their
clothes to dry, chatting between windows, or watching children of the neighborhood play football.
Consisting of a two-story space with wall-to-wall bookshelves, the second-floor library features a facade
with a permeable version of the three-dimensional cladding that allows natural light to filter in while
offering neighborhood views. The library and the bookstore offer Arter’s publications that accompany
the exhibitions.
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The exhibition areas extend across seven levels and are intended to be adaptable, supporting various
forms of artistic expression. Two main atriums, 25 and 17 meters in height, link these areas and create
visual connections between the different levels, enabling visitors to view both the artworks and one
another (figure 17). These atriums also bring natural light into the interior. Fluid circulation and well-
placed interior openings simplify navigation, while facade openings offer views of Dolapdere, fostering
interaction between the interior and exterior environments (figure 18). The underground performance
spaces (-3rd floor) include Karbon Hall for multimedia art and Sevgi Gonil Auditorium with versatile
seating. Both share a landing lobby located below the gallery space, which is connected to the entrance
lobby. This feature allows the deep basement to be bright and more inviting.

+6 Floor | Offices

+5 Floor | Offices

+4 Floor | Gallery, Outdoor exhibition terrace

+3 Floor | Gallery

+2 Floor | Gallery

+1 Floor | Galléry

0 Floor | Gallery, Info Desk, Lockers, Membership Desk

-1 Floor | Gallery

-2 Floor | Sevei Goniil Auditorium. Karbon

-3 Floor | Sevgi Goniil Auditorium, Karbon

ARTER
Section A

Figure 17. Section of Arter, Visual Connection Diagram. (Pintos, 2020) Manipulated by the authors.
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Figure 18. Interior & exterior facade openings (Pintos, 2020). Photo by Quintin Lake.

DISCUSSION

IMPS is a state museum affiliated with Mimar Sinan Fine Art University, while IMM and Arter are
backed by prominent corporations like Eczacibasi Group and Kog¢ Group. This difference in state versus
corporate support significantly influences how these museums present themselves to the public.
Institutional ideologies shape decisions regarding board members, curators, architects, and even the
intended audience, reflecting each institution's unique identity through its architecture.

IMPS focuses on preserving and presenting the nation’s art heritage, while IMM and Arter aim to stand
out in a competitive cultural landscape by aligning their architecture and discourse with the values of
their corporate sponsors. This creates soft power for their patrons while establishing a distinct identity.
IMPS, meanwhile, faces the challenge of engaging visitors while maintaining its role as a custodian of
cultural heritage.

To examine the institutional discourses of these museums, interviews with representatives (e.g., patrons,
architects, and curators) and analysis of published materials were conducted. Each museum's recurring
phrases to describe itself were identified and grouped into thematic categories. Institutions use these
themes to reflect the core values and priorities to express their identity and engage with their chosen
audiences. The categorized statements of the institutions were arranged in a table (table 1), providing a
clear comparative framework for understanding how each museum positions itself in the cultural
landscape of Istanbul.
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Table 1. Table of Discourses

IMPS

IMM

ARTER

(About the Museum |
IRHM, n.d.) (Akbank
Sanat, 2016)
(Arkitera.com, 2022)
(EAA n.d.) (Mimar Sinan
Glizel Sanatlar
Universitesi, 2021)
(Muzecilik Meslek

(Akbank Sanat, 2022)
(Belcher, 2023) (Eczacibast,
2023) (Eczacibasi, 2024)
(Emden & Yildiz, 2023)
(Harris, 2023) (Istanbul
Modern, n.d.-a) (Istanbul
Modern, n.d.-b) (Merlo,
2023) (Ntv Program, 2023)
(Piano et al., 2021) (Renzo

(Altunok, 2019) (Art50, 2021) (Arter, n.d.)
(Arter, 2019) (Balic et al., 2021) (Ezik, 2021)
(Fereli & Balig, 2019) (Grimshaw, 2021)
(Habertiirk TV, 2019) (Woman TV, 2019)

Kurulusu Dernegi, 2022) ] T
(RIBA Architecture, 2019) | F'ano Building Workshop,
(Yilksel, n.d.) 2023) (Showcase, 2023)
! (\Vatican News, 2023)
. State / Eczacibasi Kog Group
PEIET Y University support support
most Turkiye's 1st |duty to con-
Tiirkiye’s | important modern and |tribute to the |cultural platform |“It is our duty” |sustainable
. art memory [ collection of |contemporary | development |- not a museum. |- slogan art institution
Main Turkiye art museum | of society
Narrative & . . . .
) Being an popularize contribute to the |focus first on
urpose protect - .
. .., |exampleofa |modern & development & |the artist (main
Tiirkiye’s ; .
art big urban ~ |contemporary production of acto_r) and
transformation|art contemporary art|audience
urban industrial past sol_ld and ) multiple permeability fluidity openness
memory - harbor area |flying design | planes
sEtrc])tr;eFIeOt . adaptive reuse Iz oLl er]lli)hsea"mg ?/::a)isclig/r1 zirt]agithnein EMYITRERE Y FIUTE-
Design Idea ge P industrial feel gning friendly scaled
. mechanism Bosphorus | through sections
& Starting -
Point creating a
break Bosphorus - a design that
between 3D grid simple form [water and its |dynamism doesn’t compete | unpretentious
galleries & reflectiveness with the content
circulation
creating a interaction ] ] ] T
- . . - a visual ... [dialogue with  |a building
\r/silflglg]n:hlp Z?gaﬁl?gem?t \ljvrltt)grfgga o connection to f;;ogﬁ DB Dolapdere and | that is of its
. - y P the city y the city setting
City - city sea and land
Location creating a
Narrative . i i
center of | creating accessible connection
the city framed views e T i
promenade | water-front
and square
meeting social a place where | visitor- artistic & social |invite and accessible
Visit point permeability |people meet |oriented meeting point  |embrace price policy
isitor . -
open & accessible for free exhibition free auxiliary
accessible everyone areas
transparent/ | transparency raised from
permeable |to create a transparent  [the ground - |transparent
VI g ey ground bond with the |ground floor |hanged in the | building extrovert
floor surrounding air - lightness
Lo opromate e
International International museu?n arc International country's art in
partnerships " | partnerships the country and
/ a world- abroad
class building
security with BTarTET &
. earthquake |security without |changing risk
s [ ) St inerng | percpton-
safe invitingness made security
transparency —
legal obligation
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Main Narrative and Purpose

IMPS describes itself as the guardian of Tiirkiye’s artistic memory while emphasizing its role in
preserving and exhibiting the country’s most important art collection, dating back to the nation's
establishment. Its discourse emphasizes protection, preservation, and the transformation journey from a
historical institution to a museum meeting contemporary needs. IMM is framed as Tirkiye’s first
museum dedicated to modern and contemporary art, underlining its responsibility to contribute to
societal development by popularizing modern and contemporary art and making it accessible to a
broader audience.

Conversely, Arter rejects the museum label (Bali¢, Fereli & Evren, 2021). It differentiates itself by
positioning itself as a cultural platform, focusing on sustainability, and supporting the production and
development of contemporary art. It prioritizes the artist and audience as core actors. One can even come
across some of Arter’s statements that emphasize the artist’s role as the primary creative force. All three
institutions aim to contribute to Turkey’s cultural development. However, they employ different
discourses to reflect their institutional aims. While IMPS aligns with national heritage, IMM seeks to
popularize and educate, and Arter supports innovation and artistic freedom.

Design ldeas & Starting Points

IMPS emphasizes the port area’s connection to its urban memory and industrial past and, therefore,
adopts an adaptive reuse design approach. For this reason, the architect preserves the three-dimensional
grid system that reflects the functionality of the building that was used as an entrepot in the past. He
makes a clear distinction between exhibition areas and circulation areas, and for this reason, he aims to
preserve the grid, which he expresses as the layers of the past, and to display the new layers on it. IMPS
serves as a link between the past and the present, fitting for the artwork it houses. It embeds its
architectural identity in the city's industrial heritage, focusing on preserving and reinterpreting the
historic fabric.

On the other hand, IMM places the Bosphorus, the scenic elements it creates in and around it, and the
location of the building at the center of its design. The building’s solid and flying form, simple yet
industrial elegance, and reflective qualities mirror a ship sailing on the Bosphorus. It aims to blend
seamlessly with its waterfront context. Moreover, the use of columns on the ground floor, as the museum
indicated as the landscape of the columns, causes the sea interaction to be heightened even further.

Arter adopts a different strategic approach to design through the voids and sections, allowing
permeability, fluidity, and openness inside and outside the structure. The eco-friendly, human-scale
design prioritizes dynamism and adaptability so as not to compete with its artistic content. By avoiding
pretentiousness, Arter reflects its identity as an artist and audience-centered cultural platform. While
IMPS bases its design on historical preservation, IMM aims to blend in its maritime environment. Arter’s
modest yet dynamic approach aims to allow a flexible and inclusive space to align with its ethos.

City-Location Narratives

IMPS underlines its location in the center of Istanbul by defining it as a point of connection. This is due
to the site’s historical and cultural past, especially the Tophane district and its continuing importance
(area’s identity). Its design aims to remind visitors of this as they move through the museum, framing
the surrounding views to enhance the dialogue with the cityscape.

Located beside the Bosphorus, which has an impressive view of Golden Horn and many other locations,
IMM encourages interaction between the urbanscape, sea, and land. Its architectural narrative is built on
integrating the waterfront promenade and Tophane Square, creating a visual connection between the city
and the water, which was problematic before the museum. These narratives also go hand in hand with
the museum’s design themes of openness and reflectivity, encapsulating the image of a vessel interacting
with the dynamic flow of urban life and the sea.

Arter, in Dolapdere, takes a more community-focused and contextual approach, defining itself as a
building that is of its own setting. The building dialogues with the identity of Dolapdere, emphasizing
its strong bond to the city and avoiding a detached or imposing presence. Its architectural design aimed
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to reflect permeability and human scale themes, blending unpretentiously with its urban setting.

All three museums demonstrate different ways of interacting with their location. IMPS places itself in
urban memory and the centrality of its historical site, while IMM embraces engagement with the
maritime and urban elements of Istanbul. Finally, Arter integrates itself into the Dolapdere
neighborhood, encouraging a sense of inclusiveness and dialogue. These approaches establish different
relationships by aligning with the city's architectural and institutional narratives. At the same time, they
all endeavor to complement the cultural landscape of Istanbul.

Visitor Narratives

In line with its role as a state museum based on cultural preservation and public service, IMPS positions
itself as a meeting point by focusing on social permeability in its speeches. IMM adopts a more visitor-
centered narrative. By creating an open and accessible environment, they aim to create a place where
people meet and interact. This works with their mission to popularize art and engage diverse audiences,
reflected in its emphasis on transparency and connection with urbanscapes. However, Arter diverts itself
by extending the idea of accessibility to encompass economic inclusion. They aim to do it with free
exhibition areas and affordable pricing policies. So, it strives to become an artistic and social meeting
point that invites and embraces diverse audiences, creating its role as a cultural platform prioritizing
inclusivity.

The visitor narratives of all three museums emphasize promoting accessibility and social inclusion, but
each approaches these goals through different frameworks. IMPS prioritizes cultural continuity, IMM
emphasizes urban integration and openness, and Arter gravitates to inclusivity and dialogue, reflecting
the institutional and architectural identities of each.

Transparency

The visitor narratives of IMPS, IMM, and Arter converge in their shared emphasis on transparency to
foster connection with their surroundings and invite public engagement. All three museums utilize
transparent ground floors or facades to create visual and spatial permeability, establishing a bond
between the interior and the urban context. However, museums divert from this point by utilizing
transparency differently. At this point, IMPS differs by focusing on transparency to emphasize its
connection with the historical and cultural texture of the region, while IMM combines transparency with
a sense of lightness and height. This combination is intended to symbolize openness and a dynamic
relationship with Bosphorus. On the other hand, Arter extends this concept to an extroverted design that
aligns with its mission of accessibility and inclusivity, reinforcing its role as a cultural platform
integrated with its neighborhood.

Internationality

Although IMPS doesn’t have a specific comment regarding being in the international arena and
partnering internationally with other museums, it has been stated on several occasions that the museum
aims to appeal to all national and international visitors. This is mainly due to the museum’s role as the
custodian of Tiirkiye’s artistic memory and cultural heritage. In contrast, IMM emphasizes its global
outlook through international partnerships. The choice of Renzo Piano, famous for his world-renowned
museums, as the architect aimed to position the museum as a world-class cultural destination. Similarly,
Acrter highlights its international partnerships but ties this to a mission of promoting Turkish art both
domestically and abroad, blending global engagement with national representation. While IMM focuses
on global prestige, Arter balances international aspirations with a commitment to showcasing Turkish
art on the world stage, contrasting with IMPS’s primarily local and national orientation.

Safety Concerns

Due to Istanbul’s location in the earthquake zone, all museums indicate their prevention of damage to
earthquake threats. At the same time, each museum expresses its security priorities for its designs. While
IMPS frequently mentions the structural reinforcements they make to guarantee earthquake resistance,
they also focus on protecting their collection through private security warehouses. IMM combines
security with its design philosophy, bringing together clarity and transparency while considering
terrorism and earthquake concerns. In addition to being the museum that focuses most on security
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measures due to terrorism, it is also the museum that emphasizes earthquake precautions the most in its
statements and publications (This may be related to the coincidence of the attacks and earthquakes in
Turkey with the museum's design and opening times). Arter also responds to changing perceptions of
risk, including terrorism, by balancing security, which has become a legal obligation due to attacks in
the period, with its inviting architecture. While all three museums prioritize safety, IMPS centers on
safeguarding its collection, IMM blends safety with aesthetic and spatial transparency, and Arter focuses
on unabtrusive security measures that align with its inclusive identity.

CONCLUSION

This study examines three Istanbul-based museums’ discourses and how they reflect them in their spatial
decisions. Museums shape their identities, missions, and visions in interaction with their environment
and make architectural decisions accordingly. Starting from this point, this study seeks to reveal how
museums exercise their institutional identities and public engagement strategies through architecture
and how they construct the differences between each other.

While transparency, accessibility, and public participation are common features of all three museums,
their funding models and institutional goals significantly differ in their narratives and architectural
approaches (table 2). IMPS, a museum affiliated with a state university, emphasizes adaptive reuse and
urban memory, moving from its role of preserving Turkey's art memory. With its identity as Turkey's
first contemporary art museum, IMM positions itself as a global museum, opting for an architecture
integrated with the Bosphorus and designed by a world-renowned architect. On the other hand, Arter
prioritizes permeability, inclusivity, and engagement with its local neighborhood to promote Turkish
contemporary art and reach diverse audiences.

Table 2. Table of the Key Institutional and Architectural Distinctions

Criterion IMPS IMM Arter
Institutional Guardian of National |Turkey’s first modern art | A cultural platform for
Identity Art Heritage museum contemporary art
Architectural Adaptive reuse, urban |Transparent, site-specific, |Permeability, integration
Strategy memory Bosphorus integration with local context
Visitor Historical continuity, |Urban integration, open Inclusive, experimental
Engagement educational focus public spaces approaches

Blurred boundaries between
Transparency Selective permeability |Full transparency interior and exterior

In addition to the fundamental differences summarized in Table 2, these museums also differ in urban
location narratives, visitor engagement strategies, and safety considerations. IMPS emphasizes historical
continuity, IMM integrates with the waterfront, and Arter engages actively with its immediate
neighborhood. Similarly, their understanding of potential visitors influences spatial decisions—IMM
prioritizes open public spaces, while Arter creates a fluid interior-exterior relationship. Safety concerns
also influence their architectural choices, as museums seek a balance between openness and structural
security. Despite these variations, all three museums consciously use architecture to reinforce
institutional visions and engage with their surroundings.

This study focuses on museums with established institutional narratives and newly constructed
architectural designs, aiming to ensure access to reliable data in a rapidly evolving cultural landscape.
It primarily examines architectural discourse and institutional identity as a limitation of the study. It
excludes curatorial strategies, collection narratives, and visitor surveys. The goal is not to make a
universal statement about art museums but to provide insights into how architecture functions as a
discursive and strategic tool in shaping museum identity.

The findings of this study generate new and necessary questions regarding the long-term effects of these
museums' architectural choices. How will these designs affect the perception and functionality of these
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institutions within the changing urban and cultural fabric of Istanbul — and, indeed, the global art world?
To what extent will visitors accept and engage with the spatial narratives these institutions have
constructed for themselves? These questions emerge as a result of this research and underscore the need
for further studies on the role and impact of architecture in shaping museum identity and institutional
narratives.
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Abstract

Today, with the development of information and communication technologies,
online platforms have become one of most important means of communication for
individuals. The security and privacy of users' personal data in online platforms
where users intensively share information is of paramount importance. In view of
this, the current study seeks to examine online privacy awareness of university
students. In line with this, this study aims to determine the level of awareness of
students about this issue and to determine whether there is a significant difference
in privacy awareness in terms of some demographic variables. With this aim in
mind, the study data were collected from 282 students older than 18 studying at
Giimiishane University Faculty of Communication using the purposeful sampling
method. The analysis of the data collected indicated that the online awareness levels
of the participants are high.

Keywords: Privacy, Online Privacy, Awareness, Glimiighane University.

Oz

Gilinimiizde bilgi ve iletisim teknolojilerinin geligimi ile birlikte ¢evrimigi
platformlar bireylerin 6nemli iletisim araglarindan biri olmaktadir. Kullanicilar
tarafindan yogun bir sekilde bilgi paylasiminin gergeklestirildigi ¢evrimigi
platformlarda kullanicilarin kisisel verilerinin giivenligi ve gizliligi 6nemli bir
konudur. Bu baglamda ¢aligma, 6grencilerinin ¢evrimi¢i mahremiyet farkindaligin
incelemeyi amaglamaktadir. Arastirma, dgrencilerin bu konu hakkinda farkindalik
diizeylerinin tespit etmek ve farkli demografik degiskenler arasinda mahremiyet
farkindaligina yonelik anlamli farklilik olup olmadigini belirlemektir. Bu amaca
ulagmak icin veriler, Giimiishane Universitesi [letisim Fakiiltesinde 6grenim goren
18 yas Usti 282 ogrenciden amagli Orneklem yontemi yoluyla toplanmistir.
Verilerden elde edilen sonuca gore, katilimcilarin cevrimigi farkindalik
diizeylerinin yiiksek oldugu goériilmektedir.

Anahtar Kelimeler: Mahremiyet, Cevrimi¢i Mahremiyet, Farkindalik, Giimiishane
Universitesi.
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INTRODUCTION

Online privacy has become one of the top concerns of the digital age. In the modern era when we spend
most of our daily lives on the internet, protection of personal information and being aware of and
determining who can access personal information emerges as a critical issue. With the spread of digital
technologies, the issues of sharing personal information and protecting privacy in online environments
have become even more important. While social media platforms, shopping sites and various
applications collect user data, they ignore the privacy rights of individuals. This poses severe risks such
as misuse of personal data, unauthorized tracking and online identity theft. Especially young people and
university students use the internet intensively for both educational and social purposes and share their
personal information on a variety of digital platforms. In view of this, confidentiality of personal data
and the protection of privacy in online environments are becoming an increasingly critical issue. There
are many studies on online privacy of students and youth in the literature. The following studies can be
cited as examples of such studies.

Youn (2005) discussed young people's perceptions of online privacy and how they cope with it using a
risk-benefit assessment approach. The study revealed that higher risk perception of personal information
disclosure led to less willingness of the participants to provide information to websites. It has also been
found that as the participants become less likely to provide their information to a website, they tend to
exhibit adaptive coping behaviors, such as providing inaccurate or incomplete information. In a study
conducted by Tuunainen, Pitkdnen, & Hovi, (2009) on online privacy awareness, it was concluded that
most Facebook users were not aware that they disclosed seriously private information and that their
information could be seen by others, and Facebook privacy policy and terms of use are largely unknown
and not understood by its users. In another experimental study on privacy awareness in Web forums by
Potzsch et al. (2010) the users were presented clues about privacy (who can see my posts, what kind of
personal data can forum providers see etc.) The results of the experimental study show that the
presentation of privacy-related clues indeed increased privacy awareness of forum users. Boyd and
Hargittai (2010)examined the attitudes and practices of a group people composed of 18 and 19 year olds
about Facebook's privacy settings. Researchers have concluded that young people disclose their personal
information in spite of having online privacy concerns. A study by Thon and Jucks (2014) determined
that individuals' privacy awareness was high, but their communication was not compatible with this
level of awareness. In another study, Semiz Tiirkoglu (2018) concluded that young people compromise
their privacy as social media use increases. In another study by Jegede et al. (2017) on students, the
researchers concluded that a high level of literacy does not necessarily mean a high level of privacy
awareness. It was also found that privacy-conscious participants did not have the skills and knowledge
to ensure data and user privacy on their mobile devices. It is determined that those who have this
knowledge and skill make concessions from privacy due to financial gain. In the study by Karadas and
Kara (2021)it was concluded that there was a positive and significant relationship between online
privacy awareness and digital literacy, virtual environment interpersonal trust, age, length of internet
use in years, and length of mobile device use in years, and there was no significant relationship between
online privacy awareness and year of social media use. In the study by Kaya and Yaman (2022) on
online privacy literacy, it was observed that university students had a high level of online privacy literacy
and female students had higher levels of online privacy literacy than male students. In another study on
the same issue, the relationship between online privacy anxiety and emotional intelligence of university
students was examined. Yabanci et al. (2018) found that there was no significant relationship between
the emotional intelligence levels of university students and their online privacy anxiety levels. In another
study, Avci and Kayiran (2023) found that the online privacy awareness of students studying in the field
of child development was high. In addition, no significant difference was found between the screen
addiction and online privacy awareness levels of students according to gender, class and social media
usage purposes.

The current study aims to determine the online privacy awareness levels of university students and to
determine whether there is a significant difference in privacy awareness levels in terms of different
demographic variables. With this aim in mind, a questionnaire was administered to the students recruited
among the students of Gilimiishane University Faculty of Communication by purposeful sampling
method. While the first part of the two-part questionnaire questions was about demographic
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characteristics and social media use, the second part of the questionnaire included the "Online Privacy
Awareness Scale", which was validated by Korkmaz et al. (2021) The data obtained as a result of the
survey were analyzed with the SPSS program.

THE CONCEPT OF PRIVACY AND ONLINE PRIVACY

The fact that the concept of privacy has a different meaning for each individual makes it difficult to
define the concept of privacy because they vary across people, cultures and periods. In the literature, the
concept of privacy is defined as "protection from unwanted approaches of others" cited in Belsey and
Chadwick, (2011). It is also defined as follows: "privacy, which is based on the protection of each
individual's private life, personal information and body information freely by that individual, is the right
to keep private life confidential” (Kiitiikoglu, 2021, s. 124). It corresponds to the situation in which the
individual is free to decide to disclose information about herself, which does not cause any harm when
known to others and which the individual perceives to be private to herself. When defining the concept,
it should be underscored that the concept of privacy will vary according to time and place (Cetin, 2015,
s. 781). The concept of privacy is essentially the freedom of the individual to choose with whom he/she
can share his/her information and details.

Giddens (2010, s. 123) remarked that the concept of privacy has undergone a historical transformation,
Habermas (2022, s. 257) underscored that this transformation may be experienced differently in
individuals, cultures and societies and the meaning attributed to privacy may differ. Celikoglu (2008, s.
24) emphasizes the importance of the impact of four factors in changing the concept of privacy:

. Developments in information and communication technologies,

. The effort to create a society consisting of individuals who care about freedom as a
result of the changes in family and business life with the Industrial Revolution and the
increase in education level,

. The fact that individuals have the chance to follow technological developments more
closely with the increase in their purchasing power and the development of product
marketing techniques as a result of economic improvement, and

. The employment of surveillance techniques to ensure the public interest thanks to
developments in the political field.

This study focuses on the concept of online privacy, which has found its place in the literature as a result
of the developments in communication technologies. With technological developments, users meet
many needs such as obtaining information from the digital world, having fun, and communicating.
Unlimited data flow offered to users and content sharing left to user control have led to the secrecy
underpins the basis of privacy to be undermined and affected the limits of privacy. Individuals are
anxious about the limits of privacy concept, which is defined as "something that should be and remain
secret” (Aslanyiirek, 2016) and which has emerged with the developments in communication
technologies. The fact that the control over how much information the individual will share about his/her
own life was breached by these technologies reminds the following statement by Bauman (2017: 33):
"Whether we realize it or not, whether we like it or not" the problem of this age is privacy (Demirel,
2021). Online privacy can be defined as “a concept related to the privacy and security level of personal
information shared consciously or unconsciously on the Internet” Aslanyiirek (2016). Online privacy
also refers to the control of individuals over the extent other users can access online personal data, as
well as having the option to make private data totally inaccessible (Milne, Rohm, & Bahl, 2004). Today,
besides the affordances they offer to their users, internet technologies bring along the risk of negative
experiences such as violations of users' privacy, which requires the users are to be cautious. (Karaarslan,
Eren, & Kog, 2014) state that the online footprints of the users are followed as soon as they get connected
to the internet. Although individuals take precautions during use, their activities in these environments
can be monitored and thus their privacy can be violated.

Each step taken by the internet user online leads to a data collection process about him/herself. In the
digital environment, it is normal for individuals to have a concern about the violation of their privacy
and to have questions about how cookies in the online environment will affect their future lives.
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However, studies conducted on level of such awareness, Topbas ve Gazi (2016), show that individuals
have low awareness. In addition, although individuals are aware that the privacy in online environments
is violated, it is also possible that the threat posed by this situation is ignored. As (Jordaan & Heerden,
2017) stated, users can sometimes disclose their own personal information.

In brief, it is a fact that individuals do not fully understand or care enough about the privacy risks they
face in the online world. This can cause us to question the extent to which online security and privacy
affect individuals' behavior.

METHODOLOGY AND FINDINGS

The main purpose of this research is to examine the online privacy awareness levels of students at
Glimiishane University Faculty of Communication and to reveal possible significant differences in terms
of this awareness across different demographic variables. In the data collection process, feedback was
received from the participants using the face-to-face survey technique. Within the scope of the study,
data were collected from 282 students over the age of 18 studying at Giimiishane University Faculty of
Communication using the purposeful sampling method.

Before the study, a pilot test was administrated to 50 participants to test the comprehensibility of the
statements in the questionnaire form and to identify the statements that were not understood by the
participants and remove them from the questionnaire form. In line with the results of this pilot test, the
final version of the questionnaire form was obtained and administrated to the students studying in the
Public Relations and Publicity (PRP), Radio Television and Cinema (RTC) and Journalism (JRN)
departments of the faculty. The questionnaire consists of two parts.

In the first part of the questionnaire, in addition to demographic information such as gender, age, and
the department they study, there are questions about the purposes for which they use social media, daily
time spent on social media, and the social media platforms they prefer most. These questions aim to
determine students' social media usage habits and preferences.

The second part of the questionnaire consisted of the “Online Privacy Awareness Scale” (OPAS). This
scale was developed by Korkmaz et al. (2021). This scale consists of 17 five-point Likert type items and
3 factors. The first factor of the scale, "Attention", consists of 7 items. The second factor, "Security",
consists of 5 items and the third factor, "Communication and Sharing" consists of 5 items. Three factors
in the scale explain 47.709% of the total variance. The reliability coefficient of the entire scale
(Cronbach's) was calculated as .794. As for the reliability analysis of the factors, Cronbach's Alpha for
each of the three factors was found to be as follows: Attention= .776, Security = .696, and
Communication and Sharing=.713.

As the study follows a cross-sectional design, the generalizability of the results is limited in terms of
time. In addition, another limitation of the study is that it was carried out only with the participation of
Guimiishane University Faculty of Communication students. Therefore, the findings do not include
students from other universities. The data for the study were collected between May 27 and June 7,
2024. The study seeks to answer the following questions:

1. What is the level of online privacy awareness of the participants in the study?

2. Does the level of online privacy awareness differ significantly according to some
demographic variables and departments?

3. How do the participants' scores in sub-dimensions of online privacy awareness relate to each
other?

Skewness and kurtosis coefficients were examined to determine whether the data obtained in the study
showed normal distribution. The fact that the skewness and kurtosis values are in the range of -2 to +2
indicates that the data are compatible with normal distribution (Mallery & George, 2010). In line with
these results, parametric tests were used in the research.
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Percentage and frequency analyses were used to analyze the demographic characteristics of the
participants in the study. Independent samples t-test and ANOVA tests were employed to examine the
online privacy awareness levels of the participants according to demographic variables. In the ANOVA
analysis, the LSD post hoc test was applied to identify the source of differences observed between the
groups. In addition, Pearson Correlation analysis was performed to determine the direction and strength
of the relationships between the sub-dimensions of the Online Privacy Awareness scale: "Attention,
Security, Communication, and Sharing."

Ethics Statement: The approval of the Ethics Committee was obtained with the decision of the
Scientific Research and Publication Ethics Committee of the Rectorate of Glimiishane University dated
30.05.2024 and numbered 2024/5.

Findings of the Study: The finding with regard to the gender, age, departments, frequency of social
media use, reasons for social media use and the most frequently used social media tools are presented
in the table below.

The finding with regard to the gender, age, departments, frequency of social media use, reasons for
social media use and the most frequently used social media tools are presented in the table below.

Table 1. Distribution of Demographic Information of the Participants

Overview of the Participants (N = 282)

Frequency Percentage
Gender Female 144 51,1
Male 138 48,9
Age 18-21 71 25,2
21-24 183 64,9
25% and above 28 9,9
Department PRP 102 36,2
RTC 85 30,1
JRN 95 33,7
Frequency of use Less than 1 hour 7 2,5
1-3 hours 120 42,6
4-6 Hours 106 37,6
More than 6 hours 49 17,4

According to Table 1, 51,1% of the participants were female and 48,9%were male students. When the
gender distribution is examined, it can be said that the students participating in the study are represented
in a relatively balanced way on the basis of gender. As for age distribution, it is seen that the majority
of the participants are between the ages of 21 and 24. The distribution of the departments in which the
participants study is as follows: 36,2% of them attend the Department of Public Relations and Publicity,
33,7%o0f them attend the Department of Journalism and 30,1% of them attend the Department of Radio,
Television and Cinema. When daily time the participants spent on social media daily are examined,
42,6% stated that they use social media for 1 to 3 hours, 37,6% use it for 4 to 6 hours, 17,4% use it for
more than 6 hours and 2,5% use it for less than 1 hour.

The findings concerning the reasons the participants use social media are presented in Table 2.

517

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.513-525

Table 2. Reasons for Using Social Media

Reasons for using social media (N=839) Frequency Percentage

Keeping up-to-date

To have fun

Communicating with my acquaintances
Sharing my ideas - content generation
To spend free time

Meet people with common interests
Protesting and criticizing

221 26,3
186 22,2
151 18,0
9,5
135 16,1
4.4
35

The participants were informed in writing in the form that they could mark more than one option for the
guestions whose results are reported in Table 2 and Table 3. Therefore, the number "N" is different.
While 26,3% of the participants prefer to use social media to be aware of current developments, 22,2%
use it to have fun, 18% use it to communicate with their acquaintances, and 16,1% to use it to spend free
time. On the other hand, 3,5% of the participants use social media to protest and criticize, 4,4% use it to
meet people with common interests, and 9,5% use it to share their ideas and produce content.

The findings with regard to the most frequently used social media tools are presented in Table 3.

Table 3. Distribution of Social Media Tools

Social media tools (N=839) Frequency Percentage

Instagram 267
X 99
Facebook 26
YouTube 159
TikTok 70
Pinterest 24
LinkedIn 4

411
15,3
4,0
245
10,8
3,7
0,6

According to Table 3, 41,1% of the students participating in the study frequently use Instagram, 24,5%
use YouTube, and 15,3% use X platform. The least used social media platforms are Facebook, Pinterest

and LinkedIn.
Table 4. Results of Factor Analysis
Factors Cronbach’s
Alpha
1 2 3
Security ,825
1. | check the security certificates and data encryption methods of ,809
internet sites and mobile applications.
2. | pay attention to what information the plugins in my web browser 787
will access
3. When installing an application on my mobile device, | pay attention ,768
to which permissions the application requests.
4. | check the security of the websites | visit. , 752
5. I have information about the cookie files used by internet sites. .637
Communication and Sharing ,806
6. | share other people's information, pictures, videos, etc. online ,813
without needing to ask for permission.
7. | share my personal information (address, date of birth, age, job, ,761
phone, etc.) with people I do not know in online environments.
8. | communicate with people | do not know in online environments. ,758
9. I allow people | don't know to follow me or become friends in online ,736
environments.
518
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10. | share screenshots of my correspondence with my friends or ,684

relatives without the need for permission.

Attention ,687
11. I check the privacy settings and notifications of the online platforms 0,852

| use.

12. | set the privacy settings of my account in the online environments ,799

I use (social networks, shopping sites, games, etc.).

13. | make sure that the passwords | use in online environments are ,592

strong (using uppercase and lowercase letters, numbers, special

characters and at least 8 characters).

Eigenvalue 3,022 2,865 1,857
Variance Explained 23,248 22,036 14,283
Total Variance Explained 59,567
KMO 0,795
Barlett Test 1245,395

(sd. 78; p=

,000)
Cronbach's Alpha 751

The data obtained from Online Privacy Awareness Scale composed of 17 items were subjected to
Exploratory Factor Analysis. As a result of this analysis, the factor loads of the following statements,
which existed in the original form of the scale,: "I understand whether the content of the messages |
receive from e-mails and social networks is reliable, " "I am aware that the information | share online
can be used by companies, government agencies or hackers,” "I understand whether the messages or e-
mails from people | do not know in online environments pose a security risk™ and "I am aware that the
information I share on online platforms can be used by malicious people™ were found to be below 0.50
or they were overlapping. Therefore, these items were excluded from the analysis because their factor
loads. The analysis continued with the remaining 13 items. A factor load value of 0.45 or higher is a
good criterion for selection (Biyiikoztiirk, 2009, s. 124). As a result, there factors (Security,
Communication and Sharing and Attention) were obtained with the remaining 13 items. The items in
the "Communication and Sharing" factor are positive in terms of structure and negative in terms of
meaning. Therefore, the items in this factor were inverted and then coded during the analysis.

The eigenvalue of the factors obtained is expected to be greater than 1. As seen in Table 4, the eigenvalue
of the Safety factor is 3,022, the eigenvalue of the Communication and Sharing factor is 2,865, and the
eigenvalue of the Attention factor is 1,857. The total variance explained by these factors is 59.567%.
The explained variance rate is expected to be no less than 60%. However, according to some researchers,
the minimum variance explanation rate is 50% (Coskun, Altunisik, & Yildirim, 2010, s. 273). According
to the Bartlett test, a significant relationship was found between the variables subjected to factor analysis
and the factor (p=,000), Kaiser-Meyer-Olkin (KMO) =, 795. In other words, it is possible to say that
the data are suitable for factor analysis and the construct validity of the factors is also ensured. KMO is
expected to be higher than ,60 (Biiytikoztiirk, 2009, s. 126). According to the results of the factor
analysis, the maximum weight level is ,809 and the minimum weight level is ,592. On the other hand,
the Cronbach Alpha coefficient of the scale is ,751. Thus, the scale is quite reliable (Akgiil & Cevik,
2005, s. 436). The Cronbach Alpha coefficient of the safety factor is ,825 and the explained variance
rate is 23,248%. The Cronbach Alpha coefficient of the Communication and Sharing factor is ,806 and
the explained variance rate is 22,036%. The Cronbach Alpha coefficient of the attention factor is ,687
and the explained variance rate is 14,283%. According to these results, it is seen that the factors in the
scale are also quite reliable.
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Table 5. Scale Item Scores

Factors Items X SD
Security 1. | check the security certificates and data 3,68 1,32
encryption methods of internet sites and mobile
applications.

2. | pay attention to what information the plugins 3,71 1,24
in my web browser will access

3. When installing an application on my mobile 3,70 1,14
device, | pay attention to which permissions the

application requests.

4. | check the security of the websites | visit. 3,68 1,27
5. I have information about the cookie filesused by 3,21 1,36
internet sites.

Mean 3,59 1,01
Communication and Sharing 6. | share other people's information, pictures, 4,40 1,12

videos, etc. online without needing to ask for

permission.

7. 1 share my personal information (address, date 4,22 1,27

of birth, age, job, phone, etc.) with people I do not
know in online environments.

8. | communicate with people | do not know in 3,89 1,31

online environments.

9. I allow people I don't know to follow me or 3,81 1,34

become friends in online environments.

10. I share screenshots of my correspondence with 4,14 1,28

my friends or relatives without the need for

permission.

Mean 4,09 ,95
Attention 11. I check the privacy settings and notifications of 3,60 1,27

the online platforms I use.

12. 1 set the privacy settings of my account in the 3,87 1,26
online environments | use (social networks,

shopping sites, games, etc.).

13. | ensure that the passwords | use in online 4,10 1,19
environments are strong (using uppercase and

lowercase letters, numbers, special characters, and

at least 8 characters).

Mean 3,85 97
Criteria Mean 3,84 ,64

(1) Never, (2) Rarely, (3) Occasionally, (4) Often, and (5) Always

The findings in Table 5 reveal how the participants responded to the statements in the Online Privacy
Awareness Scale. When evaluated in general, it can be said that the online privacy awareness levels of
the participants in the study are high. In other words, it can be stated that the participants are aware of
online privacy. While the most important factor in online privacy awareness is the "Communication and
Sharing" dimension, the least important one is the "Security" dimension. The statements in online
privacy in the security factor with the highest level of awareness are "I pay attention to what information
the plugins in my web browser will access" and "' | pay attention to what permissions the application
requests when installing an application on my mobile device ", respectively. The item with the lowest
awareness score in this factor is "I have information about the cookie files used by websites™. The items
in the "Communication and Sharing" factor are positive in terms of structure and negative in terms of
meaning. Therefore, the items in this factor were inverted and then coded during the analysis.
Accordingly, the statements in this factor receiving the highest level of awareness scores are: "l share
information, pictures, videos, etc. belonging to others online without the need for permission™ and "I
share my personal information (address, date of birth, age, job, phone, etc.) with people | do not know
in online environments”. In other words, the participants stated that they did not actually agree with
these statements. The statement with the lowest level of awareness score in this factor is: "I allow people
I don't know to follow me or be friends in online environments"”. As for the attention factor, the statement
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with the highest awareness score is "'l ensure that | use strong passwords in online environments (using
uppercase and lowercase letters, numbers, special characters and at least 8 characters). The statement
the participants indicated to be least aware of in this factor is "l check the privacy settings and
notifications of the online platforms | use".

Table 6. Comparison of Online Privacy Awareness Dimensions by Gender

Dimensions Gender N X SD t-value  Sig.
. 144 347 1,04
Security Female/Male 138 371 97 -1,95 ,051
Communication ~ Female/Male 144, o6 49 503 000
and Sharing 138 381 1,03 ' !
Female/Male 144
. 390 90
Attention 138 3.79 1,05 94 ,346

Table 6 shows the sub-dimensions of the Online Privacy Awareness Scale and the comparison of the
students participating in the study in terms of gender. Accordingly, a statistically significant difference
was found between the mean scores in the "Communication and Sharing" dimension in terms of gender
(p=,000). Thus, it is possible to say that female students have a high level of awareness of their online
privacy in the dimension of communication and sharing compared to male students. On the other hand,
there is no statistically significant difference in terms of gender in the other sub-dimensions.

Table 7. Comparison of Online Privacy Awareness Dimensions by Age Groups

Sub-Dimensions Age N Mean  SS F p Significant
Difference
A-18-21 71 3,65 1,00
Security B-21-24 183 3,59 ,99 430 651
C-25 and above 28 3.44 1,20
A-17-21 71 4,20 74
Communication and Sharing B-21-24 183 4,01 1,06 155 214
C-25 and above 28 4,27 ,62
A-17-21 71 3,95 ,82
Attention B-21-24 183 3,85 ,95 1,29 ,276
C-25 and above 28 3,60 1,40

Table 8. Comparison of Online Privacy Awareness Dimensions by Department

Sub-Dimensions Department N Mean  SS F p Significant
Difference
A-PRP 102 3,57 ,99
Security B-RTC 85 3,66 1,05 ,323 124
C-JRN 95 3,54 1,01
A-PRP 102 4,22 ,86
Communication and Sharing B-RTS 85 3,94 1,12 2,01 135
C-JRN 95 4,07 ,86
A-PRP 102 3.97 ,96
Attention B-RTC 85 3,81 ,95 1,14 321
C-JRN 95 3,77 1,01

Table 7 and Table 8 show the results of the ANOVA analysis conducted to compare the online privacy
awareness sub-dimensions of the participants in terms of age and department. According to the results
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of the analysis, no statistically significant difference was found in the mean scores in the online
awareness sub-dimensions in terms of age and department of the participants (p > ,05).

These findings show that age and department variables do not have a determining effect on the online
privacy awareness levels of the participants in the study.

Table 9. Correlation Analysis Between Factors

Security Communication and Sharing  Attention

Security rl -,049 433 **
411 ,000

n 285 282 282
Communication and Sharing r- ,049 1 ,090

p 411 131

n 282 282 282
Attention r ,433** 090 1

p= ,000 131

n 282 282 282

* * Correlation is significant at 0.01 level.

Table 9 shows the results of the correlation analysis between factors. According to Table 9, there is a
significant (p=,000) positive and moderate relationship between the safety factor and attention (r =,433)
factors. In other words, it can be said that as the attention dimension, which is one of the online privacy
awareness dimensions of the participants in the study, increases, the security dimension may also
increase. On the other hand, there is no statistically significant relationship between the other factors.

CONCLUSION

This study was conducted to measure the online privacy awareness of university students and to examine
how this awareness differs according to various demographic variables. With this aim in mind, the data
for the study were collected from 282 students over 18 studying at Giimiishane University Faculty of
Communication between May 31 and June 11, 2024, through the purposeful sampling method.

In this study, online privacy awareness levels of the participants, the relation between online privacy
awareness and demographic characteristics and the department they study in, and the relationship
between the sub-dimensions of online privacy awareness were examined.

In line with the data obtained from the participants, it was determined that the online privacy awareness
levels of university students were generally high. This finding is similar to the results of the studies
conducted by Kalaman (2017), Korkmaz et al. (2021) Karadas and Kara (2021) and Avci and Kayiran
(2023). According to these findings, it can be said that online privacy awareness is a common
phenomenon among university students. This awareness can also be associated with the rapid
development of digital technologies and increasing concerns about the protection of personal data
online.

In the study, data on the relationship between the online privacy awareness level and the demographic
characteristics and the department they study in were also evaluated. When considered in terms of
gender, a significant difference has been revealed in the dimension of ‘communication and sharing’,
which is one of the dimensions of online privacy awareness. To be more specific, it was determined that
female students had a higher level of awareness about their online privacy in the ‘communication and
sharing’ dimension compared to male students. It was revealed that there was not a significant difference
in terms of gender in the dimensions of safety and attention. When the studies in the literature are
examined, it is seen that some studies reported significant differences in terms of gender in online
privacy awareness (O'Neil, 2001; Tifferet, 2019; Korucu & Giirkez, 2019; Kaya & Yaman, 2022;
Yazgan , 2022) while others reported no significant difference in terms of gender ( (Karadas & Kara,
2021); (Bolat, 2022); (Avct & Kayran, 2023). Previous research reported significant differences
particularly in favor of females. Based on these findings, it can be said that online privacy awareness
differs according to gender. The fact that females in particular exhibit higher awareness level in the
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"communication and sharing" dimension reveals that they are more sensitive to their privacy in online
platforms. This may indicate that females tend to be more careful and cautious when sharing their
personal information. However, the lack of gender difference in terms of “safety” and “attention”
dimensions suggests that these dimensions of awareness develop in similar ways regardless of gender.
The fact that there are different results on this subject in the studies in the literature suggests that the
research findings may vary depending on different sample groups, cultural factors or scales used in the
study.

As a result of the analysis of online privacy awareness dimensions in terms of age and department, it
has been revealed that there is no significant difference in online privacy awareness dimensions in terms
of age and department studied. However, some studies report different results. When considered in terms
of age, Zeissig et al., (2017), De Wolf (2019), Karadas and Kara (2021) and Goyeneche et al., (2024)
revealed that there was a significant difference in privacy awareness in terms of age. The findings of
this study diverge from the results of some previous research. To be more clear, some studies conclude
that online privacy awareness increases as age increases, while others reach to the conclusion that age
is not a determinant. In other words, the age factor may not be a fundamental determinant of online
privacy awareness.

Considering the relationship between online privacy awareness and the department of study, the result
of this study and the result of the study conducted by Karadas and Kara (2021) coincide. However, in
the study conducted by May and Sébastien (2011), it was concluded that online privacy awareness
significantly differed in terms of department, in other words online privacy awareness levels of students
majoring in different subjects were different. In line with all this information, it can be said that there is
not always a clear and consistent relationship or difference in online privacy awareness in terms of age
and department.

When the relationships between the sub-dimensions of online privacy awareness were examined, it was
determined that there was a positive and significant relationship between the "attention™ and "security"
dimensions. Based on this finding, it was concluded that as individuals' awareness in the attention
dimension increased, their awareness in the safety dimension also increased. However, it was found that
"communication and sharing" dimension was significantly related neither with the "attention™ nor with
the "security" dimension. These findings suggest that as respondents become more aware of online
security, their tendency to exercise caution may increase. As a result of this research, it can be said that
the concepts of safety and attention support each other in online environments, and individuals who gain
awareness about safety tend to be more careful.

According to the results of the current study, online privacy awareness of university students is generally
high and this awareness is partially related to demographic variables such as gender, age and department.
While it is noteworthy that especially female had a higher level of awareness than males in the
"communication and sharing” dimension, no consistent relationship was found between awareness and
factors such as age and department. These results reveal that online privacy awareness may differ
depending on the gender of individuals, but this difference is not always evident in other demographic
variables such as age and department. Moreover, the positive relationship between attention and security
dimensions indicates that online security awareness progresses in parallel with being careful in online
environments. However, the lack of a significant relationship between the "communication and sharing”
dimension and other dimensions of awareness can be interpreted to indicate that different dimensions of
online privacy are perceived differently for individuals and that not every dimension is considered
equally important.
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Abstract

The Palestinian-Israel conflict is a complex and multifaceted issue that has persisted
for decades. The violent incidents that erupted on October 7, 2023, have significant
global repercussions. This study analyzes the framing employed in the headlines
and subheadings regarding the Palestinian-Israel conflict during the initial five days
of the outbreak, as well as how these frames relate to the editorial policies of major
newspapers. In this context, the available issues of The New York Times, The
Guardian, Hiirriyet, and Taz newspapers published in the USA, the UK, Turkey,
and Germany from this period were analyzed using a framing approach. The
analysis revealed that Hiirriyet, representing Turkey, utilized frames that reinforced
neutrality in the early days of the conflict. Conversely, The New York Times, The
Guardian, and Taz predominantly employed frames that favored Israel in their
coverage. Overall, we found that Hiirriyet and the other sample newspapers did not
present the news with complete impartiality and objectivity in accordance with
journalistic principles.

Keywords: Palestine-israel War, Framing, News Frames.

Oz

Filistin-israil savas1, on yillardir devam eden, karmasik ve ¢ok boyutlu bir sorundur.
7 Ekim 2023’te yeniden alevlenen siddet olaylari, diinya genelinde biiyiik yank1
uyandirmigtir. Bu c¢aligmada, savasin ilk bes giiniinde manget ve alt basliklarda
Filistin-Israil savasma dair hangi cercevelerin kullanildigi ve bu cercevelerin
gazetelerin yayimn politikalariyla nasil iliskili oldugu incelenmistir. Bu baglamda
ABD, Ingiltere, Tiirkiye ve Almanya'da yaym yapan The New York Times, The
Guardian, Hiirriyet ve Taz gazetelerinin bu doneme ait erigilebilen sayilar
gerceveleme yaklagimiyla analiz edilmistir. Analiz sonucunda, Tirkiye’yi temsil
eden Hiirriyet gazetesinin savagin ilk gilinlerinde tarafsizligi pekistiren ¢ergeveler
kullandig: tespit edilmistir. Buna karsilik, The New York Times, The Guardian ve
Taz gazetelerinin manset ve alt basliklarinda genellikle Israil’i destekleyen
cergeveler kullandig1 gézlemlenmistir. Genel anlamda, Hiirriyet ve diger 6rneklem
dahilindeki gazetelerin, gazetecilik ilkeleri ¢ergevesinde haberleri tam anlamiyla
tarafsiz ve nesnel bir sekilde sunmadiklari ortaya ¢ikmugtir.

Anahtar Kelimeler: Filistin-israil Savas, Cerceveleme, Haber Cerceveleri.
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INTRODUCTION

Goffman's framing theory serves as a crucial foundation for comprehending the media's presentation of
events. By presenting news through certain frames, the media shapes the public's perception of events
(Goffman, 1974) and plays a critical role in bringing international conflicts to the public and
understanding them. The media conveys conflict zones, which the public cannot directly access, within
specific frames that significantly influence the public's perception of the conflict. The media particularly
conveys international crises, and the frames employed in this process shape the conflict's construction
(Cottle, 2009, p. 110). Mass media present events by shaping them in line with both the perceptions of
journalists and the commercial interests of media organizations; thus, the media has the capacity to direct
social perception by highlighting certain (Stout & Buddenbaum, 2003, p. 1).

The Palestinian-Israel war has been one of the issues at the center of media framing studies. Both local
and international media outlets have presented this long-lasting and complex conflict through different
frames, creating various narratives about how to interpret the events, which side is right or victimized,
and what the possible solutions are. The selective narratives used by the media in framing this conflict
have directly affected the perception of the masses and created different perspectives on the internal
dynamics of it. As Goffman (1974) puts it, the media not only conveys information but also provides
viewers with a guide on how to interpret events.

According to framing theory, the media chooses specific narratives that highlight conflict aspects, assign
blame to specific actors, and propose solutions (Entman, 1993, p. 52). For example, the frames used by
media outlets during different periods of the Palestinian-Israel war created different understandings of
the nature of the conflict. These narratives, sometimes based on terrorism, sometimes on legitimate
defense, and sometimes on human rights violations, have significantly shaped attempts to understand
and resolve the conflict.

The Palestinian-Israel war is one of the most protracted and complex in modern history. There is an
extensive literature on the origins, development, and effects of this war (Morris, 2001; Gelvin, 2014).
This study employs media framing theory to comprehend the international media's framing of the
Palestinian-Israel war and their perspectives on this conflict.

This study examines the framing of the Palestinian-Israeli War by foreign media and comprises three
sections, excluding the introduction and conclusion. The first part examines research on the
representation of the Palestinian-Israeli War in the media and provides a comprehensive analysis of
framing theory. The next part outlines the methodology, objectives, and constraints of the research. The
final part examines the research data through the content analysis methodology. In the end, we analyze
and contextualize the findings in relation to previous research.

A LITERATURE REVIEW ON THE REPRESENTATION OF THE PALESTINIAN-ISRAEL
WAR IN THE MEDIA

International media has consistently focused on the Palestinian-Israel war, leading to the production of
numerous academic studies in this context. These studies scrutinize the framing of the war, the
representation of the parties, and the impact of these representations on public perception.

Amer (2022), in his study titled ‘BBC and New York Times’ Coverage of the May 2021 Israel Onslaught
on Gaza: A Critical Discourse Analysis,” aims to analyze how the New York Times and BBC covered
the Israel attack on Gaza in May 2021. The study reveals that the New York Times and the BBC tend
to legitimize Israel's attacks, prioritizing Israel's interests at all costs.

In their 2024 study, 'Corpus-Based Metaphorical Framing Analysis of War and Genocide Metaphors in
the Palestinian-lIsrael Conflict in Western Media,' Jannat Nazir and Sidra Haroon (2004) conducted a
critical and discursive analysis of CNN and The Guardian's coverage of the Palestinian-Israel war. The
study concluded that CNN and The Guardian used the concept of 'war' 443 times to frame the conflict
as a constant state of military aggression and violence and repeated the concept of 'genocide’ 377 times
to frame the conflict as a moral crisis.
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Nurdan Akmer and Ayhan Kiingerii (2016), ‘israel's 2014 Gaza Attack in International Media
Discourse: A Comparative Analysis on CNN and Al Jazeera,” The authors examined the news on CNN
and Al Jazeera channels regarding Israel's Gaza attack in 2014 using the discourse analysis method. The
study concludes that significant discursive differences exist between CNN and Al Jazeera's news,
highlighting the need to rethink the criteria of 'objectivity," 'justice,' and 'equality’ in the international
media’s approach to the conflict.

In her study, 'The Analysis Of The Israel-Palestine War In British Media Based On Bias In The News,'
Ayca Gokdemir (2024) sought to comprehend how the Daily Mail, Guardian, and Sun Newspapers
approached the war. The content analysis method concluded that all three newspapers had a largely Pro-
Israel attitude.

Dursun Yilmaz (2024), in his study titled ‘The Palestinian-Israel Conflict: An International Analysis
from the Perspective of the Liberal Press,” examined the attitude of the liberal press towards the
Palestinian-Israel conflict and analyzed the ideological and political factors affecting its approach to the
conflict. Yilmaz found that the liberal press emphasized the humanitarian dimension of the conflict more
and presented a more objective perspective on it. This study makes an important contribution to how the
ideological foundations of media outlets shape news content.

Again, Yilmaz's (2024) study titled ‘Hamas-israel Conflict in Turkish Media: Analysis and Evaluation’
analyzes how the Turkish media covers the Hamas-israel conflict. This study underscores the impact of
Turkish media news frames on societal perceptions and their reflection of specific political stances.
Yilmaz has shown that the representation of Hamas in the Turkish media is generally negative, and this
creates a negative attitude towards Hamas in public opinion.

FRAMING

Goffman first proposed the framing theory under the name "Frame Analysis." Goffman argued that
individuals interpret what is happening in the world through their primary frames. This frame is
considered primary because it is considered natural by the user (Gavin, 2024). We divide primary frames
into two categories: natural and social. While natural frames describe purely physical events, social
frames cover events shaped by human will, purpose, and intelligence (Goffman, 1974, p. 22). Natural
frames serve as the foundation for social frames, which emerge in the course of communication and
significantly impact the interpretation, processing, and dissemination of data. Goffman stated that
individuals use these frames effectively even if they are not aware of them (Gavin, 2024).

Framing theory essentially posits that the presentation of an event influences the audience's processing
of this information. News most commonly uses frames, abstractions that organize the meaning of the
message. Frameworks influence audience thought and behavior (Gelvin, 2014).

Some media scholars characterize the framing approach as second-stage agenda setting, focusing on the
specific presentation of issues without examining the processes that structure the media agenda.
According to most researchers, framing analysis, unlike the first stage agenda-setting studies, analyzes
the adjectives added to the topics through the framing of the news (Erdogan, 2011). In this context,
framing studies emphasize how the message shapes the perception structure of the society (Ozarslan,
2007).

Agenda-setting theory and framing theory have a close relationship. Both theories are concerned with
how the media draw public attention to certain issues. However, framing advances this process by
presenting the news in a way that shapes the audience's interpretation of the information. Journalists
typically consciously create frames (Gavin, 2024). Agenda-setting studies scrutinize the impact of media
messages on the agenda, whereas framing studies scrutinize the presentation of the message and its
genesis (McCombs & Ghanem, 2001).

Frame refers to the way communicators organize and present ideas, events, and issues (Gelvin, 2014).
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Bateson (1972) defined the frame as a structure of meaning that offers insights into the interpretation of
communicative acts within a specific context. Gamson and Modigliani (1989) see the frame as a central
organizing idea for making sense of events, while Friedman (1979) characterizes frames as functions
that determine the relationships between arguments at a certain level of abstraction. Vu and Lynn (2020),
on the other hand, defined frames as emphasizing some elements and hiding others while producing
content. All these definitions underscore that various contextual factors influence the design and
construction of messages, aligning them with their determined purposes.

Entman (1993) stated that frames can emerge in four different dimensions: communicator, text, receiver,
and culture. Communicators construct frames in line with their belief systems, while texts reflect frames
through keywords, phrases, and visuals. Recipients interpret frames in texts, and culture functions as the
source of commonly used frames. Frames select and emphasize an event, define the problem, establish
cause-and-effect relationships, make moral judgments, and propose solutions.

Framing analysis is a method that examines the regular ways that social actors make sense of the world.
Symbolic tools such as language play an important role in the process of objectifying and specifying
experiences (Pan & Kosicki, 2001). According to Gamson and Modigliani (1989), frames serve as the
"central organizing ideas" that structure political reality.

Framing organizes the presentation of events by selecting specific aspects of perceived reality, defining
a problem, and proposing solutions (Entman, 1993). In media stories, the frames chosen by journalists
can cause the same event to be presented in different ways (Ozarslan, 2007). The creation of news frames
assumes the natural emergence of certain behaviors (Fairhurst & Sarr, 1996). According to Ozarslan
(2015), frames establish the fundamental framework of the news and dictate the elements of the message
that receive emphasis.

Finally, framing is the main tool of meaning management. Determining the meaning of a topic or
attributing meaning to it is about assessing its character and significance (Fairhurst & Sarr, 1996).
According to Fairhurst & Sarr (1996), framing involves establishing the context, which encompasses
the location and speaker of a meaning, as well as its correlation with the meanings that precede and
follow it.

Framing in the media

In recent years, the concept of framing has received increasing attention in media studies. Media
professionals and audiences, particularly in the fields of communication, sociology, and political
science, organize and make meaning of events and issues through framing (Reese, 2001). The media
organize reality in various ways by framing social, political, and economic events through language
choice and specific news patterns (Durfee, 2006).

There are two types of actors in the creation of news frames: internal and external actors. While media
professionals are internal actors, public relations experts, advertisers, pressure groups, and politicians
are external actors. The interaction of these two actors determines the conveyed news. Rodelo and Muiiz
(2019), argue that the material that political actors present to media members is an important influence
that should be taken into account in framing the news.

The selection process of framing determines the presentation of news content. Frames emphasize certain
aspects of events and affect the understandings that viewers will develop about them (Entman, 1991).
This process selects, emphasizes, and elaborates on certain elements, leaving out others. Thus, framing
becomes an organized structure of thought that forms the context of a news story (Tankard, 2001).

Media frames are the organization of meaning through visual and verbal symbols (Nelson, Clawson, &
Oxley, 1997). The audience perceives and emphasizes certain aspects of an event based on these frames.
In this process, the media influences public perception by deciding which stories to cover. Journalists,
on the other hand, often present the news within an ideological bias (Patterson & Donsbagh, 1996).

529

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.526-542

According to framing theory, the media actively creates frames of reference that readers or viewers use
to interpret political events (Tuchman, 1978). The fact that the media emphasize a particular issue and
provide explanations about the causes and consequences of events contributes to the formation of news
frames (Bloch-Elkon, 2007). The main elements of framing include tools like main and sub-headings,
photographs, statistics, and graphics, which enhance the effectiveness of message delivery (Tankard,
2001).

Keywords, metaphors, concepts, and symbols concretize news frames. Frames process texts,
emphasizing or hiding certain ideas. In this process, some information becomes more prominent, while
others become invisible (Entman, 1991). Although framing does not completely eliminate inconsistent
information, it makes one interpretation more understandable and memorable than others through
repetition and embedding.

Media frames have a strong relationship with public beliefs and attitudes. By emphasizing certain
situations, they shape public interpretations of events (Entman, 2008). Repetition makes media frames
more salient (Huang & Fahmy, 2013). In political conflicts and crises, the media frames events in a
dramatic way, making the public feel sympathy for one side (Karniel, Lavie-Dinur, & Azran, 2016).

News framing affects individuals' mental representations and understandings of events. We refer to these
representations as 'event-specific schemas,' which shape viewers' perceptions of events. Journalists also
influence the attitudes of political actors by presenting the news they frame in order to get the expected
reactions of the public (Entman, 1991).

METHODOLOGY

The Palestinian-Israel war, which intensified on 7 October 2023, has become one of the most popular
topics in the world press. Considering the impact of the media and news on the attitudes and behaviors
of the masses, the framing of this war by the world press constitutes an important area of investigation.
This study examines the print media's coverage of the Palestinian-Israeli conflict through a framing
approach, a qualitative research methodology. We preferred framing analysis due to its prevalent
application in the examination of international conflict news.

Framing analysis employs both inductive and deductive approaches. The inductive approach aims to
identify all possible frames by evaluating the ones used in the media from a broad perspective and does
not use previously coded frames. This approach reveals a wide variety of frames. The deductive
approach, on the other hand, relies on previously identified and coded frames (Semetko & Valkenburg,
2000). Previous research has revealed that the most frequently used frames in news texts are attribution
of responsibility, conflict, economic consequences, human interest, and morality (Brants & Neijens,
1998; Gan, Teo, & Detenber, 2005). The analysis considers these frames as variables, determining their
extent of use in the news. Therefore, the deductive approach offers a more systematic structure and has
high repeatability.

Attribution of Responsibility: The attribution of responsibility frame refers to a mindset that aims to
identify the source of a problem and the responsibility for its solution. This framework involves blaming
or holding an actor or party responsible, especially in social and political issues.

Conflict: A conflict frame refers to a narrative or perspective that emphasizes disagreements or tensions
between different parties, groups, or individuals.

Economic Consequences: The economic consequences frame refers to a perspective that emphasizes
the economic effects of an event, policy, or decision. This framework addresses issues by considering
criteria such as economic gains and losses, efficiency, costs, or effectiveness.

Human Interest: The human interest frame refers to an approach that emphasizes the human dimension
and emotional aspect in presenting an issue or problem. This framework aims to evoke emotional
reactions in viewers or readers by emphasizing the personal stories, tragedies, and difficulties of the

530

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.526-542

individuals affected by the event or issue.

Morality: The morality frame refers to the treatment of an event or issue in terms of religious and moral
values. This framework emphasizes the ethical and moral dimensions of social events, decisions, or
policies and interprets them according to values such as right or wrong, good or bad.

This study employed both approaches. The analysis evaluated both commonly-used frameworks in the
literature and subject-specific frameworks. We checked the consistency of the identified frameworks
with three academicians who are experts in their fields.

Purpose and Importance of the Research

Since 7 October 2023, the press has shifted its focus to the events and massacres that occurred after the
intensified Palestinian-Israel war. Not only did the press report on the war, but it also acted as a platform
to clearly identify the sides involved in the conflict. Furthermore, the quality and content of the news in
the press not only elucidated the states' support for the war but also reflected their humanitarian and
conscientious approach. In this study, we attempted to comprehend the framing analysis used by the
world press to approach the Palestine-Israel war.

Population and Sample of the Study

The study population comprises newspapers published daily in various countries worldwide. The
random sampling method determined the sample to represent the study population. We selected The
New York Times (USA), The Guardian (UK), Hiirriyet (Turkey), and Taz (Germany) as the sample in
this context. The notable and widespread readership of the investigated newspapers in the worldwide
arena, along with their significance as media organizations in their respective nations, has contributed
to their selection as the sample. Russian and Arab newspapers were intended to be included in the
sample, but since they could not be accessed, they were not included in the analysis.

Limitations

Various tools enable the creation of frames in the media. The framing process includes elements such
as texts, visuals, explanations, spatial organization of the news, and headlines. This study identified and
analyzed the frames used in the headlines and subheadings of The New York Times, The Guardian,
Hiirriyet, and Taz Newspapers. We limited the analysis to newspapers published between 07.10.2023
and 13.10.2023.

The study evaluated the relationship between prominent frames in newspaper headlines and subheadings
and the editorial policies of the newspapers. The study's sample serves as a crucial foundation for
comparing how media organs portray social and political dynamics across various countries. In this
context, we have attempted to understand the media’s attitudes toward conflict processes by analyzing
the highlighted news elements and the pushed-back aspects.

FINDINGS

Analysis of Headlines and News Titles

The New York Times, The Guardian, Hiirriyet, and Taz Newspapers are significant media entities in
their respective countries, exerting significant influence in the global sphere and attracting a broad
readership. These four newspapers cover events in the international arena and reach large masses with
daily news headlines. This analysis aims to understand the framing of the Palestine-Israel war by these
newspapers, their chosen news headlines, and their attitudes towards this conflict. The analysis aims to
provide a basis for understanding the approach of newspapers to a particular event and for comparing
the reporting styles of media organizations.
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Table 1. The New York Times Newspaper Headlines and Frames.

Date News Title (Headline) Frame Sub-title Frame
08.10.23 Palestinian Militants Stage - Terror 1- The Children Were Terrified’: - Human
Attack On [srael - Support to Blasts and Gunmen at the Door Interest
Israel
2-  As Netanyahu Speaks of War, The | - War
Question Is, “What Then?
09.10.23 Caught Off Guard, Israel - Attack 1-  Missed Warning Signs and Slow
Fights Back Responses
2-  AtaDance and a Kibbutz, - Attack
Attackers Slipped In and - Horror
Unleashed Horror
3-  Shaken to the Core,’ Israelis - Attribution
Question the Nation’s Security of
responsibilit
i y
10.10.23 Israel Orders Siege; Hamas | - Attack 1-  Group Pledges to Kill Civilian - Human
Issues Threats - Attribution of Hostages Interest
responsibility
2-  They Took Him’: israeli Families - Human
Left in Dread (Wrenching Interest
Accounts as Attackers Kidnapped - Horror
Some 150 People)
3- A Once-Pragmatic Approach To - Attribution
Hamas Ends in an Instant of
responsibilit
i y
11.10.23 Israel Takes Back Towns, - Attack 1-  Mobilizing 360,000 Troops as Toll | - Attack
Preparing to Go on Offense Mounts
2-  In Rows of Tidy Houses, Carnage - Massacre
in a Kibbutz at Gaza’s Doorstep - Attribution
of
Responsibili
ty
3- U.S. Leaders Unify, at Least for - Support to
Now Israel
4-  Gazans With Nowhere to Hide - Human
Issue a Plea: ‘At Least Warn Us Interest
12.10.23 Israel Assembles a Unity - War 1-  Security Breakdowns Left Border - Attribution
Coalition to Steer The War Open to an Incursion of
responsibilit
y
2-  Netanyahu Declares Hamas Will
Be ‘Eliminated’
3- A Trail of Terror in Israel - Terror

The headlines in the newspaper reflect the increasing violence and tension in the war between Palestine
and Israel. In the headline dated 08.10.23, ‘Palestinian Militants Stage Attack On Israel,” the frames of
‘Trror’ and ‘Support to Israel’ were used. The headline characterizes Palestinians as ‘militants/terrorists’
and emphasizes their attacks against Israel. The newspaper employed the ‘Human Interest' and 'War'
frames in its subheadings. With the ‘Human Interest’ frame, messages with emotional content about the
Israelis taken hostage/killed in the Hamas raid were framed, and meaning was constructed to support
Israel violence. We used the war frame as a subject-specific frame, attempting to convey the message
that war is the only solution. The sub-headings reflect the newspaper's perspective by identifying Hamas
as the cause of the attacks and using the term'militant’.

The newspaper headline '‘Caught Off Guard, Israel Fights Back' from 09.10.2023 used the frame "attack'.
The subheadings employed the frames ‘attack,’ ‘horror," and'responsibility’. The headlines emphasize
Israel's reaction to the unexpected attack and Israelis' concerns about their security. The frames ‘attack’
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and 'horror' label Palestinians as the aggressors and the party responsible for inflicting terror on the
innocent. The ‘attribution of responsibility’ frame refers to the country's security system. During the
third day of the war, when Israel was indiscriminately bombarding the Gaza Strip, the newspaper's
emphasis on "lIsraelis’ concerns about their security” should not be interpreted as a neutral stance.

The headline 'Israel Orders Siege; Hamas Issues Threats' from 10.10.2023 used the frames ‘attack’ and
‘attribution of responsibility’. The headline's frames held Hamas accountable for Israel's attacks on
Palestine. The newspaper used the frames 'Human Interest,’ 'Horror,' and 'Attribution of Responsibility’
in its subheadings. Once again, the sub-headline reinforced the headline by holding Hamas responsible
for the war. The 'Human Interest' and 'horror' frames shaped the message to the advantage of Israel
citizens.

The sub-headlines dramatize the impact of the attack on families. Furthermore, the news text strikingly
highlights a sudden shift in Israel's policy towards Hamas. Reporting on the third day of the war, the
newspaper attempted to overshadow Israel's bombardments by emphasizing Hamas' threat to kill civilian
hostages, rather than highlighting the civilians who lost their lives due to Israel's intense bombardment.

The headline from 11.10.2023 states, 'Israel Retakes Towns, Ready to Launch Offense.' The headline
once again employs the ‘attack' frame. The headline, 'Israel Takes Back Towns," attempts to legitimize
the Israel occupation. In general, the headline details Israel's efforts to take back towns and villages and
the destruction caused by Hamas. The sub-headings of this date employed the frames 'attack’,'massacre’,
‘attribution of responsibility’,'support to Israel', 'human interest', and 'terror'. On this date, the 'Human
Interest' frame in 'Gazans With Nowhere to Hide Issue a Plea: "At Least Warn Us™ took into account
the concerns of Palestinian citizens. The headlines include a news analysis highlighting the massive
military mobilization, international reactions, and the unity of Western leaders. According to official
figures, it should not be perceived as impartial journalism to put the "destruction caused by Hamas" on
the agenda rather than the "destruction™ caused by Israel, which razed Gaza, home to over 2 million
people, including schools and hospitals, to the ground.

The title 'Israel Assembles a Unity Coalition to Steer the War' from 12.10.23 employed the frame ‘war'.
The sub-headings employed the frames of ‘attribution of responsibility' and ‘'terror’. The headlines
emphasized Israel's border security problems and its decision to establish a unity government. While the
newspaper highlighted Israel's border security measures and did not ignore Gaza and its inhabitants,
who face unending bombardment, its emphasis on Israel raises doubts about its claimed impartiality.

Table 2. The Guardian Newspaper Headlines and Frames.

Date ?‘:gsdﬁgg Frame Sub-title Frame
1-  Number of israeli dead rises | Attack
to 700 after Hamas attack
2-  Airstrikes in Gaza Kkill at
least 400 and leave 2,000 F Human Interest
Violence escalates as injured
09.10.23 death toll surgesto | - Violence
over 1,000 3- Conflict will be 'long and

difficult', warns Netanyahu | War

4-  Conflict will be 'long and
difficult’, warns Netanyahu

1- 'We felt the bullets flying
around us' How the
Supernova festival attack
unfolded

L Support to israel

 Attack
[srael declares

10.10.23 siege’ of Gaza as - Blockade 2- UN chief condemns the
Hamas threatens - Human Interest - . . .
captives escalating violence amid F Violence

soaring death toll
3- 'They are in my house'
Terror in the Kibbutz

+ Horror

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.526-542

Israeli troops mass

on Gaza border as - War 1- UN warns of Gaza
11.10.23 death toll from - Attribution of catastrophe  as  Israel | Human Interest
Hamas attack responsibility prepares ground invasion
passes 1,000
Israelis suspended 1- Net_anyahu ) _forms war | War
12.10.23 between fear, grief - Human Interest cabinet' as crisis grows
and foreboding 2-  Massacre at the kibbutz L Massacre

1- Hundreds of thousands of
Palestinians  flee  their
homes, amid dwindling food
and water supplies

- Human Interest

US promises arms 2- | come before you not only
> ) . - Support to
31023 to Israel as UN - Support to Israel as the US secretary of state fsracl
13.10. sounds Gaza but also as a Jew
warning

3-  British children of hostages
plead for safe return

4- 'The buildings are now
ashes' Nowhere feels safe in | - Human Interest
Gaza, say residents

- Human Interest

When the headlines and subheadings of the news published by ‘The Guardian’ newspaper between 09-
Analysis of the headlines and subheadings from "The Guardian' newspaper between 09-13 October 2023
reveals a predominant use of the 'Support to Israel' and 'Human Interest' frames in relation to the
Palestinian-Israel war. The headline 'Violence escalates as death toll surges to over 1,000' on 09.10.2023
employed the 'violence' frame. In thiThe frame emphasized the exposure of Israel citizens to violence.
the frames ‘attack,” ‘war,” and ‘support to Isracl’ used in the sub-headings are constructed in favor of
Israel, the frame ‘human interest’ used in the sub-heading ‘Airstrikes in Gaza kill at least 400 and leave
2,000 injured’ is constructed in favor of Palestine.

In the 10 October headline ‘Israel declares “siege” of Gaza as Hamas threatens captives,” ‘blockade’
and ‘humanitarian’ interest frames were used. By emphasizing Israel prisoners, the 'humanitarian’
interest frame effectively conveyed the message in favor of Israel. The message prominently emphasized
Hamas's threats against the prisoners. In the sub-headings, ‘attack,” ‘support to Israel,” and ‘horror’
frames were used. The subheadings emphasized the horror of the attacks against Israel citizens and the
support of the international community.

The news article titled ‘Israel troops mass on Gaza border as Hamas attack death toll hits 1,000” dated
11 October 2023 emphasized that Israel troops massed on the Gaza border and the death toll of Hamas
attacks reached 1,000. The headline employed the terms ‘attack’ and "attribution of responsibility.' The
headline focuses on Hamas' attacks, which have increased the death toll, and attributes responsibility for
the violence to the Palestinian side. In the sub-headline ‘1- UN warns of Gaza catastrophe as Israel
prepares ground invasion,’ the ‘Human Interest’ frame is used. The ‘Human Interest’ frame conveyed a
message in favor of the Palestinian people.

The 12 October headline, ‘Israclis suspended between fear, grief, and foreboding,” used the ‘Human
Interest’ frame. The headline created a certain emotional tone, emphasizing that Israel civilians were in
an emotionally and psychologically difficult situation. Although the headline seemed to be an attempt
to present the human dimension of the effects of the war by emphasizing the emotional state of Israelis,
there was no mention of Israel's disproportionate use of force beyond Israel's heavy bombardment of
Palestinian civilians and Hamas' attacks. Only the expression of the suffering and hardships experienced
by Israelis and their victimization explains the perspective of the newspaper. In the sub-headings, the
frames ‘war’ and ‘massacre’ were used. With the headline ‘Massacre at the kibbutz,” the newspaper
again created a one-sided message in favor of Israel. Therefore, while the headline dated 12 October
presented a negative evaluation of the Palestinian side, it was framed in a way to support Israel.
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The 13 October headline ‘US promises arms to Israecl as UN sounds Gaza warning’ used the frame
‘support for Israel.” The United States' simultaneous pledge of arms aid to Israel and its warning to Gaza,
a founding member of the UN, demonstrates a lack of seriousness regarding the Palestinian issue. While
the headline emphasizes the positive elements related to Israel's security and the support provided by
the United States, it does not address the security of the Palestinian people and the UN warning by
establishing a neutral position. While Israel's security is emphasized, the vulnerability of the Palestinian
people and the United Nations warning are presented more as humanitarian dramatization. This shows
that the language and emphasis in the content of the heading tend to ignore the security concerns of the
Palestinian side and emphasize the Israel perspective. The ‘Human Interest’ frame was used in three of
the sub-headings, and the Support to Israel frame was used in one of them. In two of the ‘Human Interest’
frames, Palestinian citizens were emphasized, while in one of them the Israel side was emphasized.

Table 3. Hiirriyet Newspaper Headlines and Frames.

Date (NSZ;S dﬁ:}ts Frame Sub-title Frame
1. They Crossed the Border with
Paramotor. (Paramotorla S | Weakness
Gegtiler.)
. 2. Iron Dome Pierced (Demir Kubbe
The Ml-ddle East has Delindi) - Weakness
turned into hell. 3. The 50th Year of Yom Kippur
08.10.23 Vgo”ﬂ in Shock - Conflict (Yom Kippur'un 50. Yilr)
(Ortadogu 4. Analysis: 5 Questions 5 Answers
CDe,}_lennemE dondii. (Analiz: 5 Soru 5 Cevap)
iinya Sokta) 5. Call for Moderation from Erdogan
(Erdogan'dan itidal Cagrist)
6. Both Sides Shoot Civilians (iki - Human Interest
Taraf da Sivilleri Vuruyor)
1- Those Who Couldn't Escape Were
Held Hostage (Kagamayan Rehin | Human Interest
Alindr)
2-  They Put a Sack on the Hostage | Human Interest
(Rehineye Cuval Giydirdiler)
3- Why Did Mossad Not Receive
News? (Mossad Neden Haber | Weakness
Alamadi)
Isracl-Hamas 4- Horror at the Festival (Festivalde |
Conflict Spreads. Horror)
Hundreds of human . 5-  That Corpse is Nicole’s (O Ceset
09.10.23 | shields (israil-Hamas - Conflict Nicole’ iin)  Human Interest
Conflicts1 Yayiliyor. 6- Actual Number Unknown | Human Interest
Yiizlerce canli (Gergek Say1 Bilinmiyor)
kalkan) 7- People Search for Missing | Human Interest
Persons (Halk Kayiplar1 Artyor)
8- Tirkiye Did the Right Thing
(Tiirkiye En Dogruyu Yapti)
9- Missile Rains Down on Gaza | Attack
(Gazze'ye Fiize Yagdi)
10- Call to 'Evacuation of Homes' in
Arabic (Arapca 'Evleri Bosaltin'
Cagris1)
1- Civilian Massacres Are
Unacceptable (Sivil Massacrelar1 |- Human Interest
Kabul Edilemez)
2- We Are Ready for Mediation
. Including  Prisoner Exchange
10.10.23 Gaza.de'swpaw (Gazze | _ Human Interest (Esir Takas1 Dahil Arabuluculuga | Human Interest
caresizligi) Hazriz)
3- Neither Israel Nor Palestine (Ne
israil Ne Filistin)  Human Interest
4-  There Are No Losers in Peace

(Peacein Kaybedeni Olmaz )

- Peace
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123 Thousand People Lost Their
Homes (123 Bin Kisi Evinden
Oldu)

- Human Interest

Will Egypt Open the Door? (Misir
Kapiy1 Acar mi)

- Human Interest

Preparation for Land Operation
(Kara Harekat1 Hazirlig1)

- War

Israel's Pearl Harbor in the Middle
East (Israil'in Pearl
Harbor'1Ortadogu'da)

- Attack

US Sends Aircraft Carrier to the
Region (ABD Bolgeye Ugak
Gemisi Yollad1)

- Support to
Israel

Serious  Accusation  Against
Netanyahu (Netanyahu'ya Agir
Suglama)

- Attribution of
Responsibility

Architect of Shock Attack: ‘Guest'
(Sok Attacknin Mimar1 'Misafir')

- Attack

11.10.23

No exit from Gaza
(Gazze’den ¢ikis
yok)

- Human Interest

What is the US Ship Doing?
(ABD Gemisinin Ne Isi Var)

Where are Human Rights? (Hani
Insan Haklarr)

- Human Interest

Turns into a Bloodbath (Kan
Goliine Ceviriyor)

- Human Interest

Hamas Gave Time and Strikes
(Hamas Saat Verip Vurdu)

- Attack

US Sends Second Aircraft Carrier
(ABD Ikinci Ugak Gemisini
Yolluyor)

- Support to
Israel

12.10.23

Where shall 1 go?
(Ben nereye
gideyim?)

- Human Interest

Israel Should Not Act Like an
Illegal Organization (israil Orgiit
Gibi Davranmasin)

- Terror

No Civilians Should Die on Both
Sides (lki Tarafta Da Siviller
Olmesin)

- Human Interest

Call for Moderation Once More
(Bir Kez Daha itidal Cagrisi)

There is no place they haven't hit
(Vurmadiklar: Yer Yok Ki)

- Attack

Everywhere is Close to Hamas
(Her Yer Hamas'a Yakin)

Bombs Are Raining (Bombalar
Yagiyor)

- War

Well done Gigi Hadid (Bravo Gigi
Hadid)

- Human Interest

Breaking  News, Palestinian
Mother  Screams on CNN
(Breaking News, Filistinli Anne
CNN Ekraninda Feryat Etti)

- Human Interest

Hamas Continues to Fire Rockets
at Israel (Hamas Israil'e Roket
Atmaya Devam Ediyor)

- Attack

10-

Minister Gives ‘Atrocity’
Instruction (Bakan'dan 'Vahset'
Talimati)

- Massacre

08.10.2023 The Middle East has turned into hell. "World in Shock™ employed the conflict as a frame.
The headline neutrally emphasized the conflict's negative effects without mentioning the Israel and
Palestinian sides. The sub-headings "They Crossed the Border with Paramotor' and ‘Iron Dome Pierced’
employed ‘weakness' frames, while the heading 'Both Sides Shoot Civilians' employed 'Human Interest'
frames. The newspaper used the ‘Human Interest’ frame in an impartial manner.

09.10.2023 dated ‘Israel-Hamas Conflict Spreads. The headlines titled 'Hundreds of Human Shields'
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employed the term 'conflict' to describe the situation. The phrase ‘hundreds of human shields’ in the title
emphasizes that Hamas considers hostages as a worthless commodity. The ‘Human Interest’ frame was
used in the sub-headings “Those Who Couldn't Escape Were Held Hostage,” “They Put a Sack on the
Hostage,” “That Corpse is Nicole's,” “Actual Number Unknown,” and “People Search for Missing
Persons.” Despite the massacre of hundreds of civilians, including children, during the attacks on
Palestine under the guise of 'Human Interest,’ the inclusion of only Israel-side content demonstrates the
newspaper's lack of impartiality. The subheadings employed the frames of ‘'weakness' and 'horror'.

The headline 'Gaza despair' utilized the 'Human Interest' frame on 10.10.2023. The headline's use of the
'Human Interest' frame underscored the desperation of the Palestinian people. ‘Civilian Massacres Are
Unacceptable,” ‘We Are Ready for Mediation Including Prisoner Exchange,” ‘Neither Israel Nor
Palestine,” ‘123 Thousand People Lost Their Homes, and ‘Will Egypt Open the Door?’; ‘peace’ frame
in the subheading ‘There Are No Losers in Peace’; ‘war’ frame in the subheading ‘Preparation for Land
Operation’; ‘attack’ frame in the subheading ‘Israel's Pearl Harbor in the Middle East’; ‘Support to
Israel’ frame in the subheading ‘US Sends Aircraft Carrier to the Region; and ‘attribution of
responsibilityframe in the heading *’’Serious Accusation Against Netanyahu’.

In the sub-headings ‘123 Thousand People Lost Their Homes’ and ‘Will Egypt Open the Door?” where
‘Human Interest’ frames were used, the drama of the Palestinian people was emphasized, while in the
other headings where ‘Human Interest” frames were used, both the Palestinian people and the Israel
people were emphasized.

The headline 'No exit from Gaza' from 11.10.2023 employed the human interest frame. The headline
emphasized the desperation of the Palestinian people. ‘The headlines "Where are Human Rights?' and
‘Turns into a Bloodbath' utilized the Human Interest frame, 'Hamas Gave Time and Strikes' used the
attack frame, and 'US Sends Second Aircraft Carrier' used the Support to Israel frame. The newspaper
generally used the "human interest" frames in favor of the Palestinians.

The headline 'Where shall | go?' from 12.10.23 used the 'Human Interest' frame. The headline reported
the desperation of a Palestinian mother. The ‘Human Interest’ frame was used in the subheadings “No
Civilians Should Die on Both Sides,” “Well Done, Gigi Hadid,” and “Breaking News: Palestinian
Mother Screams on CNN.” ‘Israel Should Not Act Like an Illegal Organization® used the terror frame;
“There is no place they haven't hit” and “Hamas Continues to Fire Rockets at Israel” used the attack
frame; and “Minister Gives ‘Atrocity’ Instruction’ used the massacre frame. The subheadings of the
newspaper emphasize the humanitarian aspect of the conflict by focusing on issues such as Israel's
behavior and the death of civilians.

Table 4. Taz Newspaper Headlines and Frames.
Date News Title (Headline) Frame Sub-title Frame

Israel at War: Most Violent
Attacks in 50 Years (Israel im | - War

Krieg: Heftigste Angriffe seit | - Attack
50 Jahren)

1-  Scholz: "Firmly on Israel's side"
(Scholz: LFest an der Seite
Israels®)

- Support to

09.10.23 Israel

1- A counterattack is almost the only
choice (Ein Gegenschlag ist fast | - Attack
die einzige Wahl)

2- Loud silence after the massacre
(Lautes Schweigen nach dem | - Massacre
Massaker)

3- The blockade of the Gaza Strip

10.10.23

(Die Blockade des Gazastreifens) | Blockade
1- Diplomacy is their only hope
(D?plomat)i/e ist ihre yeinzige - Human
Door to Door after Terror Interest

11.10.23 A . - Terror Hoffnung)
(Ttir an Tiir nach dem Terror) 2-  Delicate Hamas relations (Heikle | - Support to
Hamas- Beziehungen) Israel
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1- Help for those in need is essential | - Human
(Hilfe fiir Notleidende ist | Interest
unverzichtbar)
1210.23 2- Hopeless: Gaza before the
- " | - Human
counter-offensive  (Ausweglos: Interest
Gaza vor der Gegenoffensive)
A trap for everyone (Eine - Support to ) - Support to
13.10.23 Falle fiir alle) israel 1- Hamas ban (Hamas Verbot) israel

The headlines and sub-headlines of the Taz Newspaper dated 7-13 October have a Pro-Israel perspective
on issues related to the Palestinian-Israel conflict. The headlines and subheadings have a positive
meaning for Israel and a negative meaning for Palestine. The newspaper started to include news about
the Palestinian- Israel war on its first page on 09.10.23.

The news article titled 'Israel at War: Most Violent Attacks in 50 Years', which was published on
09.10.2023, emphasizes the terms "attack’ and 'war'. The headline statement characterized Hamas as a
terrorist, emphasized the number of dead, and predicted an increase in Israel's counterattacks. In the
same news article, the sub-headline 'Scholz: Firmly on Israel's side' employed the "Support to Israel"
frame. In the subheading, a message of solidarity was given by statiThe subheading conveyed a message
of solidarity by advocating for the protection of Jews in Germany. ublic through German Prime Minister
Olaf Scholz and reveals the Pro-Israel perspective of the newspaper. Through this support policy, the
newspaper emphasized a position in favor of Israel and conveyed a message to its target audience in this
direction.

Taz Newspaper dated 10.10.2023 covered the news on the Palestinian-Israel war as three sub-headings
instead of a headline. Upon evaluating the headline's functions to arouse interest, emphasize the
importance of the news, and attract attention, we can interpret the newspaper's failure to cover the
Palestinian- Israel war from the headline as an attempt to diminish interest in the war zone or trivialize
the event. The newspaper presented the news about the war under three subheadings.

The first subheading underscores the ‘attack' frame by asserting that 'a counterattack is almost the only
choice.' The statement underscores the brutal attacks on Israel and suggests that a prolonged war is the
only solution. This discourse provides a perspective that reinforces the perception that the conflict will
inevitably continue.

The second subheading, ‘Loud silence after the massacre,’ uses the ‘massacre’ frame towards Hamas.
The news item's description includes the information that Hamas massacred 260 people at a music
festival. This frame emphasizes the dimension of horror and evaluates the actions of Hamas through
violence and massacre.

The term 'blockade' appears in the last subheading, ‘The blockade of the Gaza Strip'. The article focuses
on the sanctions imposed by Israel and the European aid cuts to Palestine. This frame provides a
perspective that underlines the economic and humanitarian pressures on Palestine.

The newspaper's 11.10.2023 issue prominently features the word ‘terror' in its headline, 'Door to Door
after Terror.' The headline description underscores the fear that Palestinian Arabs living in Israel and
Israelis feel about Hamas attacks. This frame underscores the security concerns of the civilian population
in the region and grounds the conflict in the context of terror.

The subheading ‘Diplomacy is their only hope’ uses the ‘Human Interest’ frame. The news item's
statement underscores Germany's unwavering support for Israel and highlights the rescue of hostages
held by Hamas as the primary objective. This frame emphasizes the humanitarian dimension of the
conflict by focusing on the search for a diplomatic solution and humanitarian efforts to rescue the
hostages.

The subheading 'Delicate Hamas relations' employed the frame 'Support to Israel'. The news article
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characterizes groups supporting Palestine in Germany as 'groups sympathizing with Hamas' attacks,'
underscoring the public opinion's call for harsh measures against their actions. This subheading deals
with the increasing pressure on pro-Palestinian groups in German domestic politics and their association
with terrorist activities.

The newspaper on 12.10.2023 featured two subheadings covering the Palestinian-Israel war. The first
subheading, 'Help for those in need is essential,' employed the '"Human Interest' frame. The news article
underscores the importance of continuous aid. This frame emphasizes the importance of humanitarian
aid under war conditions and the necessity of meeting urgent needs.

The second subheading, ‘Hopeless: Gaza before the counter-offensive,” again adopted the “Human
Interest” framework. The news item's description emphasizes that Israel occupied the closed Gaza Strip
and that the Palestinians had nowhere to flee before the offensive. This frame reveals the human tragedy
in the region and expresses the desperation of the civilian population and the hopelessness created by
these conditions.

Both subheadings highlight the humanitarian crisis resulting from the war, appealing to the audience's
emotional world. In this way, the newspaper enables readers to evaluate the issue with a deeper empathy.

On 13.10.2023, the Taz Newspaper published the headline 'A trap for everyone', accompanied by
photographs showing the buildings in Gaza reduced to rubble. The article emphasizes that the ground
operation following the bombardment poses a significant risk to both Israel troops and the civilian
population. This framework underscores the war's humanitarian crisis and the detrimental impact of
military operations on civilian life.

Secondly, the subheading 'Hamas ban' employs the frame 'Support to Israel'. The news article's
description states that the Jewish community and security authorities were concerned about the calls
made by Hamas at the rally on Friday. The article emphasized the need for Germany to ban the activities
of Hamas and Samidun (Association for the Defence of Palestinian Prisoners). This framework reflects
international security concerns and growing anti-Hamas attitudes in the political climate, particularly in
Germany.

CONCLUSION

Media frames are the essence that gives meaning to the news. Frames function to convey the essence of
the story to the reader. By using various frames, journalists effectively convey the news to the masses
in line with a certain policy and shape the target audience's perception of the subject in line with their
own goals. In this context, frames establish boundaries that shape the reader's or receiver's perception
within a specific framework. Therefore, identifying the frames used in the news facilitates the
understanding of the media's perspective. The goal of this study is to identify the frames used in news
reports on the Palestinian-Israel war by The New York Times, The Guardian, Hiirriyet, and Taz
Newspapers.

We determined and analyzed the framing of the Palestinian-Israel war in the headlines and subheadings
of the newspapers included in the sample. The New York Times used the terror frame against Hamas
twice to strengthen the perception of a terrorist organization; the "support for Israel” frame to legitimize
Israel violence twice; the "attack™ frame in five headlines; the "attribution of responsibility” frame in
five headlines; the "war" frame in two headlines; the "human interest" frame in three headlines; and the
"horror" and "massacre" frames in one headline each. The New York Times employed a total of twenty-
one frames, with only one 'Human Interest' frame demonstrating empathy towards Palestinians.

When evaluated in the context of journalistic principles, news headlines should be as impartial and
objective as possible. However, upon examining the frames employed in newspaper headlines, it
becomes evident that they often reinforce a particular viewpoint held by the reader. The headlines gave
the readers the message that it was Palestine that started the war, that war was the only option, that the
hostages in the hands of Hamas were facing death, that Israel citizens were subjected to horror, that
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Hamas was responsible for the events, and that there was strong international support for Israel.

Three of the headlines in The Guardian Newspaper used the ‘Support to Israel’ frame; two used the
‘attack’ frame; two used the ‘violence’ frame; one each used the ‘attribution of responsibility,” ‘war,’
‘horror,” and ‘massacre’ frames; and seven used the ‘Human Interest’ frame. Three of the 'Human
Interest' frames emphasized Palestinian citizens, while the other three emphasized Israel citizens. We
created one 'Human Interest' frame to emphasize both sides. The newspaper used a total of two 'Human
Interest' frames in its headlines, both of which emphasized Israel citizens. The ‘Support to Israel’ frame
is another important headline frame. The newspaper emphasized its support for Israel in a total of three
places, one of which was in the headline.

The Guardian's headlines cannot be characterized as completely neutral for both sides. This is because
the content of the headlines generally emphasizes the problems faced by Palestinians and the effects of
Israel's policies. In conclusion, an analysis of The Guardian Newspaper's headlines reveals a
comprehensive coverage of various aspects of the conflicts between Israel and Palestine. However, in
general, the content of the headlines and subheadings emphasizes the lIsrael perspective more. In
particular, most of the headlines focusing on Israel's military operations, civilian casualties, and the
humanitarian situation reflect the difficulties and suffering of Palestinians.

The Hiirriyet Newspaper used a total of 37 frames in its headlines. The Hiirriyet Newspaper used one
headline each for 'terror', 'attribution of responsibility’, 'war', 'horror','massacre’, and 'peace’; two
headlines for 'Support to Israel’, five headlines for 'attack’, nineteen headlines for 'human interest’, three
headlines for 'weakness', and two headlines for 'conflict'. Several headlines covered the details of the
attack on the first day. After the third day, the news began to shift in favor of Palestine, incorporating a
slightly more political discourse. We used nineteen 'Human Interest' frames to emphasize the human
dimension of the events.

Taz Newspapers used a total of thirteen frames in their headlines and subheadings. The Taz Newspaper
used the words 'terror’, ‘war','massacre’, ‘attack’, and 'blockade' in one headline each; 'Support to Israel'
appeared in four headlines, ‘attack’ in two, and 'human interest' in three. The German newspaper used
the ‘Support to Israel’ frame in approximately one-fourth of the headlines, clearly showing that it was
on the Israel side. The newspaper emphasized the Palestinian people in three human interest frames.

It is noteworthy that the headlines and sub-headlines of the newspapers include statements emphasizing
human rights, but these headlines generally use language and style in favor of Israel or against Hamas
(Palestine). For instance, a partisan approach to the incident is evident in The Guardian's headline
'Israelis trapped between fear, sadness, and grief' on the fifth day of the Gaza bombardment. The
newspaper's tendency to favor one point of view over another by emphasizing the emotional state of
Israelis warrants criticism for its representation of the conflict. On the other hand, the Hiirriyet
Newspaper raises questions about balance and fairness in its headline 'Hundreds of human shields,’
which highlights the actions of Hamas and the negative humanitarian values of this situation, without
criticizing Israel's attitude of killing even its own citizens.

Recommendations:
The following studies may further the understanding of the media's representations of conflicts and the
influence of these representations on public perception.

1) A comparative analysis of the media organizations' approaches regarding the Palestine-
Israel conflict with a larger sample is possible. This analysis might include Russian, Arab,
Israeli, and Asian media groups, as well as an examination of the worldwide media's
perspective on the crisis.

2) The framing of the Palestine-Israel conflict might be compared between traditional media
(newspapers, television) and social media platforms (Twitter, Facebook, Instagram)..
3) The influence of media framing on readers' or viewers' views of the conflict might be
examined.
540

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.526-542

4) The correlation between the frames utilized by media organizations and the political and
economic setting in which they function might be analyzed.
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Abstract

The digitalization process is a transformation that deeply affects companies'
business practices and strategic decision-making mechanisms. It is not limited to
the adoption of technological innovations but also includes the cognitive biases that
influence managers' decision-making processes. The aim of this study is to deeply
understand the effects of cognitive biases and the digitalization process on company
performance. To explore the transformational effects of digitalization on companies
and the role of cognitive biases in this process, qualitative data collection and
analysis methods were used. For the research, companies that have adopted the
digitalization process and are influenced by cognitive biases during this process
were selected. The participants, chosen through purposeful sampling, consisted of
managers, top decision-makers the digitalization processes from companies of
various sizes and sectors. The firms vary in terms of size and industry, and a
participant count of 15 has been reached to allow for in-depth analysis. The study
employed a semi-structured interview technique. The collected data were analyzed
using thematic analysis, and the identified themes were interpreted to understand
the relationship between digitalization and cognitive biases. The research findings
reveal that cognitive biases pose a significant barrier in the digitalization processes.
As a result of the study, strategies and recommendations have been presented to
reduce cognitive biases among top-level managers in firms and to enhance the
digitalization process.

Keywords: Digitalization, Cognitive Biases, Firm Performance, Perceived Lack of Control.

Oz

Dijitallesme siireci firmalarin is yapig bigimlerini ve stratejik karar alma
mekanizmalarmi derinden etkileyen bir doniisiim, sadece teknolojik yeniliklerin
benimsenmesiyle sinirli kalmayip, aymi zamanda yoneticilerin karar alma
siireclerinde etkili olan biligsel onyargilar1 da kapsamaktadir. Calismanin amact,
bilissel Onyargilarin ve dijitallesme siirecinin firma performansi iizerindeki
etkilerini derinlemesine anlamaktir. Dijitallesmenin firmalar {izerindeki doniigiim
etkilerini ve biligsel onyargilarin bu siiregteki roliinii kesfetmek amaciyla, nitel veri
toplama ve analiz yontemleri kullanilmistir. Arastirma icin dijitallesme siirecini
benimsemis ve bu siirecte biligsel 6nyargilardan etkilenen sirketler secilmistir.
Amagli Ornekleme yoluyla segilen katilimcilar, farkli biiyiikliklerde ve
sektorlerdeki sirketlerden dijitallesme siireglerini yonlendiren yoneticiler, {ist diizey
karar vericilerden olugmustur.Firmalar biiyiiklik ve sektdr agisindan farklilik
gostermektedir ve derinlemesine analiz yapilabilmesi i¢in 15 katilimer sayisina
ulagilmistir.Caligmada yart yapilandirilmis  goriisme teknigi  kullanilmusgtir.
Toplanan veriler, tematik analiz yontemiyle analiz edilmis, ve belirlenen temalar,
dijitallesme ve biligsel Onyargilar arasindaki iliskiyi anlamak amaciyla
yorumlanmistir. Arastirma bulgulari, biligsel onyargilarin dijitallesme siireclerinde
6nemli bir engel olusturdugunu ortaya koymaktadir. Sonuglarda, firmalardaki tist
diizey yoneticilerinin bilissel Onyargilarini azaltmaya ve dijitallesme siirecini
etkinlestirmeye yonelik stratejiler ve dneriler sunulmustur.

Anahtar Sozciikler: Dijitallesme,Biligsel Onyargilar,Firma Performanst,Algilanan Kontrol Eksikligi
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INTRODUCTION

With the influence of technological advancements and globalization, digitalization elements have
become fundamental pillars of the business world in recent years. To make their business processes
more efficient, competitive, and flexible, as well as to enhance operational productivity, improve
customer satisfaction, and develop new business models, firms have been compelled to adopt digital
transformation strategies. For companies to implement their digitalization strategies effectively, not only
technological investments but also elements such as organizational change management and human
resource development have become critically important (Fitzgerald et al., 2014).

However, digitalization brings various challenges for businesses. In addition to technical obstacles such
as transitioning from legacy systems to modern systems and the need to train employees to adapt to new
technologies, human factors like cognitive biases in decision-making emerge as the most significant
barriers in companies' digital journeys. These barriers make it difficult for firms to implement digital
transformation effectively (Kane et al., 2015). Moreover, individuals’ decision-making processes are
often influenced, consciously or unconsciously, by cognitive biases. These biases frequently result in
missed opportunities and the misallocation of resources (Kahneman, 2011). In this context,
digitalization, through the use of tools provides powerful mechanisms to help companies make more
rational and objective decisions, thereby playing a critical role in overcoming these problems. However,
there is limited research in the literature aimed at developing strategies to help firms address these
challenges(Vial,2019; Brynjolfsson and Hitt, 2000; Moore, 2012; Tversky,1974),

Vial (2019), in the article "Understanding Digital Transformation: A Review and a Research Agenda,"
comprehensively examined the effects of digital transformation processes on organizations. The study
highlighted that digitalization requires strategic transformation and has long-term impacts on firm
performance. Similarly, Brynjolfsson and Hitt (2000), in their work "Beyond Computation: Information
Technology, Organizational Transformation, and Business Performance," explored how digitalization
transforms business processes and emphasized the positive effects of information technologies on firm
performance. They underscored the role of digitalization in enhancing operational efficiency,
innovation, and competitiveness. Bazerman and Moore (2012), in their work "Judgment in Managerial
Decision Making," addressed how cognitive biases influence managers' decision-making processes and
the implications for organizational transformation. They focused on how biases can slow down
innovation processes during the adoption of digitalization. Kahneman and Tversky (1974), in their
seminal work "Judgment under Uncertainty: Heuristics and Biases," analyzed the impact of cognitive
biases on decision-making processes. Their findings provided insights into how decision-makers are
affected by biases such as status quo bias, confirmation bias, and overconfidence during digital
transformation processes. These studies collectively emphasize significant gaps in the literature and
highlight the importance of examining these topics in future research. The recommendations from these
prior studies form the foundational factors driving the purpose of this article. Drawing upon these
suggestions, the theoretical framework of this research has been established.

The aim of this study is to understand the effects of cognitive biases and the digitalization process on
firm performance. To explore the transformative effects of digitalization on firms and the role of
cognitive biases in this process, qualitative data collection and analysis methods were employed, and
the study was conducted within the framework of a phenomenological research design. For the research,
firms that have embraced the digitalization process and have been influenced by cognitive biases during
this journey were selected through a systematic sampling method and analyzed using qualitative research
techniques. The purposive sampling method was chosen to ensure that firms meeting specific criteria
were selected in a balanced and representative manner in the study. In order to gain detailed information
about participants' perceptions of the digitalization process, the challenges they encountered, and the
impact of cognitive biases during this process, a semi-structured interview technique was used during
data collection. The collected data were analyzed using thematic analysis, and the identified themes
were interpreted to understand the relationship between digitalization and cognitive biases.

COGNITIVE BIASES
Cognitive biases can be defined as mental shortcuts or deviations that lead to systematic errors in the
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information processing of individuals. These biases, which affect decision-making processes, can lead
both individuals and organizations to make subjective and irrational decisions. As Ariely (2009) states,
“Cognitive biases often prevent people from making rational decisions, despite their best efforts.” This
study, while addressing the entire literature, is based on Tversky and Kahneman's (1974) previous
research on heuristic methods and biases in the context of selecting cognitive biases. While the general
overview of cognitive biases is not exhaustive, the literature identifies certain biases such as perceived
control deficiency and herd behavior, which influence decisions in communication with customers.
These biases are often referred to as fixed-slice (fixed-pizza) biases.

Based on this foundation, the study focuses on three cognitive biases: perceived control deficiency, herd
behavior, and the fixed-slice bias. Detailed explanations of these cognitive biases are provided in the
following section.

Perceived Control Deficiency

Perceived Control Deficiency is described because the tendency of people to underestimate their
manipulate over occasions. Evidence indicates that human beings have a tendency to downplay their
manipulate in conditions wherein they surely have it (Gino, Sharek, and Moore, 2011). Perceived
Control Deficiency is the notion of an man or woman approximately who can manipulate and affect
outcomes (Rotter, 1966). According to Rotter, people with an inner locus of manipulate sense assured
that they are able to actively affect outside occasions via their movements and behaviors. On the
contrary, people with an outside locus of manipulate understand that luck, chance, or the movements of
others form outside occasions that they passively ought to endure. It need to be cited that Perceived
Control Deficiency can range on a continuum, with one intense representing a totally inner recognition
and the alternative intense representing a totally outside recognition (Rotter, 1966).

In the digitalization process, firms often encounter cognitive biases that shape their decision-making and
strategic approaches. These biases can influence how managers perceive control over outcomes and how
they respond to industry trends. Understanding these psychological tendencies is crucial for evaluating
their impact on firm performance. While Perceived Control Deficiency affects how individuals assess
their influence over events, Herding bias leads decision-makers to follow majority behavior rather than
independent analysis. Both biases can significantly alter a firm's digital transformation journey, affecting
innovation, competitiveness, and strategic adaptability (Dolan & Simon,1996)

Herding

Herding is described as basing selections at the discovered movements of the bulk, assuming that the
selections made with the aid of using the bulk offer precious records for the decision-making processes.
Dolan & Simon (1996) stated that managers frequently specific this as “we need to suit our competitor.”
This tendency to enroll in the herd can cross past character managerial bias and come to be
institutionalized. In their study, Lancioni (2005) discovered that a widespread challenge of organisation
committees is to reply to competition, which serves as brief proof of herding. The fundamental problem
with herding is its reactive nature and the ability forget of precious records approximately fees and client
segments.

Although a organisation’s achievement is partly depending on carrying out complete aggressive
analysis, companies that surely suit competition' expenses without thinking about fees and client
elements are mimicking their competition in preference to studying them, indicating herd mentality in
preference to competition-primarily based totally pricing (Johansson et al., 2012). Therefore, charge
herding does now no longer create competition-primarily based totally pricing. Most studies indicates
that charge herding is performed out of habit, now no longer strategically (Rusetski, 2014). As a result,
herd mentality is narrow-minded as it generally ignores widespread product features (Shapiro &
Jackson, 1978). Hence, it's miles critical for companies to apprehend product variations and withstand
aggressive charge pressure.

During times of crisis, decision-makers often face uncertainty and pressure, which can lead to cognitive
biases that hinder strategic thinking. The inability to recognize and capitalize on emerging opportunities
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is a clear manifestation of these biases. For instance, managers influenced by loss aversion may focus
excessively on minimizing risks rather than exploring potential gains, causing them to miss valuable
opportunities for growth and innovation. Similarly, confirmation bias may lead firms to rely on outdated
strategies instead of adapting to new market conditions. As a result, cognitive biases can prevent
companies from making proactive and forward-thinking decisions, ultimately affecting their
competitiveness and long-term success(Hinterhuber & Liozu, 2012).

Fix Slice Bias

The fixed-slice bias is defined as "the judgment that one's interests are in opposition to the interests of
competitors” (Gelfand & Christakopoulou, 1999). Rubin (2003) argues that during the evolutionary
process of the human brain, it developed in a way that allowed it to handle simple types of exchanges,
suited to the conditions of small, portable hunter-gatherer societies. In this context, evolutionary
psychology can provide a strong foundation for explaining the focus on transactional and distributive
changes in human relationships. Rubin states that people often approach situations with a thinking style
called "fixed-pie reasoning." This logic is based on the assumption that in a change or negotiation
situation, the resources are limited and one party’s gain means the other party’s loss. However, Rubin
emphasizes that in the evolutionary process, our ancestors were not limited to this simple logic. He
suggests that more complex types of exchanges, known as positive-sum games, where both parties can
benefit, are cognitively more difficult to understand. Nevertheless, he proposes that such exchanges
could have been intuitively understood by our ancestors if needed. Consequently, Rubin argues that
evolutionary psychology can explain not only individual decision-making and exchange mechanisms
but also behavioral patterns in business relationships. From this perspective, the challenges encountered
at the organizational level aside, the focus on transactional and distributive changes may trace back to
the evolutionary adaptation processes of the human brain. This suggests that the behavior patterns and
strategies observed in the business world are influenced by the evolutionary foundations of human
nature.

DIGITALIZATION

Digitalization is the process through which companies reshape their business processes with the help of
digital technologies. Digitalization goes beyond just transferring analog processes to a digital
environment; it involves using technology to create more efficient, flexible, and competitive business
models. This process can fundamentally change companies' product development, customer
management, supply chain, and decision-making mechanisms. Digitalization is important for reasons
such as increasing efficiency, enhancing customer experience, and gaining a competitive advantage
(Matt et al., 2015). The digitalization process can impact firm performance in various ways. Automation
and digital tools accelerate processes and reduce error rates. With reduced dependence on physical
infrastructure and optimized processes, costs decrease. Digitalization also creates new revenue models
and channels for delivering products/services. It speeds up new product and service development
processes and encourages creativity (Vial, 2019).

Challenges that companies may face during the digitalization process include situations where small
firms cannot keep up with larger players due to a lack of resources. Additionally, challenges include the
protection of digital data and measures against cyberattacks, difficulties in employee adaptation to new
technologies, and the high initial costs of digital transformation projects. While digitalization is a
transformation process that can provide firms with a wide range of advantages, such as operational
efficiency, cost reduction, and market competition, just like firms, employees, and competitors in the
digitalization phase, it is crucial for managers to avoid being influenced by cognitive biases in their
decision-making processes in order to benefit from these advantages. Although the effects of
digitalization on firm performance are discussed in various aspects in the literature, the role of cognitive
biases in these effects has been inadequately explored. Digitalization is inherently linked with cognitive
biases in various ways that can influence firm performance, especially during decision-making
processes. As companies adopt new technologies and processes, managers and employees may
unknowingly fall prey to biases that hinder effective implementation. For example, cognitive biases such
as confirmation bias can lead decision-makers to seek information that supports their preconceived
notions about digital technologies, instead of objectively evaluating the full range of available data.
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Similarly, anchoring bias could result in an overreliance on initial assessments or past experiences,
preventing firms from fully embracing new digital solutions or adapting to changing technological
landscapes. These biases, if left unchecked, can obstruct the company's ability to realize the full potential
of digitalization, leading to missed opportunities, inefficiencies, or incorrect strategic decisions.
Moreover, the digitalization process itself can exacerbate cognitive biases due to the complex and fast-
paced nature of technological advancements. Managers, overwhelmed by the rapid influx of new digital
tools and methodologies, may feel a loss of control, which can heighten their reliance on cognitive
shortcuts or heuristics to make decisions. For instance, the uncertainty associated with new technologies
and processes can trigger the use of default strategies, which might not be suitable in a digital context.
This can lead to herd behavior, where companies blindly follow competitors' actions without fully
understanding their unique needs or circumstances. Addressing these cognitive biases is crucial for firms
to harness the transformative power of digitalization and achieve sustainable competitive advantages.
Integrating awareness of these biases into the digital transformation process will help mitigate their
negative effects and enable more rational, data-driven decision-making(Cavusoglu et al., 2004).

FIRM PERFORMANCE

Firm overall performance, described as "the diploma to which the enterprise achieves its dreams or goals
inside a selected period," is a critical however hard idea to degree for businesses. The significance of
defining and measuring organization overall performance stems from the truth that overall performance
development is on the center of strategic management. For this reason, it's miles taken into consideration
a key variable. Firm overall performance is decided thru dimension, comparison, or evaluation, and
dimension is normally preferred (Ceylan, 2001). Business overall performance may be measured thru
foremost approaches: subjective and goal scales. The subjective technique is based at the critiques and
predictions acquired from people requested to evaluate enterprise overall performance. The goal
technique, on the opposite hand, is based on real data, both via way of means of asking the person/human
beings to record particular values or via way of means of having access to secondary sources,
independently observed (Brown, 2003).

METHODOLOGY AND FINDINGS

The qualitative research method is an appropriate approach for understanding individuals' experiences,
perceptions, and perspectives. In order to explore the transformation effects of digitalization on
companies and the role of cognitive biases in this process, qualitative data collection and analysis
methods have been employed in the study. The research was conducted within the framework of a
phenomenological research design. The phenomenological approach offers an in-depth examination to
understand how the research topic is experienced by the participants, how these experiences reflect on
company performance, and how they are shaped during the digitalization process. For the research,
companies that have adopted the digitalization process and are influenced by cognitive biases during
this process were selected. The participants, chosen through purposeful sampling, consisted of
managers, top decision-makers, and individuals guiding the digitalization processes from companies of
various sizes and sectors. The selected firms varied in terms of size and industry, with at least one
manager or decision-maker selected from each firm, resulting in a participant count of 15 to allow for
in-depth analysis.

During the data collection process, semi-structured interviews were used, and each interview was
planned to last approximately 30 minutes. Prior to each interview, participants' consent was obtained,
and all interviews were recorded. Semi-structured interviews provided an environment where
participants could freely express their experiences and the researcher could ask in-depth questions on
specific themes. This allowed for detailed information to be gathered about the participants' perceptions
of the digitalization process, the challenges they encountered, and the impact of cognitive biases in this
process. During the interviews, questions were asked on the following key topics.

How did the digitalization process start in your company, and which digital tools were used?
What challenges were encountered during the digitalization process?

Which cognitive biases do you think influence decision-making processes?

How do cognitive biases shape the digitalization process?
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e How did the digitalization process affect company performance, and in which areas were
improvements or challenges experienced?

The collected data were analyzed using thematic analysis. Thematic analysis allows for the
categorization of qualitative data into meaningful patterns and themes. This approach helps the
researcher identify specific topics, attitudes, experiences, and themes from the data gathered during the
interviews. In the analysis process, after the interviews were recorded, all of them were transcribed. The
transcribed data were categorized according to pre-determined topics, and key themes related to the
participants' experiences, cognitive biases, and company performance in the digitalization process were
extracted. After coding, the obtained data were grouped into main themes and subthemes. The themes
identified through thematic analysis were interpreted to understand the relationship between
digitalization and cognitive biases. Based on the data obtained from the coding process, main themes
and subthemes were defined. The main themes include the effects of the digitalization process on
company performance, challenges encountered during the digitalization process, the role of cognitive
biases in the digitalization process, and their effects on company performance. In the following section,
participants' thoughts on these main themes and subthemes are presented.

Effects of the Digitalization Process on Company Performance

The subthemes identified under this main theme are the use of digital tools, productivity and cost
optimization, and factors influencing performance improvement. The data obtained from these
subthemes are explained below:

Use of Digital Tools: Participants emphasized how the tools used in the digitalization process impacted
their performance, particularly how tools such as ERP systems, CRM software, and cloud technologies
optimized business processes. Additionally, it was highlighted that the use of artificial intelligence-
supported analytical tools and automation systems helped speed up decision-making processes, with
some participants noting that big data analytics played a crucial role in better understanding customer
behavior.

Productivity and Cost Optimization: Participants stated that digitalization reduced operational costs for
businesses and increased process efficiency, particularly contributing to cost reduction and productivity
improvement in production and logistics processes. Moreover, they noted that by minimizing human
error and improving workflows, significant improvements in labor productivity were achieved.

Factors Influencing Performance Improvement: Participants explained that digitalization led to faster
decision-making mechanisms and increased customer satisfaction. In evaluating the impact of
digitalization on performance improvement, they emphasized the importance of real-time data analytics
and rapid decision-making mechanisms, as well as the implementation of innovative solutions, which
significantly increased customer satisfaction.

Challenges Encountered in the Digitalization Process

The subthemes identified under this main theme are technical and operational barriers, human resource
and training deficiencies, and high costs and investment risks. The data obtained from these subthemes
are explained below:

Technical and Operational Barriers: Participants pointed out that technological infrastructure
deficiencies posed a significant barrier in the digitalization process. It was found that some companies
faced serious challenges in transitioning from outdated infrastructure to modern digital systems.
Additionally, participants mentioned that technical shortcomings in developing industry-specific
software slowed down the process.

Human Resource and Training Deficiencies: According to participants, one of the biggest factors
affecting the digitalization process was the challenges faced by employees in adapting to new
technologies. It was noted that more training was needed for employees to adapt to digital tools, and in
companies with low digital literacy, the digitalization process took longer and was sometimes met with
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resistance.

High Costs and Investment Risks: Participants explained that the initial costs of the digitalization process
were high, and some companies found the process risky. They highlighted that the high initial costs of
digitalization investments and the potential for delayed returns made some companies hesitant to adopt
the process.

The Role of Cognitive Biases in the Digitalization Process
The subthemes identified under this main theme are confirmation bias, status quo bias, and
overconfidence bias. The data obtained from these subthemes are explained below:

Confirmation Bias: Participants indicated that decision-making in the digitalization process often
focuses on information that confirms pre-existing beliefs, with decision-makers tending to focus on data
that supports their current strategies and ignoring new ideas. They particularly noted that, in digital
transformation processes, there could be a limited perspective when evaluating the potential benefits of
innovative technologies.

Status Quo Bias: Analysis revealed that some managers are reluctant to change the status quo and resist
the digitalization process. Participants highlighted that, in organizational change processes, some
managers tend to maintain the existing order, which hinders digitalization efforts. This tendency was
particularly noticeable in established companies.

Overconfidence Bias: Participants emphasized that some decision-makers acted overly optimistic during
the digitalization process, leading to resource wastage. They mentioned that excessive optimism in
digitalization processes resulted in both financial and time-related resource waste. This was especially
the case due to a lack of proper planning and strategy, which led to unforeseen costs and operational
issues.

Effects on Company Performance

The subthemes identified under this main theme are increased customer satisfaction, efficiency in
internal processes, innovation, and competitive advantage. The data obtained from these subthemes are
explained below:

Increased Customer Satisfaction: Participants stated that digitalization enables companies to provide
faster and more effective services to customers. They highlighted that digitalization processes
significantly improved customer service, and personalized services increased customer loyalty,
particularly emphasizing the impact of e-commerce and digital marketing tools.

Efficiency in Internal Processes: Participants explained that automation and the integration of digital
tools into internal processes reduced the workload and minimized errors. They mentioned that the
process decreased internal process errors, optimized the workload, took less time, and thus provided a
cost advantage.

Innovation and Competitive Advantage: Participants noted that companies implementing digitalization
processes developed innovative solutions and gained a competitive advantage. They explained that by
using digital tools, companies could obtain significant competitive advantages in the market.

CONCLUSION

This study examined the effects of cognitive biases and digitalization processes on company
performance and revealed significant findings. The research results strongly emphasize that
digitalization offers numerous advantages to firms, such as operational efficiency, cost optimization,
innovation, and competitive strength. However, to fully benefit from these advantages, it is essential for
managers and employees to be aware of cognitive biases in decision-making processes and effectively
deal with these biases. The findings reveal that cognitive biases pose a significant barrier in digitalization
processes. Specifically, the perceived lack of control, the complexity and uncertainty of digitalization
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processes, creates a sense of loss of control among managers, negatively affecting decision-making
processes. Herd Behavior, the tendency to blindly follow other firms' strategies, may lead companies to
adopt solutions that do not suit their own needs. Anchoring Bias, the misallocation of limited resources,
especially digital transformation investments, can harm other strategic priorities. These biases not only
lead to errors in decision-making processes but also prevent companies from fully evaluating the
opportunities that digitalization provides.

Additionally, the research identified that factors such as technical, financial, and human resource
deficiencies create significant challenges in digitalization processes. Technical infrastructure
shortcomings, the lack of suitable infrastructure for advanced digital technologies, restrict the feasibility
of processes. Training and human resources in digital transformation require not only technology but
also the adaptation of employees to these technologies. A lack of training can lead to resistance to change
and a loss in efficiency. Financial challenges, including high initial costs for digitalization processes,
constitute a significant barrier, particularly for small and medium-sized enterprises. These costs include
investments in technological infrastructure, specialized consulting services, and the retraining of
employees.

Based on these findings, the following strategies can be recommended for companies to successfully
implement digitalization processes and minimize the impact of cognitive biases:

Strategies to Reduce Cognitive Biases: Cognitive biases are psychological tendencies that lead
individuals to be influenced by certain perceptions and false beliefs, rather than rational thinking, in
their decision-making processes. These biases are a significant factor that prevents managers and
employees from effectively evaluating digitalization processes. Cognitive biases not only shape
decision-making processes but also influence the perception of risks in digitalization processes. The
limitations of managers and employees' existing knowledge and experience can trigger cognitive biases
when evaluating digitalization and technology investments. Managing these biases is critical for
reducing errors in digitalization processes. Biases can lead managers to focus only on data that supports
their assumptions and beliefs, thus ignoring the different perspectives needed for digital transformation.
Cognitive biases are a major obstacle in strategic change processes. In this context, strategies to reduce
biases should include: organizing training sessions for managers and employees about cognitive biases,
and implementing awareness programs on how to overcome these biases. These training programs will
help individuals understand how biases affect decision-making in digitalization processes. Additionally,
data-driven decision-making methods should be used, and objective data and analysis should be utilized
as key tools to minimize biases.

To manage the digitalization process effectively, cognitive biases must be more clearly defined and
managed. This is not only a technological transformation but also a cultural and human-centered
transformation process. By being aware of biases, investments should be made in both human resource
management and cultural transformation alongside technological infrastructure. In this way, companies
can fully benefit from digitalization processes. Integrating strategic change into corporate culture will
play a critical role in minimizing the impact of biases.In conclusion, the definition of cognitive biases
in the digitalization process, as well as a deeper discussion on how these biases hinder companies'
strategic transformation and limit digitalization opportunities, is essential. Companies should not only
focus on technological investments but should also adopt a systematic approach to eliminate cognitive
biases that affect decision-making processes. This will allow for the more efficient use of the
opportunities offered by digitalization.

Training and awareness programs should be implemented to educate both managers and employees
about cognitive biases, explaining how these biases affect decision-making processes. Data-driven
decision-making methods should be used to minimize biases in decision-making, utilizing objective data
analysis tools. Big data analytics and artificial intelligence can make decision-making processes more
rational. Additionally, external expert support can help by offering independent opinions from external
consultants and specialists, which can reduce the effects of herd behavior and confirmation bias.
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Strategies to Activate the Digitalization Process: With comprehensive strategic planning, the
digitalization process should align with company goals and be implemented through clear phases. Before
large-scale transformation initiatives, pilot projects should be conducted to test the feasibility and impact
of the technology. Increasing employee participation is essential for active involvement in the change
process, with resistance points identified early and addressed. For small and medium-sized enterprises
(SMEs), support mechanisms, including government incentives and support programs, are crucial to
helping these companies overcome digitalization costs.

This research shows that digitalization is not just a technological integration for firms but also a strategic
transformation process. However, this process is not limited to technological investments; it also
requires awareness and management of cognitive biases. For companies to fully benefit from
digitalization, they must eliminate biases from decision-making processes, focus on human resources
and cultural transformation while investing in technological infrastructure, and adopt digitalization as a
sustainable strategic priority. In order for the idea of strategic change to spread throughout the
organization, the decisions made by top management must be embedded in the corporate culture.
Companies should focus not only on the potential of digitalization but also on how it affects decision-
making processes and how these processes can be made more rational. This will contribute to both short-
term operational success and long-term strategic transformation goals.

Although the study has explored the effects of cognitive biases in the digitalization process,
digitalization has broader and more multifaceted effects on businesses. Digitalization is not only about
adopting new technologies but also a transformation process where organizational structures, business
models, and strategies align with the evolving digital environment. Therefore, a deeper examination is
needed of how digitalization affects not only operational processes but also corporate culture, leadership,
and employee engagement. A more detailed analysis of the technological, strategic, and human factors
involved in the digitalization process will provide a more comprehensive understanding of the
challenges and opportunities. By focusing on these aspects, companies can better leverage the full
potential of digitalization and turn it into a key to long-term success and innovation.

Future research should explore the interactions between cognitive biases and digitalization in various
industries to fill knowledge gaps in this area. Furthermore, investigating digitalization dynamics in
different geographic regions and according to company sizes for future studies is also recommended.
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Abstract

Despite the protection of children’s rights by both national and international law,
children’s rights are being violated both in real life and in the virtual environment
with the development of new digital technologies and the widespread use of social
media. Although these violations are mostly committed by people who are not
relatives of the child on social networks, they can also be committed by the child’s
father or mother on the part of the phenomenon or behavior of sharenting. Instagram
is one of the most common environments where sharenting behavior, which refers
to parents’ regular and detailed sharing of their children on social media, is
exhibited. From this point of view, this study aims to reveal how influencer parents
in Turkey exhibit sharenting behavior on Instagram and how they violate their
children’s rights. Content analysis, one of the qualitative research methods, was
used in the study. The population of the study consists of influencer parents who
have Instagram accounts in Turkey. The sample consists of 3 Influencer parent
accounts with over 300 thousand followers on Instagram, selected by purposive
sampling method. According to the results obtained in the research, influencer
parents perform sharenting behavior by sharing their children intensively. In the
posts involving children, parents have caused their children to be stripped of their
right to be forgotten, left digital footprints, violated their privacy, made them
vulnerable to abuse and used as advertising material.

Keywords: Sharenting, Social Networks, Influencer, Instagram.

Oz

Cocuklarin sahip oldugu haklar, hem ulusal hem de uluslararasi hukukta koruma
altina alimmasina ragmen ¢ocuk haklar1 ger¢ek hayatta ihlal edildigi gibi yeni dijital
teknolojilerin gelismesi ve sosyal paylagim aglarinin genis kitlelerce kullanilmasi
paralelinde sanal ortamda da yogun sekilde ihlal edilmektedir. S6z konusu ihlaller,
cogunlukla sosyal paylasim aglarinda ¢ocugun yakini olmayan kisiler taratindan
gerceklestirilse de sharenting olgusu ya da davranisi ile ¢ocugun anne ve/veya
babasi tarafindan da gergeklestirilebilmektedir. Ebeveynlerin ¢ocuklarini sosyal
medyada diizenli ve detayli sekilde paylasmasini ifade eden sharenting davraniginim
ise en ¢ok sergilendigi ortamlardan birisi Instagram’dir. Bu noktadan hareketle
yapilan ¢alismada, Tiirkiye’deki Influencer ebeveynlerin Instagram’da sharenting
davranigini nasil sergilediklerini ve gocuklarmin haklarini nasil ihlal ettiklerini
ortaya ¢ikarmak amaglanmistir. Caligmada nitel arastirma yontemlerinden biri olan
igerik analizi kullanilmistir. Arastirmanin evrenini, Tiirkiye’de Instagram’da hesab1
olan Influencer ebeveynler olusturmaktadir. Amagli 6rnekleme yontemi ile segilen
ve Instagram’da 300 binin iizerinde takipcisi olan 3 Influencer ebeveyn hesabi ise
orneklemi teskil etmektedir. Arastirmada elde edilen sonuglara gore, Influencer
ebeveynler c¢ocuklarmi yogun olarak paylasarak sharenting davranisini
gerceklestirmektedir. Cocuklarin yer aldig1 paylagimlarda, ebeveynler ¢ocuklarinin
en fazla unutulma hakkinin ellerinden alinmasina, dijital ayak izlerinin
birakilmasina, mahremiyetlerinin ihlaline, istismara ag¢ik hale getirilmelerine ve
reklam malzemesi olarak kullanilmalarina neden olmuslardir.

Anahtar Kelimeler: Sharenting, Sosyal Paylagim Aglari, Influencer, Instagram.
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INTRODUCTION

The introduction of social networks into human life following digitalization has started to change the
classical family and classical parental structure. Especially young parents meet their needs such as
entertainment, socializing, learning and shopping on social networking sites. In addition, young parents
may take influencer parents on social networks as role models in order to be a good parent or to make
being a parent pleasant or easy. At this point, influencer mothers and fathers share more about their
children and themselves on social networks in order to be followed by more parents, to become famous,
to affirm their parenthood, to achieve emotional satisfaction and financial gain.

Sharenting behavior occurs when parents share content such as photos, videos and articles about their
children regularly and in large numbers on social media. Parents’ conscious or unconscious sharenting
behavior causes direct or indirect harm to children in many areas. Many negative situations can occur,
such as taking away the child’s right to be forgotten, creating a digital footprint, violating privacy,
making them vulnerable to abuse, learning their personal information, and using them in advertisements
without their consent. These negative situations may cause the child to be exposed to irreparable
situations both at his/her current age and in his/her future life. When they grow up, a lot of kids around
the world remove their parents’ posts by court order because they don’t like what they see.

According to this perspective, the purpose of this study is to ascertain how influencer parents engage in
sharenting behavior on Instagram. In addition, it is aimed to determine which negative situations parents
can expose their children to with the sharenting behavior. Qualitative method was preferred in the study.
The data were obtained from 3 influencer parents who posted about their children on Instagram. The
research data were analyzed using content analysis.

LITERATURE REVIEW

In the 21st century, the rapid spread of digital technologies has led to changes in communication
environments and social interactions. Especially the intensive use of social media platforms by people
has adapted many areas of life to this environment (Boytlik & Biiyiikbakkal, 2024, p. 674). This rapid
and effective change of social networking has also brought many negative situations. One of the most
current examples of these negativities is undoubtedly sharenting behavior, as it affects both the child,
the family and the society.

Sharenting refers to parents’ regular, detailed and numerous sharing of childeren’s videos, posts, photos,
articles, etc. on social networks. Sharenting is a combination of the words ‘share’ and ‘parenting’
(Kalaman et al., 2022, p. 16). Sharenting can be comprehensively defined as parents’ excessive sharing
of posts on social media in which they violate their children's privacy and disclose their children’s
personal information (Ayhan & Oztiirk, 2021, p. 166). According to Giiniig (2020, p. 282), sharenting
is a negative term and emphasizes parents’ oversharing. Additionally, the issue that makes the act of
sharenting a problem here is that parents’ sharing about their children is excessive and inappropriate.

Damkjaer (2018) suggested that there are four types of communicative orientations that characterize
parents’ approach to sharing on social media. These are; family-oriented approach, peer-oriented
approach, oppositional approach, non-use approach. The family-oriented approach refers to the situation
in social networking where the family is the primary implicit recipient of sharenting and a predominantly
monologic form of communication is conducted. The peer-oriented approach refers to parents’ use of
social media for sociability, experience and communication with other parents, gaining perspectives and
exchanging information, and exhibiting sharenting behavior. Both family-oriented approach and peer-
oriented approach imply generally moderate or high levels of social media use in relation to sharenting
compared to participants’ overall activity levels. Oppositional approach refers to parents’ critical and
self-conscious approach to sharenting behavior on social networks. Parents share very little on these
networks. These parents are opposed to sharenting behavior due to lack of control over the content
shared or concerns about children’s privacy rights. The non-use approach explains that parents do not
use social networks to communicate about parenting, to express themselves, or to achieve other
outcomes.
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At this point, parents’ family-oriented approach and peer-oriented approach are approaches that can
serve sharenting behavior. Sociological and psychological reasons underlie the fact that parents share
every moment of their children from birth with the accounts they create on social networks and present
their child’s data to the surveillance of thousands of people without fear (Duygulu, 2019, p. 438).

Parents post information about their children on social networks or follow influencer parents for a variety
of reasons. Among the advantages of sharenting, according to Cataldo (2022, p. 8), are asking for help,
comparing various experiences, sharing knowledge about particular child conditions, like psychological
and neurodevelopmental disorders, and giving moms and dads a platform to express themselves.

In addition, parents reveal their unique characteristics by sharing their own photos and provide social
satisfaction by applying a similar situation on their children’s photos and receiving likes or comments.
These individuals engage in sharenting behavior for self-actualization and social approval. In other
words, parents, especially mothers, use social media to confirm their parental roles and create a positive
self-presentation, and engage in sharenting behavior (Ouvrein & Verswijvel, 2019, 320; Brosch, 2016,
p. 233; Ozgiil et al., 2022, p. 241).

Underlying the parents’ sharenting behavior is the sharing of memories, digital memory recording,
proving happiness, proving the child’s development to be seen by the environment, creating a public
image, getting online community approval, making the mother happy, and providing motivation
between parents (Bauer et al., 2023, p. 105; Giiniig, 2020, p. 292; Akpinar et al., 2020, p. 15; Wall, 2018,
p. 6; Latipah et al., 2020, p. 4815).

Another reason for sharing behavior is that parents want to make their children a phenomenon and gain
financial gain by selling the items they use or advertising commercial products (Ozgiil et al., 2022). In
this case, which is expressed as microcelebrity and enables gaining recognition through the internet,
parents can earn financial gain by labeling the content they produce with companies, brands and products
(Kopuz, 2022, p. 383). The act of sharenting performed by parents is also performed by influencer
parents. This situation occurs in the form of non-famous parents making their children famous or already
famous people using their children to increase their recognition and generate income.

Both ordinary parents and celebrities have turned to new professions such as youtubers, bloggers and
instamoms. Parents, who are also called influencers, share a lot of information and experiences such as
pregnancy period, prenatal shopping, baby shower, birth, baby care and feeding, sleep patterns in an
interactive way (Ergiil & Yildiz, 2021, p. 612). Especially in recent years, influencer parents, whose
number has increased in recent years, transfer knowledge and experience to their followers on the
aforementioned issues starting from the pregnancy period and build a new style of motherhood and child
rearing both in writing and with the videos they shoot (Kaya, 2023, p. 125).

This sharenting behavior performed by parents on social media leads to many negative situations,
especially for children. Sharenting behavior that parents perform by sharing photos, videos, posts,
articles and informations about childrens on social networks causes the child to be exposed to many
problems, especially psychological, physical and sociological problems (Kalaman et al., 2022, p. 17).
Destruction of mother-child communication (Kaya, 2023, p. 133), privacy, abuse, pedophilia,
encouragement of consumption (Ergiil & Yildiz, 2021, p. 617), identity theft, child pornography (Otero,
2017, p. 412; Akko¢ & Ayyildiz, 2022, p. 78), violation of the right to be forgotten, using child in
advertisements without permission, violation of privacy, digital footprinting, shaming children and
obtaining information to kidnap children are some of these negative situations.

Parents sharing intimate images of their child (in the pool, in the shower) on social networks may expose
the childeren to abuse, expose the childeren to the surveillance of pedophiles, or upload images of the
child, even if normal, to sexually explicit websites. Karaman and Ayhan (2021, p. 43) emphasize the
element of abuse. According to Karaman and Ayhan, in general terms, ignoring the developmental needs
of a child is neglect, and any words and behaviors that intentionally harm the child is abuse. In fact,
mothers frequently sharing their children in order to prove to the society that they are a good mother and
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to gain appreciation is to make children vulnerable to abuse (Ozkan & Ozer, 2022, p. 226; Ergiil &
Yildiz, 2021, p. 618).

When mother and father share their children’s hame, surname, address, etc. on social media, it can lead
to digital identity theft, i.e. making a digital copy of the child. In addition, sharing this information also
paves the way for child abduction by malicious people.

Another problem is the use of the child’s photo or video in advertising with or without the consent of
the family. These people, defined as influencer parents, earn income by sharing posts about their children
and their own lives and reaching a certain number of followers (Campana et al., 2020; Deniz, 2022, p.
109). According to Tosun and Deniz (2023, p. 96), the recent increase in Kidfluencers’ viewership and
number of followers has attracted the attention of advertising companies, which has led to
advertisements and collaborations in the children’s industry through Kidfluencers. Children, who are
unable to make their own decisions and lack cognitive awareness, are turned into commercial objects
and advertising materials by their parents. It is clear that violations of privacy through posts about their
private lives as well as their physical and spatial intimate areas do not coincide with the personal rights
and freedoms of the child (Kiigiikali & Sercemeli, 2020, p. 662).

In addition, the sharing of children’s photos, videos and information on social networks by their parents
leads to both the deprivation of the child’s right to be forgotten and the disclosure of their private/private
life space. Children have a right to their privacy and online identity. Children will form their own
identities as they grow up and therefore their identities should be defined by themselves and not by their
parents (Otero, 2017, p. 412).

In addition, the digital footprints recorded in a child’s social media account can harm the child in the
distant future. Today, many parents open accounts on YouTube and Instagram with their children.
Unfussy posts on these social networks can damage the child’s pride and reputation. This can cause
problems, especially in the child’s self-esteem, as it can be hurt due to harassment, etc. (Glinig, 2020,
p. 284). Subsequently, when kids grow up and see the posts written about them, they don’t like that their
parents share them since they’re too exposing, embarrassing, and nude. This has a negative impact on
the trust relationship between parents and children (Moser et al., 2017; Haley, 2020; Barnes & Potter,
2021).

Negative actions against children, whether by strangers or by their families, are prohibited under national
and international law. Children’s right to respect for private life is protected just like adults’ right to
respect for private life. Thus, as stated in the human rights conventions regulating the right to respect
for private life, “everyone” has this right (Ozgelik, 2020, p. 426). Article 8 of the European Convention
on Human Rights also emphasizes the right to respect for private life and the right to privacy.

Article 16 of the United Nations Convention on the Rights of the Child emphasizes the child’s right to
privacy and states that this right is protected. Article 18 of the same convention also points out that
parents are primarily responsible for the protection of children both on social media and in all areas of
life (UNICEF, 2022).

Posts that violate the child’s personal rights, abuse the child, offend the child’s pride, honor and dignity
may lead to the limitation of the right of custody. In addition, by exercising the right to be forgotten, the
child may request the deletion of his/her parents’ social media posts about him/her (Deniz, 2022, p. 110).
“Unless justified by the consent of the person whose right of personality is injured, a superior private or
public interest, or the exercise of the authority granted by law, every attack on personal rights is
unlawful” (Tiirk Medeni Kanunu, 2001). The second paragraph of this article defines the limitation and
defines unlawfulness. Accordingly, since parents' posts on social media without their children's
knowledge and consent may lead to the violation of their children's personal rights today and in the
future, and since these posts will not have a public benefit; the phenomenon of sharenting can be
considered as a crime (Giinder & Giinder, 2022, p. 399).
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At this point, there are issues that parents should pay attention to when sharing on social networks:

- Parents should know the privacy policies of the sites they share information with and make the
necessary adjustments (Keith & Steinberg, 2017; Giintig, 2020, p. 295).

- Parents should not share their children’s home address, school address or personal information (Yavuz,
2020, p. 39; Keith & Steinberg, 2017).

- Parents should obtain their consent when sharing information about their children (Akkog¢ & Ayyildiz,
2022, p. 80; Giiniig, 2020, p. 295; Yavuz, 2020, p. 39).

- Parents should not share photos showing their children naked in any way (Deniz, 2022, p. 111; Keith
& Steinberg, 2017; Akko¢ & Ayyildiz, 2022, p. 80).

- Parents ought to think about how sharing will affect their kids’ present and future circumstances.
Things that the child would be ashamed, upset, hurt their pride, or dislike should not be shared (Keith
& Steinberg, 2017; Giiniig, 2020, p. 295).

- Keeping the shares in which the child is an object to a reasonable extent (Yavuz, 2020, p. 39).

- Parents should be shown the harms of sharenting behavior through public spots or educational
programs. By doing this, the number of father and mother posting photos of their kids on social networks
can be decreased, and parents can be more selective about what they post. In their study, William-Ceci
etal. (2021, p. 7) showed videos explaining the harms of sharenting to parents who exhibited sharenting
behavior. As a result, parents’ perspectives on their sharing behavior altered, and they became less
inclined to post offensive material about their kids on social media.

MATERIAL AND METHOD

Purpose, Importance and Questions of the Research

The study aims to reveal how influencer parents in Tiirkiye exhibit sharenting behavior on Instagram
and how they violate the rights of their children. The study is important in terms of addressing the
sharenting behavior, which has recently started to be recognized in Tirkiye and in the world,
determining how influencers in Tiirkiye consciously or unconsciously harm children through the act of
sharenting, and creating data for other scientific studies to be conducted. According to the study's
objectives, the following queries about influencer parents’ sharing behavior were intended to be
addressed:

RQ1: What are the content of influencer parents’ posts?

RQ2: What is the level of visibility of the child in the posts of influencer parents?
RQ3: Which negative situations do the posts of influencer parents pave the way for their children?

Method, Population and Sample of the Study

A qualitative research method was used in the study. The population of the study consists of influencer
parents who have Instagram accounts in Tiirkiye. The sample consists of 3 influencer parent accounts
(caglaa, puccito, melekkhayta) selected by purposive sampling method and having more than 300
thousand followers on Instagram.

Data Collection and Analysis

Three influencer parents who create digital material on Instagram and share posts about their kids
provided the study’s data. The 300 content obtained from the accounts named Cagla Diivenci Sonmez
(caglaa), PuCCa (puccito) and Melek Hayta (melekkhayta) were included in the study. While collecting
the data, the last 100 posts shared by the Instagram accounts were taken into consideration. When the
monthly and annual posts from the accounts were analyzed, it was observed that there was an irregular
and unbalanced distribution. Therefore, the time interval was not taken into account when obtaining the
data. The research data were analyzed using the content analysis. The coding of the research was carried
out in three stages. First, categories, subcategories and options to be included in the coding chart were
determined. Secondly, the information obtained from the report was written under the categories. In the
last stage, both the researcher and another independent researcher analyzed the content in the coding
chart for validity and reliability. According to the results of the analysis, the data were found to be
consistent. In the study, Microsoft Excel program was used for coding and frequency analysis.
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Results and Discussion

In the study, the posts of 3 mothers (Cagla Diivenci Sonmez, PuCCa and Melek Hayta), who post about
their children on Instagram and are called influencer parents, on their Instagram accounts (caglaa,
puccito, melekkhayta) were analyzed.

Among these accounts, caglaa has the most followers, melekkhayta has the most posts and puccito has
the most comments. The number of posts refers to the number of posts made by the accounts from the
day they were established until today. The number of comments is the number of comments on the 100
most recent posts of these accounts. Since the accounts did not want the number of likes to appear on
the majority of their posts, they hid the number of likes on the posts. For this reason, the interaction rates
of the accounts were evaluated in terms of the number of followers and comments on the posts. puccito
was the account with the highest number of comments on its posts, although it ranked second in terms
of the number of followers. Puccito’s total number of comments on its posts is approximately 5 times
the number of comments on caglaa’s posts and 7 times the number of comments on melekkhayta’s posts.
At this point, it is possible to say that the account named puccito has the highest interaction (Table 1).

Table 1. Instagram Account Information

Account Description Number of | Number of | Total Total
Name Followers | Following Number | Number of
of Posts | Comments
caglaa KivangAlyaLia 720 bin 683 819 9.864
Find the light in everything
puccito Kiigiik aptalin biiyiik diinyas1 | 669 bin 1.958 2.375 52.867
melekkhayta | Life style | motherhood 331 bin 1.010 4.018 6.997

When looking at the format of the posts made by the accounts about both their children and themselves,
it is seen that 63% of the posts on the caglaa account are videos. Approximately 2 out of every 3 posts
made from the Caglaa account are videos. The account named Melekkhayta has also shared the most
videos (%59) in the same manner. Apart from this, the puccito account preferred photos the most in its
posts (69%) (Table 2).

The differentiation of the sharing format of the account named Puccito from the other two accounts is
directly related to the content of the posts, the person featured in the posts, the mother has life type,
image, and the elements used in the posts. The first prominent feature of the puccito account is the
mother’s frequent use of text in her posts. The account includes long texts as descriptions in its posts,
adds text over the photos, and sometimes features only text in its posts. It presents a heartfelt, sincere,
and unconventional image. In the posts on the puccito account, the mother is mostly featured alone. It
is possible to say that the account has moved away from video edits and adopted a spontaneous, natural,
and sincere sharing style.
Table 2. Format of the Post

Format of the Post
Photo Video Writing
Caglaa 36 63 1
puccito 69 21 10
melekkhayta 39 59 2

When examining the content of the posts made by the accounts, it has been observed that parents have
emphasized different types of content in their posts about themselves and their children. The account
named caglaa had 44% of its posts related to daily activities, 26% to travel, and 14% to entertainment,
while posts related to education constituted only 8%. This account did not contain any advertising
content in its posts. 45% of the posts from the account named puccito are daily activities, while posts in
other areas are almost evenly distributed. Contrary to this, only 1% of the posts from this account were
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educational. The melekkhayta account has the highest percentage of posts with advertisements (32%).
That is, one in three posts is advertising. In this account, the share of educational content is only 1%,
although the other categories are equally distributed (Table 3).

Considering the posts of the three accounts, it is observed that influencer parents have strayed from their
mission of being role models for other parents. Indeed, one of the reasons parents follow influencer
parents is undoubtedly child education. Only 3.3% of the shared content is related to education. In
addition, the situation of using the child as advertising material is 14.3%. In addition, the rate of using
children in advertisements on melekkhayta account rises to 32%. Whether it’s entertainment, daily
activities, or travel-related posts, mothers engage in sharenting behavior. In addition, the element of
exposing the child and the mother is prominent in these shares.

Table 3. Content of the Post

Content of the Post

Education | Entertainment | Daily Activity | Advertisement | Trip Other
Caglaa 8 14 44 0 26 8
puccito 1 13 45 11 19 11
melekkhayta | 1 15 22 32 29 1

When examining the individuals featured in the posts made by influencer parents on their Instagram
accounts, significant differences are observed. For instance, the caglaa account featured children the
most in its posts (%64), while the puccito account featured mothers the most (%45), and the melekkhayta
account featured family the most (%37) (Table 4).

Since the parents are divorced, there is no family photo on the puccito account. It can be said that the
claim of being a model family and individual as influencer parents has been disproven. So much so that
being visible and famous has not brought happiness. The account that engages in the sharenting behavior
the most is the account ‘caglaa.” On this account, the rate of the child's individual or family sharing is
over 90%. On the melekkhayta account, the rate of the child being shared individually or with the family
is above 60%.

Table 4. People Involved in the Post

People Involved in the Post

Child Mother | Mother and Child | Siblings Family Other
caglaa 64 4 10 7 13 2
puccito 30 45 10 2 0 13
melekkhayta | 27 25 6 3 37 2

When examining the negative situations to which children are exposed through the posts made from
their parents’ accounts, it has been concluded that in all three accounts, the most significant issue is the
deprivation of the child’s right to be forgotten and the creation of a digital footprint without the child's
consent and will (caglaa 93%, melekkhayta 60%, puccito 42%). The violation of the child’s privacy
(caglaa 35%, melekkhayta 19%, puccito 20%) also emerges as the second major issue. Moreover, the
caglaa account can additionally expose the child to abuse (%21) through the posts it shares and include
naked (%22) photos in the child’s posts. The melekkhayta account, on the other hand, exposes her child
to abuse (%19) in her posts, violates their privacy (%19), and uses her child in advertisements (%11).
In the ‘None’ category in the table, posts without children are included. In these posts, only the mother
or the text post has been included (Table 5).

This situation can indirectly cause harm to the child. So much so that the mother’s posts featuring nudity,
exposure, attention-grabbing content, and increased interaction lead to a rise in follower count. This
means that more people are coming to the account and more people are seeing the child. In fact, while
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the mother makes herself and the account more visible, she also subjects the child to more scrutiny.
Essentially, these categories are interrelated. The use of a child in advertising also means that the child
is being exploited financially by their family. Leaving a digital footprint also corresponds to the loss of
the child's right to be forgotten. Sharing semi-nude photos of the child, the child being subjected to
abuse, the right to be forgotten being taken away, the violation of privacy, and the digital footprint can
all cause harm to the child from different perspectives. At this point, the violation of a child’s privacy
should not be understood solely through the lens of bodily privacy. The sharing of photos and videos of
children's private moments by influencer parents leads to the violation of children's bodily, spatial, and
informational privacy.

Table 5. Violated Rights of the Child or Elements That Could Harm the Child

Negative Situations
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caglaa 9 35 21 93 0 93 22 7
puccito 8 20 3 42 1 42 2 58
melekkhayta | 10 19 19 60 11 60 7 40
CONCLUSION

Influencer parents’ frequent and numerous posts about their children on social networks are explained
by sharenting behavior. Sharenting behavior can cause children to become surveillance material and a
kind of consumption product. The fact that influencer parents engage in sharenting behavior, which can
also be performed by ordinary parents, increases the possibility and type of harm that the child may
suffer. In fact, while ordinary parents present a small number of videos and photos of their children to
hundreds of followers, influencer parents present a large number of videos and photos of their children
to hundreds of thousands of followers. This sharenting behavior can cause harm to children in different
ways.

The study aims to reveal how influencer parents exhibit sharenting behavior and what negative situations
they expose their children to. For this purpose, the posts of 3 influencer accounts on Instagram were
analyzed through qualitative content analysis.

Considering the analysis’s findings, influencer parents included their children in the majority of their
posts. In fact, when the categories of child, mother and child, siblings and family are combined, children
are seen in approximately 90% of the posts on the account named caglaa. Balaban (2022, p. 33) also
found that approximately 80% of parents with Instagram accounts shared their children’s photos on their
Instagram accounts at least once. Akpinar et al. (2020, p. 14) found that 69.8% of mothers and 50.8%
of fathers shared photo and video related to child.

When the content of the posts made by influencer parents is analyzed, daily activities and travel elements
stand out. It was observed that there were very few educational elements in the posts. In Balaban’s
(2022, p. 34) study, when the content of the photos shared by parents was examined, it was seen that
photos of special days, vacations and trips with children, and time spent with family members and
relatives were frequently shared. The aforementioned sharenting behavior is also practiced by ordinary
parents. Apart from the act of showing daily activities, ordinary parents can use social networks to
contact with their loved ones and improve their relationships since they cannot communicate with their

560

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.553-562

family and close environment frequently due to distance and working conditions (Omur & Uyar, 2022,
p. 41). Rather than ordinary parents, influencer parents also share their children in order to generate
income by using them in advertisements.

An analysis of the negative situations to which influencer parents expose their children through their
posts reveals that the child’s right to be forgotten is mostly taken away and the digital footprint is left
without the child’s will and consent. The other biggest problem is the violation of children’s privacy of
space, information and body. Making children vulnerable to abuse, sharing naked images of children
and using children in advertisements were other major problems.

Sharenting behavior that may harm the child is consciously carried out by influencer parents. Even
though the parents know the problems that the child may face, the pleasure and financial return of being
on social media causes the sharing to be done. Duygulu's (2019, p. 468) study also confirms this. In fact,
parents are active in sharing their children’s photos and videos even though they think that sharing
photos and videos of their children may cause psychosocial problems in children.
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Abstract

While the attribution of different meanings to the male image in visual culture
involves interventions in forms of representation, it can lead to the objectification
of subjects and the reinforcement of stereotypical social roles. With the notions
imposed by masculine constructs, society, and today's social media, it is observed
that there is a hierarchy of binary gender structuring, power imbalances are
frequently encountered, and an attitude that restricts the shaping of representations.
This attitude, which can be defined as the hegemonic gaze, refers to the historical
and cultural tendency to shape visual narratives in a way that controls the
representation of the subject in the complex relationship between photography and
representation. Deconstructing the hegemonic gaze in photography emphasizes
subverting traditional representations and narratives, focusing on subject
empowerment, and questioning prevailing social expectations. Using photography
as a strategic language, artists contribute to a more inclusive and emancipatory
visual culture by subverting normative constructions and promoting a photographic
gaze that reveals the complexity and diversity of masculinity. In this context, the
study discusses how the constructions designed within the framework of the gaze
on the photographic field are represented, their role in the construction of gender
perception, and their effects in the context of the works of artists who set examples
of how traditional power dynamics are defeated. As a result of the study, the
relationship between photography and the context of artists and their works, which
question the hegemonic gaze, and point to rethinking, will be revealed.

Keywords: Photography, Hegemonic Gaze, Masculinity, Gender, Representation.

Oz

Gorsel kiiltiirde erkek imgesine farkli anlamlarin yiiklenmesi, temsil bigimlerine
miidahaleler igerirken, geleneksel olarak 6znelerin nesnelestirilmesine, basmakalip
toplumsal rollerin pekistirilmesine sebebiyet verebilmektedir. Tktidar kurgularmnm,
toplumun ve giiniimiizde sosyal medyanin dayattigi mefhumlar ile ikili cinsiyet
yapilanmasi hiyerarsisine, giic dengesizliklerine sik¢a rastlandigi ve temsillerin
sekillenisinin kisitlandig1 bir tutumun oldugu goézlenmektedir. Hegemonik bakis
olarak tanimlanabilecek bu tutum, fotograf ve temsil arasindaki karmasik iligkide
gorsel anlatilarin 6znenin temsilini kontrol edecek bigimde sekillendirilmesine
yonelik tarihsel ve kiiltiirel egilimi ifade etmektedir. Fotografta hegemonik bakisin
yapisokiimii, geleneksel temsili ve anlatilart yikmayi, Ozneleri gii¢lendirici
yaklagimlara odaklanmay1 ve siiregelen toplumsal beklentilerin sorgulanmasini
vurgulamaktadir. Fotografi stratejik bir dil olarak kullanan sanatcilar, normatif
yapilanmay1 altiist ederek, erkekligin karmasikligint ve gesitliligini gozler 6niine
seren bir fotografik bakisi tesvik ederek daha kapsayici ve dzgiirlestirici bir gorsel
kiiltiire katkida bulunmaktalardir. Bu baglamda ¢aligma, fotografik diizlemdeki
bakis ¢ergevesinde tasarlanan kurgulamalarin nasil temsil edildigine, cinsiyet algisi
ingasindaki roliine, geleneksel gii¢ dinamiklerinin nasil bozguna ugratildigina dair
ornekler olusturan sanatgilarin eserleri baglamindaki etkilerini tartigmaya
agmaktadir. Caligmanin sonucunda hegemonik bakisi sorgulayan ve yeniden
diistinmeyi isaret eden sanatgilar ve eserlerinin baglaminin fotograf ile iliskisi
ortaya konulmus olacaktir.

Anahtar Kelimeler: Fotograf, Hegemonik Bakis, Erkeklik, Cinsiyet, Temsil.
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INTRODUCTION

What is conceived as hegemonic has varied considerably from culture to culture throughout history. The
traditional social dominance of men has defined a gender hierarchy that continues to underpin societies.
For much of history, and particularly in the West, the characteristics and power dynamics of the
dominant masculine figure, defined by physical size and strength, aggression, and power, began to be
questioned and transformed in the 1960s, although they are still widely observed today. The sexual
revolution, the struggle for civil rights, the relationship between the individual and power, the growth
of the gay rights movement, and the counterculture of the period revealed that the necessity of gender
definitions had to be blurred (Barbican, 2023). In the postmodern and contemporary periods, artists have
consistently sought to destabilize the narrow definitions of gender that define social facilities to
encourage new ways of thinking about identity, gender, and sexuality. Exploring stereotypical
representations of the masculine subject, they have produced powerful visualizations that subvert the
archetype by reconstructing the traditional representation of masculinity, defined as dominant
heterosexual masculinity.

R. W. Connell borrowed the concept of hegemony from a phenomenon such as Gramsci’s analysis of
class relations in Italy, where Connell states that hegemony is not a superiority of one group of men over
another group in terms of masculinity, but a superiority rooted in religious doctrine or practice, mass
media content, wage structures, house design, welfare, taxation policies, etc. (Connell, 2016, p. 268).
Hegemony does not imply superiority based on power, cultural domination, and the elimination of all
other options. Another or “other” groups are relegated to a subordinate position through the influence
of certain power facilities.

In sociological studies, it directly manifests itself in patriarchal societies where men’s behavior is
culturally idealized, various duties are imposed through gender roles, and certain behaviors and
characteristics associated with masculinity are legitimized, and it is also observed in art history in a
normative manner. This structure, which categorizes individuals through their bodies based on
biological characteristics, constructs gender as binary and creates its construction in many other social
and cultural fields. This mechanism, which tends to control individuals through their bodies, assigns a
superior role to masculinity while marginalizing all other forms. The declaration of femininity as
secondary similarly creates a hierarchy among men by asserting both cultural and anatomical structure.

According to Connell, talking about the contradiction between the social process and the body does not
sufficiently move away from the doctrines of biological difference and biological determination. The
body is controlled and transformed in social practice without ceasing to be a body. The physical meaning
of masculinity develops through the personal history of social practice, and through the life course in
society. In Western countries, for example, images of ideal masculinity are most systematically
constructed and encouraged through competitive sports. The combination of strength and skill involved
in playing games such as soccer, cricket, and baseball well is a means of evaluating one's degree of
masculinity. Therefore, the interest in strength and skill becomes a proposition rooted in the body, rooted
in social practices such as organized sports through years of participation (Connell, 2016, p. 132-135).
The media is turned into a mechanism through which individuals are characterized as “weak, powerless,
other” with its attitude of concretely signifying the body through images. Artists with works that
conform to the designed conditions are shown as deserving of a superiority that affects cultural status.
Connell’s perspective draws attention to a critical analysis of how dominant masculinity is constructed,
maintained, and resisted in society. While emphasizing the intersectionality of masculinity by
acknowledging that experiences vary according to factors such as race, class, and sexuality, it also
demonstrates the need for a critical examination.

Pierre Bourdieu attributes the power of the masculine order to the fact that the male-centered view
imposes itself on a situation that makes it appear neutral, without attempting to prove its rightness. He
emphasizes that the gendered division of labor operates like a machine to affirm masculine domination
through the social order (Bourdieu, 2015, p. 22). This symbolic structure that is constructed brings along
debates on gender and the notion of the gendered body. The organization of gender on a very large scale
must, in important respects, be simplified from human relations. The forms of femininity and
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masculinity established at this level are stylized and problematized in many ways. Thus, the
interrelationship of forms of femininity and masculinity is based on a single structural reality, the global
domination of men over women. This hegemonic structure is always constructed in relation to women,
but also in relation to various forms of masculinity that are relegated to subordinate positions (Connell,
2016, p. 268). The works of male artists who problematize subordinated forms of masculinity, in which
they try to defeat this hegemonic structure they experience, also emerge as a critique of the hegemonic
gaze in the world of images.

THE CONCEPT OF HEGEMONY AND ITS PRESENCE IN PHOTOGRAPHY

When the history of photography is evaluated through male images, it is possible to talk about a process
in which images of elements associated with masculinity come to the fore. In this process, especially in
the use of photography in mass media and media, male images play an important role in this relationship
in terms of marketing a lifestyle. In order to be “stronger, more successful”, “tougher, more fearless”
images are created, and “masculinity standards” are tried to be established. The portrayal of dominant
male behavior as ideal, gay men, men of a certain racial or ethnic origin, or other men who do not
conform to the established standards are defined as the other. Just like the representation of the female
image in the media for male viewers, the representation of men is maintained through photographic
representations, especially in areas such as fashion, advertising, and medicine, with the expectation of
conforming to certain standards due to idealized subjects and images such as the body, plastic surgery,
and the clothing industry. Bourdieu argues that gendered alienation is at the root of specific privilege.
Exemplified by social games in the establishment of masculinity, where the bet to be won is a form of
domination, he states that men carry the double-edged privilege of indulging in games of domination
because they are raised to recognize these games and especially because they are designated as
dominating beings very early on by the founding ceremonies (Bourdieu, 2015, p. 98).

While the concept of representation in visual culture refers to the presentation of various aspects of
icons, identities, and images, it can also cause some negative perspectives when it turns into a hegemonic
structure. In this context, visual culture can reproduce or challenge existing social norms. Here, a critical
approach to the concept of representation is important for understanding established gender norms and
power structures and can be a potential means of challenge. To point to representation is to refuse to
believe that our relation to the world is one of immediacy and transparency, and therefore to question
this mediation, which sometimes tries to convince us that it does not exist (Soulages, 2022, p. 278). This
guestioning leaves the door open for a re-examination of the concept of truth or other imposed titles.
Presenting events in a more objective way helps the viewer to question the accuracy of familiar systems
and hierarchies. In this regard, photography provides an important ground for the uncanny dissection
and examination of a phenomenon naturalized by society. Photography is not a sign, but first and
foremost an image, not an object of reproductive imagination but the subject of a creative imagination,
not a technical tool but the most important opportunity of art, a remnant that can and should always
guestion the beautiful and the sublime. It invites the viewer to interpret, question, criticize, create, and
think (Soulages, 2022, p. 396).

Gender intersects with other social identities during daily life practices, and will be experienced
differently depending on age, social class, ethnicity, sexual orientation, etc. Therefore, whether
representation reflects the “real individual” can be related to the questions of whose reality, which
reality, and according to whom. Stuart Hall defines what he calls “constructivist” representation as a
view that touches on the most personal issues, that the terms sex and gender, male and female, whether
words or images are cultural signifiers that construct rather than reflect gender definitions, meanings,
and identities (Hall, 2017, p. 453). These typological constructions, which are frequently encountered
in Western societies, play an important role in turning masculinity into a hierarchical phenomenon.
Nevertheless, it should be noted that all these designed structures lead to the formation of oppressive
practices. This situation is purely political. Including alternative perspectives in the system underlines
the emergence of a method that subverts the rules of the normative and discusses the power relations
that feed the hierarchy of masculinity in the coding, processing, and construction of the masculine in the
practice of photography.
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Many works in art history and visual culture challenge stereotypical depictions of masculinity, pointing
to alternatives and more diverse forms. Artists often examine the concept of masculinity and explore
ways to redefine it while questioning it through visual means. The relationship between photography
and masculinity in terms of representation has a multifaceted structure, albeit one of dual complexity.
Within this multifaceted structure, there are arguments about how photography is used in the
construction and reinforcement of historical and contemporary notions of masculinity or in challenging
this establishment. The main topics to be examined here are the socio-cultural construction of
masculinity in media and visual culture, the representation of masculinity in photographic language, the
effects of digital culture and contemporary art on representations of masculinity, and the role of
photography in these intersections.

Hegemony is won in a negotiation between rival social, political, and ideological forces, back and forth
through the discussion, exchange, or renewal of power. The concepts of hegemony and negotiation allow
us to rethink reality and representation, avoiding the fixed model of reality or the fixed set of codes to
represent it. The genderization of cultural forms makes it clear that prioritizing certain cultural forms or
characteristics should be seen as part of the patriarchal culture’s struggle to define “reality” (Hall, 2017,
p. 455-456). The notion of the hegemonic gaze in photography is an expression of the historical tendency
for images to be constructed through and in a way that reinforces traditional gender roles, to be presented
from a dominant male perspective in a way that objectifies and marginalizes women and other forms of
masculinity. This approach, which mostly refers to male-oriented perspectives, is based on various
cultural structures that are hierarchical and shaped around certain norms.

While the history of photography constitutes the representation of a hierarchical structure of masculinity,
on the other hand, the works of artists who prioritize the individual also reveal a process that challenges
traditional depictions of men. This attitude, which has gained momentum especially in the postmodern
approach and in the process leading up to the present day, enables the creation of works that present
alternative masculinities, reveal the diversity of male experiences, and criticize a fixed singular male
identity. Photography has been an important medium for exploring and deconstructing traditional
notions of masculinity. While the dominant male gaze is often questioned through feminist critique, it
is important to note that not all male artists perpetuate the masculine gaze and many actively produce
work to challenge and transform notions of representation.

Photography is a powerful tool for shaping and communicating social values, including those related to
gender, identity, and race. As with other art disciplines and media, it can support or subvert the normative
structure. This makes photography a critical field of study in the interaction between representation,
power, and the individual. In this context, photography has come to understand itself not only as a
“representation” of a subject or concept but also to reflect on its own media specificity and conditions
based on form (Moser & Schroder, 2012, p. 6).

Throughout history, especially in Western cultures, masculinity has generally been associated with
power, authority, and sovereignty. In the media, advertising sector, and the arts, men are portrayed as
strong, independent, and influential in parallel with this associated attitude. In the images in these
sectors, those who do not have the mentioned features are excluded. In the history of photography, this
idealized situation often visually represents the standards of dominant fiction. This attitude has the effect
of limiting the enrichment of visual culture and pointing to a discriminatory side in terms of gender,
sexual identity, and ethnicity. In the historical process, especially with postmodernism, awareness of
these issues has increased, and many artists and activists have started to question and change the
traditional masculine gaze and masculine representations.

The goals of the corporeal meaning of masculinity are primarily concerned with the superiority of men
over women and the sense of empowerment associated with hegemonic masculinity, which is necessary
to dominate women, over other groups of men (Connell, 2016, p. 135). Connell’s perspective provides
a framework for critically analyzing the representation of dominant masculinity in photographic art. It
encourages artists to challenge norms, subvert stereotypes, and contribute to a more complex and
inclusive understanding of gender identities through visual storytelling. Throughout the history of

566

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @ _o



The Turkish Online Journal of Design, Art and Communication — TOJDAC April 2025 Volume 15 Issue 2, p.563-577

photography, various artists have been interested in Connell’s ideas on dominant masculinity and have
produced work that explores these concepts in parallel. Some artists have responded to this ongoing
hegemonic gaze by subverting and deconstructing traditional representations of masculinity.

The production of work that turns many paradigms upside down brings with it the democratization of
images, allowing for broader forms of presentation. Black bodies, trans men, or other marginalized
masculinities reveal images that are significantly different from mainstream representations of
masculinity. Photography has an important place in this intersectionality. “With photography, not only
were the norms and rules of previously established iconographies of the human body questioned and
expanded but also entirely new forms of representation were created through the photographic medium,
in part due to the wide range of applications of photography in the arts and sciences.” (Moser &
Schréder, 2012, p. 6).

In their documentary photography, many artists from different cultures have created works that
challenge stereotypes by presenting images of the impact of economic and social factors on men's lives,
guestioning simplistic narratives of dominant masculinity and offering alternative visions of
masculinity. Numerous contemporary photographers have created work to critique, deconstruct, and
challenge the normative construct of hegemonic masculinity and related issues. The works of Peter
Hujar, Wolfgang Tillmans, Ren Hang, Sunil Gupta, and Tommy Kha constitute the main framework of
this study in the context of the relationship between the hegemonic gaze, masculinity, the concept of
representation, and photography. This hegemonic gaze established through the male body is analyzed
in the context of male photographers who criticize this structure to which they are exposed. The artists,
who explain with performative visualizations the assignment of gender roles to bodies based on
biological structure, being defined as gendered, what is defined as “normal” or what is defined as “real”,
seek methods to break down the hierarchy between the masculine gaze and masculinities with their
photographs.

Peter Hujar: Reconfiguring the Idealized

Peter Hujar, an American artist known for his urban-centered art and queer portraits, usually uses male
subjects in his images, his approach goes far beyond the objectifying tendencies associated with the
masculine gaze. His photographs often show dynamism through authenticity and the stories of his
subjects. By challenging hegemonic masculinity, and traditional power dynamics and depicting the
diversity of masculinity, he invites the viewer to engage more emotionally with his subjects.

3

Figure 1. Larry Ree Backstage (Hujar, 1974).

In his work, he often explores notions of identity, body, and marginalization, revealing the experiences
of marginalized individuals or those who are ignored in society. By offering a more detailed perspective
on masculinity, desire, and queer, he offers an activity against the masculine attitude. It makes a
significant contribution to the discourse on gender, sexuality, and representation in photography.
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Hujar never victimized his subjects by nurturing the urge to capture their victimization. By revealing his
world, by transferring his own desire to his subjects, he has also granted them their autonomy (Rexer,
2006). While revealing a lost world in visual culture, he does not present the portraits of his subjects as
a novelty, he documents their true identities.

4 — A.._
Figure 2. David Brintzenhofe, Applying Makeup (1) (Hujar, 1982).

Figure 3. David Wojnarowicz, Reclining (I1) (Hujar, 1981).

By challenging prejudice and legal restrictions against homosexuality and other-identified individuals
in Europe, the U.S., and beyond, his work highlights how artists from the 1960s onwards have
constructed a politically charged visual aesthetic (Bunyan, 2019). By reconfiguring the idealized
representation of traditional masculinity, he subverts the archetype.

Tommy Kha: Masking the Experience

Tommy Kha illuminates how the intersections of race, gender, and identity operate culturally. The artist
presents a narrative that exposes the limitations of his agency and the hegemonic systems that create this
limitation while utilizing what is associated with his face within space and context. His photographs
address issues of gender, identity, masculinity, objectivity, and visibility. His images offer a critique of
representation and a formalism that can also be read as a stance against oppressive systems. Drawing
from his experiences as a queer Asian-American, his works reveal that the hegemonic and normative
structure cannot include him, and therefore many individuals, as they are. The artist combines self-
portraits and portraits with the traces of his stories and experiences in the new culture he settled in while
exploring his personal geography. While resorting to self-portraiture as a means of self-discovery, there
is also a cultural challenge to the Asian phenomenon in American culture.

In the series “I’m Only Here To Leave”, Kha and his relatives place cardboard cut-out images of the
artist on their faces in real spaces. This relationship is presented to the viewer as an exploration of being
an Asian biological male, of fitting in, of being an outsider, and of the queer. “As a queer Asian-
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American who grew up in Memphis, | haven't seen myself represented in the media or the canon of
Western Art. I think literally placing myself in representations is part of the way I'm trying to figure that
out. ” (Sales, 2022). Kha says, exploring the possibility of placing himself in corners of the Western art
world that have historically been ignored by whiteness and heterosexuality. At the same time, with his
idealized masculinity and the masks he places over Asian bodies, he connects to this situation, especially
by Western culture.

i
Figure 5. I'm Only Here To Leave, Take XIII (Kha, 2017).

Kha dramatizes the sense of belonging by producing an alternative self-representation by highlighting
the distinction between body and photographed body, representation and image, performance, and
humor (Stone, 2017). Kha’s photographs can be considered as “counter-images”. Counter-images are
ways of thinking that fall outside certain hegemonic discourses and can serve to undermine their
normative systems. It is a way of making sense of oppressive power structures by decentering them and
naming often invisible and unjust systems, and ultimately creating ways to change or resist them
(Furuya, 2018). In a country where authenticity is no longer possible, perhaps even undesirable, Kha is
trying to forge a diasporic identity, though not far from cultural identity. Isn't the expectation of
authenticity an American invention? Kha’s depictions of the Asian immigrant presence emphasize the
resilience of a community that has found a way to survive despite repeated displacement (Stone, 2017).
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Figure 6. I’'m Only Here To Leave, Take II (Kha, 2017).

In the photograph titled “Take II”” from the same series, he creates a contradiction by placing an Asian
face on a white body and conveys to the viewer that it is necessary to question where this disconnect
begins. Aiming to create surreal images by choosing models from different races and body types, Kha
aims to question hegemonic culture and the concepts of inclusivity. “By placing my face on other bodies,
I wanted to see if it was possible to appear more queer, more Asian, more male, or more desirable. It
resonates that my body doesn't belong here.” (Furuya, 2018).

Ren Hang: Deconstructing Traditional Visual Culture

Chinese photographer Ren Hang, one of the most important artists in the history of photography with
his controversial images, has explored issues of nudity, sexuality, genderlessness, and the body.
Although his work emphasizes race and sexuality, it also contains many prominent features related to
gender. Through the concept of gender, the images of subjects that incorporate the themes of the human
body and nudity challenge social taboos. By using nudity, Hang deconstructs traditional visual culture
and social norms and reveals the body as a space of freedom.

When examined in the context of masculinity in representation, his work reveals his critique of dominant
forms of masculinity that are culturally idealized and associated with power, control, and gender roles,
while blurring the cultural trauma on Far Eastern subjects who are often included in gender categories
by the West. Without assigning any gender role to the body, it can be read as a cultural critique in the
context of Chinese society, where discussions about sexuality and gender are censored. These
uninhibited images advocate for greater freedom of expression and acceptance of different gender
identities and forms of masculinity.

Figure 7. Untitled (Hang, 2014).
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Politicizing Ren’s work through a Western lens risks falling into the same combination of Eurocentrism
and outdated Cold War politics that envisions the Chinese state as an all-consuming, inescapable
authoritarian regime that dominates and dictates the entire lives of everyone who lives in it. In this
vision, Chinese culture, identity, and people are entirely shaped by hegemonic culture, such that Ren
Hang’s work can only be seen as something in opposition to it (Gan, 2020). The Western perspective is
problematic because it decontextualizes Hang’s work. It makes the work of a Chinese artist who looks
to the West for freedom and a representative of a type of experience created from a Western perspective.
Through the way he manipulates his models and his attention to color and composition, his work implies
an internal dialogue around control, desire, and romantic impulse. Hang’s photographs refer to
purposeful events, activities, and actions, oscillating between being controlled and aesthetically oriented
and control and its aestheticization (Gardner, 2019).

Figure 8. Untitled (Hang, 2014).

Hang’s photographs capture the free spirit of his generation just before the storm of gentrification hit.
This is an organic world that Hang uses her intrusive flash to illuminate. None of these queer subjects
appear repressed, perhaps contrary to the expectations of many unfamiliar with this context. They do
not hide in the dark, choosing to frolic in poorly lit “dirty back alleys”, comfortably and playfully flirting
with the “photographic gaze” (Zairong, 2017). Hang’s work creates a bold space of active exploration
of gender, masculinity, and the body. By using concepts such as vulnerability, sensuality, and contact,
which are not included in traditional images of men, Hang points to the need to revise perceptions of
masculinity and to adopt a more inclusive and diverse understanding of race and identity. By offering
alternatives to the hegemonic gaze and representation, he encourages the viewer to rethink
preconceptions about gender and identity. This approach to gender challenges traditional visual culture
and demands a questioning of the limits of representation.
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A
Figure 9. Untitled (Hang, 2014).

The Far East is constantly questioned in Western culture. Especially in visual culture and indirectly in
the blind spots of society and history, the self-expression of individuals or artists should be explored.
For over a century, Asian and Asian American photographers have explored these questions by creating
ways of seeing that paradoxically avoid the trap of visibility, the trap of being defined by foreign policies
and historical flashpoints. By valorizing the least noticeable recesses of everyday life, these photographs
create radical shifts in vision. They suggest that the only way of seeing that can liberate us is to see
ourselves free of the burden of readability or relatability (Wang, 2023).

Wolfgang Tillmans: Examining the Relationships

Visualizing themes of identity, sexuality, and subjective experience, German photographer Wolfgang
Tillmans focuses on opening the masculine gaze to criticism. Tillmans’ work provides an important
ground for examining the relationship between hegemonic masculinity, photography, and
representation. Masculinity, the male body, gender, and identity constitute the main themes of his
approach, even though he works across multifaceted concepts. Especially in his portraits of men, he
challenges traditional notions of masculinity by emphasizing nudity and body analysis and invites the
viewer to consider alternative representations of male identity. Through composition and lighting
techniques, she interacts with traditional gaze and imagery to offer alternative ways of seeing.

Figure 10. Frank, in the Shower (Tillmans, 2015).

Readings of gender and representation in his work show that he focuses on normative, dominant forms
of masculinity that are culturally idealized and often associated with control mechanisms and gender
roles. In his images, where aesthetics come to the fore, it is observed that he resorts to the phenomenon
of privacy in a way that breaks the systematic structure in visual culture. In his photographs, in which
he presents nuanced research on gender and its representations, he questions the dominant visual culture
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with unusual compositions, scales, and installations. This richness of the photographic medium, which
can also disrupt the hierarchy within itself, is revealed through the artists’ styles. This subversion of
photographic conventions can be interpreted as a rich critique of hegemonic structures related to gender,
identity, and masculinity.

Figure 11. Damon, Shower, Head Up (Tillmans, 1995).

Tillmans’ work can be read as propaganda for sexual freedom, stemming from an awareness that many
problems in the world stem from people being conservative about their sexuality (Lubow, 2022). With
a semiotic approach, the critique of representation shows the necessity of an oppositional reading
strategy. All perspectives on identity and visibility politics reveal how societies and power facilities feed
normativity and to what extent gender, body, and other phenomena are intervened. Stuart Hall argues
that no meaningful element should be considered apart from its context and interaction with texts,
images, and signs (Hall, 2017). Therefore, meaning is constructed together with all these elements. It
can be said that the signs in images have a continuous connection, and that different information and
concepts will emerge when they communicate with different contexts, and that the concept of
representation will shift to a debatable ground.

Figure 12. Dan (Tillmans, 2008).

Tillmans offers an alternative visibility that supports the notion of sociality, not only by destroying the
normative symbolic order through radical ambiguity, didacticism, and discourse but also by
transcending the codes of gender and desire, of the body, in a deliberative manner, focusing on the ability
to transform without creating a similar index.
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Sunil Gupta: A Visionary Approach

Sunil Gupta is an influential photographic artist whose work addresses issues of identity, race, sexuality,
gender, and HIV. His photographs often feature self-portraits of homosexuals and marginalized
communities. His work can be read as opposing the masculine gaze, challenging traditional norms, and
offering alternative perspectives on identity and gender.

His striking images force viewers to confront the hypocritical juxtaposition of accepted normative
structures within alternative social realities. His work is a testament to the transparent interplay of the
private and the public (Singh, 2008). Gupta often combines the personal and the political in his images,
exploring social issues based on his own experiences. By bringing a visionary approach to visual culture
and the range of the history of photography that produces the representation of the masculine gaze, he
produces pioneering works with socio-political influences. With the alternative forms of masculinity
that he blends with multiple cultures, he creates a point of departure for the unresolved issue of
representation.

Figure 13. The New Pre-Raphaelites, #11 (Gupta, 2008).

“The New Pre-Raphaelites” series is visualized through Gupta’s use of mythological imagery,
symbolism, and the historical. He used his friends and fellow activists as models as an act of resistance,
courage, and commitment (Hales, 2023). Applying the formal qualities of the original paintings in his
photographs, Gupta created remarkably contemporary images with reference to the 1848 community*
in composition and use of color. His contemporary portraits, which he associates with a community that
stands against the promotion of the ideal, also make a rebellious point about the oppressive structure of
gender and sexuality. Reinforced by classical iconography, these portrait photographs claim to be visible
throughout history and to exist as a political act.

! Pre-Raphaelite: The Pre-Raphaelites were a secret society of young artists (and a writer) founded in London in
1848. They opposed the Royal Academy’s promotion of the ideal as exemplified in Raphael’s work. The name
Pre-Raphaelite Brotherhood referred to the group’s opposition to the Royal Academy’s support of the Renaissance
master Raphael. They were also in revolt against the trivialization of genre painting, which was extremely popular
at the time. They believed that artists should ‘go to nature’, an art of serious subjects rendered with maximum
realism. Their main themes were initially religious, but they also used themes from literature and poetry, especially
love and death. They also addressed modern social issues. (https://www.tate.org.uk/art/art-terms/p/pre-raphaelite).
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Figure 14. The New Pre-Raphaelites, #07 (Gupta, 2008).

Figure 15. The New Pre-Raphaelites, #13(Gupta, 2008).

Gupta contributes to a broader discussion on representation by moving away from the objectifying and
often heteronormatively structured perspectives and images associated with the masculine gaze. His
photographs contribute to a broader movement that aims to break down stereotypes, emphasize the
transitivity of identities, diversify representations of gender and sexuality in contemporary art, challenge
traditional norms, and promote a more inclusive visual culture. His style, which retains the power to
shock even from a contemporary perspective, provides visibility to historically maligned communities
and reflects struggles around rights, identity, gender equality, migration, and racism.

The artists’ deconstruction of masculinity and masculinity through their photographs, their examination
of forms of struggle, and their emphasis on forms of masculinity, and alternative masculinities play an
important role in this process in terms of the questionability of concepts. With their works, the artists
aim to subvert or overturn traditional concepts, challenge stereotypical systems, and contribute to a more
inclusive and intersectional social understanding in which the notion of gender is discussed, and
intersectionality is emphasized.

CONCLUSION

While the examples of the works include alternative ways of seeing created by the artists against the
limits of the dominant culture and the dominant gaze in visual culture, they primarily draw attention to
the Western art canon. They put forward important arguments to open up the elements imposed on
representation and the notion of reality for discussion. Structures that make hybridity visible, such as
costumes, masks, and fragmented body structures, involve performativity and question the stereotypical
image world.

Historically, the non-Western male body has been represented or presented as “powerless” through a
complex process of subjectification through the Western gaze. Considered in this context, Ren Hang
and Tommy Kha’s photographs can be read as a deconstruction of the gaze toward the Far East. Peter
Hujar and Wolfgang Tillmans reveal the normative structuring of art history and representation with
their works in a perspective that criticizes their own Western cultures. They do not present a mode of
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production that is stuck in a tradition based on aesthetics, appreciation, and beauty, they do not create a
different version of the same as queer art, but by subverting this facility, they draw attention to a visuality
that belongs to different, alternative, and political visions, not a new “normal”.

The deconstruction of the gaze reveals the enriching dynamic structure of the history of photography
and reveals the impact of photography and art on society and culture. The artists’ work and styles, in
opposition to the hegemonic gaze and the dominant male establishment in the history of photography,
play a crucial role in challenging social norms, promoting inclusivity, and contributing to a more
liberated understanding. Their work invites the viewer to investigate the mutable nature of
representation, identity, and gender roles. These artists contribute to a richer and more inclusive history
of photography and visual culture by offering alternative narratives to the dominance of the male gaze,
drawing attention to gender and sexuality, race, and ethnicity, and exploring different experiences in
Western and Eastern cultures, among others.

By providing a comprehensive analysis of the hegemonic gaze and its deconstruction, this study provides
a valuable resource for literature reviews in the fields of visual culture, gender studies and photography.
Integrating the theoretical perspectives of scholars like R.W. Connell, Pierre Bourdieu, and Stuart Hall
with in-depth case studies of contemporary photographers, it lays a critical foundation for future
research. It enriches and deepens understanding of how power, identity, and visual storytelling intersect,
by disrupting dominant narratives and showcasing alternative forms of masculinity. The study’s
interdisciplinary approach, intersecting sociology, art history and media studies, makes it an important
reference for scholars and contemporary artists exploring the dynamics of masculinity, representation,
and power in visual media. The examination of various artistic strategies that challenge normative
structures offers important paradigms for expanding existing frameworks on gendered visuality and
photographic discourse. Addressing concepts such as identity, race, queer, power, patriarchy, dominant
masculinity, and family, the artists present masculinity in its myriad forms, full of contradictions and
complexities. Embracing the idea of “multiple masculinities” and rejecting the notion of a singular “ideal
male”, these works advocate not only the context of masculinity but also an understanding and visual
memory that is liberated from social expectations and gender norms.

This study, which discusses how the constructions designed within the framework of the gaze on the
photographic plane are represented, their role in the construction of gender perception, and their effects
in the context of the works of artists who create examples of how the dynamics of traditional power are
defeated, suggests that new questions should be asked about how digital media and artificial intelligence
transform the hegemonic gaze. Future research should focus on how Al-generated image production and
algorithmic representation affect the perception of gender and how the hegemonic gaze is reproduced
or transformed in the digital environment.
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Abstract

Communication capability, as well as air and water distribution, are vital for those
stranded in devastating disasters such as earthquakes. Therefore, communication
tools, especially social media, play a critical role in saving lives during disasters. In
addition to this role, the fact that the media can also mediate a significant amount
of disinformation causes it to be positioned as a problematic area. The current study
discusses the necessity of a collaborative communication model that can be used
against disinformation that can disrupt communication during disasters. Thus, it is
aimed to provide a conceptual contribution to the development of acommunication
model that will have a positive impact on the success of crisis management. In the
study conducted with the literature review technique, one of the qualitative research
methods, the collected data were grouped and analyzed in a way to obtain a real
result. According to the results, crisis management is significantly affected by
disinformation anxiety. This anxiety prevents social media from being seen as a
reliable source of information. In addition, commercial conflicts of interest also
prevent the necessary collaborations in times of disaster. The necessity of a
collaborative communication model emerges in order for the information and
communication technological infrastructure to be used effectively by all segments
of society in case of disaster.

Keywords: Social Media, Collaborative Communication Model, Disinformation,
Earthquake.

Oz

Deprem gibi yikici afetlerde mahsur kalanlar i¢in hava ve su gereksinimiyle birlikte
iletisim kabiliyeti de hayati dnem tagimaktadir. Dolayisiyla sosyal medya bagsta
olmak iizere iletisim araglari, afet anlarinda hayat kurtarmak gibi kritik rol
iistlenmektedirler. Ustlendigi bu roliin yaninda medyanm 6nemli oranda
dezenformasyona da aracilik edebilmesi, onu ayni zamanda problemli bir alan
olarak konumlandirilmasma yol agmaktadir. Hali hazirdaki arastirmada afet
anlarinda iletisimin sekteye ugramasina neden olabilen dezenformasyona karsi
kullanilabilecek is birlikgi bir iletisim modelin gerekliligi tartigilmaktadir. Boylece
kriz yoOnetiminin basarisina olumlu etki saglayacak bir iletisim modelinin
geligtirilmesine kavramsal bir katki sunulmasi amaglanmaktadir. Nitel arastirma
yontemlerinden literatiir taramasi teknigiyle yapilan calismada, toplanan veriler
reel bir sonug elde edilecek sekilde gruplandirilip analiz edilmistir. Cikan sonuca
gore kriz yonetimi, dezenformasyon kaygisindan 6nemli derecede etkilenmektedir.
Bu kaygt sosyal medyanin giivenilir bilgi kaynagi olarak goriilmesini
engellemektedir. Bunlarin yaninda ticari ¢ikar ¢atigmalari da felaket aninda gerekli
ishirliklerine gidilmesini engellemektedir. Bilgi iletisim teknolojik altyapisinin,
afet aninda her kesim tarafindan etkili bir bicimde kullanilabilmesi igin isbirlikgi
bir iletisim modelinin gerekliligi ortaya ¢ikmaktadir.

Anahtar Kelimeler: Sosyal Medya, Isbirlikgi iletisim Modeli, Dezenformasyon, Deprem.
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INTRODUCTION

Building a strong society against the destructiveness of natural disasters is considered one of the
promises of Society 5.0 (Nakanishi & Kitano, 2018, p. 2). According to this scenario, it is possible to
protect against the damage caused by earthquakes and other natural disasters. Similar to Japan's plan,
which shows that the aim is to build a strong society in every way, China has also prepared a
comprehensive plan to strengthen the communication network after the earthquake with a magnitude of
8 centered in Wenchuan town (Ran, 2011, p. 45). Studies by Nakanishi and Kitano (2018), Keidanren
(2016), Baker (2001), Ran (2011) etc. explain the plans to achieve this goal.

Since the early 2000s, the world has been tested by numerous natural disasters such as Hurricane
Katrina, the earthquakes in Haiti, the tsunami in Japan, the Fukushima Nuclear Power Plant Accident,
and global warming effects such as drought threats, fires, floods, and glacial melting. In addition to
these, while difficult tests related to the COVID-19 pandemic were also given, Turkey experienced the
Adiyaman-Kahramanmarag earthquake on February 6, 2023, which is considered one of the world's
largest disasters in terms of impact area (USGS, 2023). Although it has been said that the extent of
damage and the number of deaths were high due to the wide impact area, when the earthquakes with a
magnitude of 6 and above in Turkey, which are relatively narrow, are examined, it is seen that
devastating major effects occur (TRT Haber, 2021). In fact, when earthquakes that occur worldwide are
examined in terms of loss of life, there is data that Turkey is generally in the first place (Ozkan, 2017).
For example, it is understood that even earthquakes with a magnitude of 9 in Japan cause much less
damage compared to Turkey. In this country, the total number of people who lost their lives in 3
earthquakes with a magnitude of 8 and above and 16 earthquakes with a magnitude of 7 and above in
the last 20 years is 56 (Yeni Cag, 2023). The number of people who lost their lives in the earthquake
with a magnitude of 7.6 that occurred on January 1, 2024 was determined to be 161. When the 103
people who were missing on that date are added, the number increases to 264 (BBC, 2024).

Of course, it is necessary to investigate why earthquakes have such a devastating effect in Turkey within
the scope of a large-scale study. However, this article focuses on communication problems that also
affect the death toll. The effect of increasing communication capability, which is stated to be one of the
first three vital elements along with air and water requirements (Orta¢ & Kaplan, 2021, p. 316), on
saving a life is examined. Communication tools play an important role both in determining the situations
that may cause the society to be vulnerable to disasters in advance and in creating a public opinion to
take preventive measures, and in the coordination of disaster-time efforts and comprehensive education
of the public on disaster management and awareness (Kadioglu, 2008, p. 232). However, it is considered
a problem that disinformation can also be produced to a large extent by using the same communication
channels in such periods. Since this problem causes many official and unofficial problems, authorities
may take precautions to prevent or restrict the use of communication tools (Selvi, 2023; Ayhan, 2023).
While communication tools, especially social media, can be used for critical tasks such as saving lives
in times of disaster, it is discussed that a collaborative communication model should be used by utilizing
the concepts of "media convergence, participatory culture and collective intelligence™ to prevent bad
purposes such as disinformation. Thus, an opportunity is sought for both the success of crisis
communication and against the misuse of social media.

Two major earthquakes (M7.8-M7.6) that affected 11 provinces, with the epicenters in Adiyaman and
Kahramanmaras, provide important examples of the disinformation and crisis management carried out
during the disaster. According to the news reflected on conventional and social media, mobile lines have
been insufficient since the first day, landlines have not worked, and social media has been restricted.
This situation has added communication restrictions made as a precaution against disinformation to the
aid and rescue problems caused by the insufficient capacity of communication tools (Levent, 2023). It
is possible that the problems experienced during this period will be experienced again in possible future
earthquake disasters. Because in the past, telecommunication lines have been witnessed to collapse in
Turkey in major earthquake disasters. For example, GSM companies could not provide service even in
the 5.8 magnitude earthquake that occurred in Istanbul in 2019 (BrandTiirkiye, 2019). The fact that the
“national roaming” system, which came to the agenda after the 1999 Golciik earthquake in Turkey and
whose protocol was prepared in 2001, could not be operated in the Adiyaman-Kahramanmarag
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earthquakes also shows that the problems experienced in the past have recurred. Despite all the negative
situations, this article argues that today’s communication opportunities have the potential to develop a
collaborative solution method and that these opportunities can contribute to the success of crisis
management focused on aid and rescue operations when used efficiently. When the literature is
examined, although there are studies using the keywords communication and collaboration, the fact that
no study has been found on the creation of a collaborative communication model using information and
communication tools shows that the current study makes an original contribution to the field.

CONCEPTUAL BACKGROUND

Earthquakes as a Form of Crisis and Communication Management

When we look at the literature, we see that there are many studies on crises. In these studies, we can
find many different definitions regarding the definition of crisis (Celebi, 2021). However, the most
comprehensive of these definitions is given as follows:

They are situations or events whose causes and consequences are not fully known, are highly
complex, have a low probability of occurrence but may threaten the existence of the organization
when they do occur, do not usually allow enough time to respond, and whose consequences cannot
be fully predicted (Akgeyik, 2003, p. 2).

When this definition is considered, it is understood that earthquakes, which carry complete uncertainty
in terms of their causes and results, can be included among the major crisis events. Therefore, the
necessity of a strong communication management for the management of major crises such as
earthquakes naturally emerges. The following quotes show that there is a significant correlation between
effective crisis management and communication skills. According to a study conducted by Steinberg
and Cruz on the 1999 Gélciik-izmit earthquake, which was examined within this scope, the lack of
coordination and communication between the industry and the state and civil society organizations made
it difficult to act quickly and effectively, leading to misunderstandings. For example, firefighting teams
dispatched from the Izmit Fire Department to the oil refinery were kept waiting at the refinery gates for
hours to receive permission to enter the facility. The incompatibility resulting from the use of different
standards slowed down the firefighting efforts at the refinery for days. According to another example
given by Steinberg and Cruz, after the accident situation was evaluated by the relevant authorities,
industrial managers at the acrylic fiber factory asked government officials to evacuate the area within a
1.2 km radius of the factory site. However, due to lack of communication, this decision resulted in an
order to evacuate an area approximately 100 times larger, including Yalova and other surrounding
municipalities (Steinberg & Cruz, 2004, pp. 121-130).

In a study analyzing the damage to the communication network caused by the earthquake measuring 8
on the Richter scale centered in the Wenchuan district of Sichuan Province, China in 2008 and the
priorities regarding the restoration of this network, the importance of establishing an emergency
communication capability based on wireless communication is emphasized (Ran, 2011, pp. 44-47). In
this study, it is stated that it has a result not only on the emergency response capacity of all government
departments but also on the ability of the entire society to cope with a disaster. Accordingly, the
communication sector in particular has played an important role in establishing a “lifeline” and
providing emergency and rapid response capability. Ran (2011), who states that after this earthquake,
China immediately initiated the relevant disaster prevention network and technical study project at the
national and industrial levels to cope with future disasters, explains that lessons have been learned from
the successful post-disaster emergency communication experience in the rest of the world. In this
context, it is planned to strengthen the studies on wireless sensors, ad hoc networking (the process of
establishing a network connection between 2 or more computers without using any wireless access
point), space communication, machine-to-machine communication (M2M) communication and other
new technologies used in emergency communication; then, it is planned to activate emergency call
processing capabilities in next-generation networks, satellite-based emergency calls, priority calls in the
public switched telephone network and early warning system.
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The “national roaming” protocol, which is seen as one of the important communication opportunities in
disasters such as earthquakes, is put into effect. This protocol, which became widespread after the
provision of mobile phone services, generally focuses on using the network of the enterprise in that
region when moving from a region where the subscriber is located to other regions. This service is
classified as regional, national, international, technology and standards roaming (Yazici & Aydin, 2008,
p. 17). Through national roaming, where the users of an operator are provided the opportunity to enter
foreign networks and communicate by phone over this network, users (subscribers) have the advantage
of benefiting from the network of the operator, which is the most widely used, regardless of the
prevalence and quality of the infrastructure of their own operator (Deprem, 2006, p. 136). This protocol
is said to resemble the “public network™ system, which has been in effect for a long time in the USA,
England, Canada and Japan and is seen as an important part of emergency and public safety
communication (Ran, 2011, pp. 44-47). In the September 11 attacks, Hurricane Katrina and the July 7,
2005 London bombings, these services played an important role in government and emergency
communication. However, since it is independent of each operator’s network prevalence and quality,
and eliminates the operators’ desire to make new investments, Turkey has not been able to use the
concept of national roaming effectively since it was introduced to Turkey in the early 2000s (Earthquake,
2006, p. 6). This shows that users who experience communication problems, especially due to the
damaged base stations in times of disaster, may be deprived of the ability to call for help.

When the concept of communication, which is generally defined through the exchange of information
and the production and transfer of information (Girgin, 2008, p. 9; Dékmen, 2004, p. 19), is placed on
a rational basis as an action in accordance with Habermas' approach (Habermas, 2001), three
communication goals, each representing a stage, become apparent:

a. Information gathering: It includes close relationships such as communication and being
connected.

b. Information generation: It includes the interpretation of information obtained from different
sources.

c. Force gathering: It is based on unity of power.

Here, communication of a dimension as wide as regions far from the face-to-face communication
between individuals or small groups represents the first stage. The multi-faceted communication
capability worldwide, which started with the articulation of new tools with the printing press and
continued with today's information technologies, concerns both the first and second stages. The third
stage refers to the gathering power of those who control the first and second stages of media tools,
following Althusser (Althusser, 2002) and Chomsky and Foucault (Dogan, 2005). Since a problem-free
communication capability is one of the three most important elements for victims after air and water
(Ortag & Kaplan, 2021, p. 316), it is necessary to affect these three dimensions in times of crisis by
using the possibilities of information technologies. Thus, in crisis management carried out within the
scope of natural disasters such as earthquakes, effective and rapid solutions can be developed by
shortening the information gathering, evaluation and decision-making stages. According to a study,
earthquake news was shared on social media channels such as Facebook and X during the Van
earthquake, and in a short time, social media became the center of communication and cooperation.
Users who received the latest news and urgent needs about the earthquake region instantly were able to
run campaigns with the TAGs such as #evimevindirvan, #vanicintekyurek, #vandayanisma (Soydan &
Alpaslan, 2014, p. 62).

It is stated that robots can be used to lighten the burden of people and perform certain tasks in order for
people to master technology and use it for the good of humanity (KEIDANREN, 2016). Thus, people
can direct their time and energy to more creative and social activities. On the other hand, many studies
focus on the role of social media in times of disaster (Sciencedaily, 2023). When viewed from a human-
centered perspective such as Society 5.0, all kinds of information technology, artificial intelligence,
sharing platforms such as social media, robots and other information centers can be used with a
collaborative approach and a data-driven power can be obtained, and all kinds of problems can be solved
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quickly and effectively (Nakanishi & Kitano, 2018, p. 3). Because the data show that it is potentially
possible to reach a collaborative communication model that will make media convergence, participatory
culture and collective intelligence functional by using today's technological opportunities for a more
effective crisis management.

Media Convergence, Participatory Culture and Collective Intelligence

The concepts of media convergence, participatory culture and collective intelligence are based on media
(Jenkins, 2016). Convergence, one of these concepts, is defined in the Cambridge Business English
Dictionary as “being able to watch a newspaper’s video news on our mobile phone via the internet”
(Cambridge, 2023). In a source where it is defined as different points coming closer or becoming
integrated (Karinca, 2013, p. 263), it is stated that it refers to the disappearance of traditional boundaries
in the telecommunications, information technologies and media sectors, especially with the impact of
technological developments such as the internet. On the other hand, it is stated that the separation of
telecommunications from the state monopoly and opening it to competition not only brought media and
information technologies closer to each other, but also affected other sciences from these technologies
(Yologlu, 2019, p. 1452). Thus, it is understood that this concept has begun to be used actively in the
field of telecommunications, as well as in science, natural sciences and mathematics. According to
Jenkins, convergence, which is related to the transformation of media from a passive consumption tool
to an active participation platform, originates from the brains and social interactions of individual
consumers rather than media devices. The nomadic behavior of media viewers who can enter almost
anywhere as a result of the collaboration of various media platforms and their search for the kinds of
experiences they want is the real source of convergence. Therefore, convergence emerges as “a concept
that can also describe technological, cultural and social changes depending on who is talking and what
they think they are talking about” (Jenkins, 2016, p. 19). Such a convergence of all scientific fields and
disciplines suggests that the concept can contribute to a collaborative model.

In the second concept, which is considered in the same context, the participatory culture emphasizes the
ability to make decisions collectively or individually within the scope of diversity and democratic values
through interaction. While this culture requires people to have the capacity to express themselves in
different forms and practices within a wide framework, it also refers to the interaction of media
producers and consumers with each other within a new set of rules (Jenkins, 2016, p. 19). Accordingly,
since consumption has become a collective process, in times of crisis, the public can make their voices
heard and share their views, express their ideas, offer solutions and be involved in the crisis management
process, and thus the public can become a part of the participatory culture. Thus, the active contribution
of various segments of society can help to solve crisis-related problems more quickly and effectively.

The fact that the first mention of participatory culture coincided with the emergence of the internet
(Cetin, 2019, p. 43) shows that there is a close connection between this culture and new communication
technologies. The concept of participatory culture within the scope of participatory democracy has been
used especially in recent years by socio-economically developed societies to express that the
representative system is insufficient to achieve the ideal of democracy and to ensure that citizens have
more say in government (other than voting) (Yaman, 2017, p. 135). In other words, participatory culture
needs to develop so that citizens are not limited to the public sphere. Jenkins, in another study, lists the
basic characteristics of participatory culture and highlights the following features (Jenkins et al., 2009,

pp. 5-6):

a. Fewer barriers to artistic expression and civic participation,

b. Strong support for original production and sharing,

c¢. Some kind of informal expertise where experiences are shared,

d. Members who believe their contributions are valued and who feel some sense of social
connection with one another.
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As can be understood from here, in participatory culture; while the expert paradigm is destroyed,
creation is emphasized and active participation is demanded, beyond personal expressions, participatory
culture communities such as fan and mutual aid communities, forums, humor groups mentioned by
Jenkins (2019) are also included in both production and consumption (pro-consumption) activities in
the context of decision-making and mutual information exchange. Thus, more effective business models
or policies can be produced by managers choosing the appropriate pro-consumption activities.

Collective intelligence, which emphasizes the gathering of knowledge and experiences of society to
achieve better results, is seen as an alternative source of media power. Accordingly, if resources and
skills are brought together, where not everyone knows everything but each of us can know something,
significant power can be gained (Jenkins, 2016, p. 16). In this context, when we consider the views of
Jenkins, who states that collective intelligence is currently used for entertainment-focused purposes such
as “education, law, politics, religion, advertising and military”, it can be expected that it will soon be
used for more serious purposes such as crisis communication. Levy’s emphasis on collective intelligence
as “a type of universal distributed intelligence that is constantly evolving, coordinated in real time and
results in effective mobilization capabilities” supports Jenkins’ views (Lévy, 2000). Postman’s statement
that the basis of technology developed since the first industrial period is the level of interpretation of
information in communication technologies can also be evaluated as supportive in this direction
(Postman, 1994).

As Le Bon stated, in today's information society, which is also a real age of masses, it is not possible for
thousands of individuals gathered without a specific purpose to form a psychological or intellectual mass
(Bon, 1997, p. 11). In order for this crowd to be seen as a mass, they need certain factors. If these
stimulating effects emerge, we may be faced with a giant crowd intelligence where all people can come
together (Surowiecki, 2004). For example, it should be considered that the organized intelligence
detected by observations made on large ant communities (Tonta, 1999, p. 374) may also be possible for
advanced information or network societies. Because the versatility of information among individuals in
the crowd, its integration and the fact that it helps more accurate estimates in decision making show that
the intelligence of the crowd and collective intelligence can be used in coordination. According to
Deuze’s approach, the “do-it-yourself” culture that developed in the 1990s, when people increasingly
demanded the right to be heard rather than spoken to, is on the rise with social media. It is this element
of participation that transnational media companies struggle with, but that all kinds of local, community,
minority and alternative media have relied on since the early days of the printing press. Therefore, it
may be increasingly felt as a need to create platforms where the public can share their views and
suggestions through events such as meetings, seminars and workshops; to collect the public’s views
through feedback forms or surveys on social media (Deuze, 2006, p. 274).

Today, social communities that can meet on the network can form huge crowds. The information
produced and decisions made in these networks can also be applied in real social environments.
Collective intelligence has started to be effective on a global scale thanks to “a digital language
communication that has become valid on a global scale” with the effect of information technologies.
The fact that individual and mass communication occur reciprocally without any limits all over the world
makes it possible to cooperate worldwide for the news, information and power needed when needed.
Therefore, the concept of intelligent society, which collective intelligence, which previously occurred
at a primitive level, is now referred to, emphasizes the cooperation of individuals, large and small
economies and all states at all levels in the final analysis (Castells, 2003; ITU-D, 2017; McLuhan, 2014).
When examples of stating that everyone's dreams are a value (KEIDANREN, 2016) and thus
encouraging the participation of the entire society in decision-making processes by expanding the
culture of sharing are taken as basis, it is seen that weak or limited elements can become stronger and
create intelligent solutions by cooperating.

Methods and Materials

This research is based on the necessity and possibility of a collaborative communication model that can
be used in crisis management during disasters. For this reason, the literature review technique from
gualitative methods was used within the scope of the research. In this context, data on studies conducted
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in countries facing earthquake risk in the world were collected. In addition, the analysis method
according to linguistic units from content analysis units was also used (Metin & Unal, 2022, p. 279).
Because the research universe was the statements of those actively present in the disaster area reflected
in the media, the posts of those who take place on social media with their real names, and their official
or unofficial views on conventional media websites. In accordance with the determined research
universe, the X social media platform was selected as a sample. Thus, the obtained data were analyzed
in order to reveal the role of a collaborative communication model. Within the scope of this method, the
usage patterns and potential uses of today's communication technologies are also within the scope of the
study. Since misuses such as disinformation prevent the efficient use of communication technologies,
the necessity of a collaborative communication model that both expands communication capabilities
and prevents such misuse is discussed in the light of this data. The focal point of this discussion is the
opportunities offered by social media. Since the article does not use any elements that may be contrary
to the data use law or other ethical rules, it does not require ethics committee approval.

Purpose of the Research

While disaster victims are waiting to be rescued, they need physical needs such as air, water, and
nutrition, and supportive elements such as the ability to communicate. Here, meeting physical needs is
closely related to the ability to communicate. Communication tools, especially social media, play a
critical role in meeting these needs during disasters. However, disinformation can also be produced
through the media as a form of malicious use during such periods. As a precaution against
disinformation, authorities may implement communication outages or bandwidth reductions. In this
context, it is aimed to reveal a picture of the necessity and conceptual framework of developing a
collaborative communication model that can be used effectively in crisis management, both to prevent
communication with victims and against the negative use of social media. Thus, it is aimed to contribute
to the solution of the communication crisis experienced in major crises such as earthquakes, such as
February 6 and previous disasters, by using a collaborative communication model developed. It has been
observed that there are very few studies on the collaborative communication model in the literature.
Therefore, it is evaluated that the study makes an important original contribution to the scientific field
with the conceptual conclusion reached on the necessity of the collaborative communication model.

FINDINGS AND ANALYSIS

First Media Reflections of the Adiyaman-Kahramanmaras Earthquake

Immediately after the Adiyaman-Kahramanmaras earthquake, the first press bulletin was published on
the website and social media by the Disaster and Emergency Management Presidency (AFAD), as an
official institution (AFAD, 2023, p. Bulletin-1). According to this bulletin, an earthquake measuring 7.4
occurred in the Pazarcik district of Kahramanmaras on February 6, 2023 at 04.17, followed by 5
aftershocks, the largest of which measured 6.6. The earthquake, which was also felt intensely in the
surrounding provinces, primarily in Kahramanmaras, Hatay, Osmaniye, Gaziantep, Sanliurfa,
Diyarbakir, Malatya and Adana, was met by disaster groups in these provinces and at AFAD
headquarters within the scope of the Turkey Disaster Response Plan (TAMP). In line with the decisions
taken, all provincial AFAD Directorates were put on alert and all teams were dispatched to the region.
AFAD, which prepared 8 bulletins throughout the day, served a more detailed bulletin approximately
half an hour later (as of 05.45) (AFAD, 2023, p. Bulletin-2). Unlike the previous one, this bulletin states
that the earthquake level was declared as Level 4 within the scope of the Disaster Response Plan. It is
also stated that “an international call for assistance in the field of urban search and rescue was made
through ERCC (The Emergency Response Coordination Center)” and that two aircraft were assigned
by the General Staff to carry governors and teams directed to the region from different regions to support
coordination in the region. These findings show that institutions affiliated with the state organization
quickly reached the disaster area and provided the necessary coordination.

AFAD’s bulletin was quoted and served by Anadolu Agency (AA) in almost the same way (AA, 2023).
It is understood that after the first news announcing the earthquake, newspapers started to give statistical
news about the earthquakes that occurred in the region (Habertiirk, 2023). According to the news, which
was served as of 21.00 on February 6, 2023, together with an infographic prepared by AA, it is stated
that the earthquakes centered in Kahramanmaras Pazarcik and Elbistan districts affected the region
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where 13 million 421 thousand 699 people live in 10 provinces. It is stated that 1651 people lost their
lives in the earthquakes up to this hour, and that the earthquake with a magnitude of 7.7 at 04.17 was
centered in Pazarcik, and the earthquake with a magnitude of 7.6 at 13.24 was centered in Elbistan. In
the news, which emphasizes that Kahramanmaras, Hatay, Gaziantep, Osmaniye, Malatya, Adana,
Diyarbakir, Sanliurfa, Adiyaman and Kilis are affected the most, the following information is given
based on official sources (AA, 2023):

“As of 20:20, 3,471 buildings have collapsed in the earthquakes, 1,651 people have lost their lives
and 11,119 people have been injured. 14,720 personnel, 9,698 of whom are search and rescue
personnel, are working in the field. A total of 3,500 military personnel, including commando
battalions, are participating in search and rescue efforts in the earthquake-affected areas. Continuous
aid flights are being carried out from Istanbul, Izmir and Ankara to Gaziantep and Adana with 17
aircraft, including A400M transport aircraft. 2 Akinc1 TIHAs have been assigned to coordinate
efforts in disaster areas.”

The news of AA, which provides news based on AFAD and other official sources, has been included on
internet news sites from the very beginning. For example, Medyascope's news reported that 284 people
lost their lives, 2,323 people were injured and 1,710 buildings collapsed. It was also stated that “a level
four alarm was declared and that this was an alarm that included international aid, and immediately
afterwards, it was reported that education in all schools in 10 provinces was suspended for a week”
(Medyascope.tv, 2023).

In the first three days of the earthquake, official, private and legal person accounts were examined via
the X social media platform and the messages sent were divided into six groups. According to the
findings, it is understood that the X (formerly Twitter) social media platform, primarily AFAD, was
used intensively from the first moment of the earthquake. Accordingly, in the first group of posts
(Anadolu Agency, 2023), news that Anadolu Agency served based on AFAD was identified. Here, the
time of the earthquake, its intensity, governor statements, statements made by the Red Crescent, the
Ministry of Religious Affairs and the Ministry of National Defense were given. When the institution's
Twitter account was examined, it was understood that news from the earthquake region was served here
instantly throughout the day. In the second group of posts (Presidency of the Republic of Turkey, 2023),
Twitter posts made by the official Presidency account are seen. Here, on the one hand, messages shared
by AFAD are retweeted, and on the other hand, it is understood that the messages of the President
himself are spread. According to these messages, on the one hand, information about the earthquake is
provided, and on the other hand, international call traffic and the content of these calls are shared. The
third group of posts includes Twitter messages shared by the Directorate of Communications of the
Republic of Turkey. In the examinations, it is seen that more than 200 messages were shared by this
institution from its official Twitter account in the first two days. Institutional messages were also
frequently shared from the account, where the official account of the Presidency and all other official
institutions related to the earthquake were retweeted. When viewed from here, it seems that the official
Twitter account of the Directorate of Communications of the Republic of Turkey assumes the role of a
news sharing center (Presidency of Communications of the Republic of Turkey, 2023). When other
official accounts are examined, the similarity with the posts made by the first five group accounts shows
that the Twitter social media platform is a channel preferred by official institutions in the fields of
communication, correspondence and coordination. The fourth group of posts (AHBAP, 2023) shows the
posts made by a non-governmental organization (NGO) AHBAP association. As can be understood from
this, while NGO associations are engaged in efforts to collect and deliver aid on the one hand, they also
fulfilled their duty of informing and guiding the public about the blockages and other negativities
through Twitter messages. The fifth group of posts shows Twitter posts made by some media figures.
Here, it is understood that journalists, NGO leaders, artists and ministers tried to support crisis
communication and coordination by using their own corporate and private Twitter accounts (Ugur, 2023;
Levent, 2023; Ersoy, 2023). In the sixth group of posts, it is seen that while the corporate media prepared
the news based on an official authority or an authorized source during the Adiyaman-Kahramanmaras
earthquakes, it was seen that everyone was able to share their own testimonies, feelings and thoughts on
social media. Official authorities may have felt the need to apply bandwidth throttling to Twitter in order
to prevent information pollution caused by those who claimed to be under the rubble despite not being
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trapped in it (DHA, 2023), those who made false reports just to attract attention and those who attempted
to defraud with fake aid campaigns.

This data also shows that social media, due to its relatively uncontrolled and unlimited nature, is the
source of more and different information flows than corporate media. While this free flow makes social
media useful in many ways in terms of rapid exchange of information, it is also understood that it can
turn into an intense disinformation environment due to the sharing of unconfirmed information. This
situation, which causes conscious or unconscious misdirection and thus makes it difficult for search and
rescue teams to do their jobs, disrupts other aspects of crisis management, including the proper delivery
of aid to the right places, can make Twitter an environment open to provocation (Demirdz, 2020, p.
297). Despite all its negativities, it can be said that the use of Twitter in aid communication and rescue
coordination is due to the accessibility capability of this medium. This situation shows that social media
has reached a central position in post-disaster crisis communication in our country.

When we look at the posts, it is seen that the messages published by AFAD were retweeted from the
official X account of the Presidential Communications Directorate. In addition, the same account
retweeted posts made by other ministers and ministries, especially those belonging to the President, and
other official institutions. When the account is examined in terms of quantity, it is seen that more than
200 messages were shared by this institution in the first two days (T.C. Directorate of Communications,
2023). News from the earthquake region was also served instantly throughout the day from AA's X
account (AA, 2023). On the other hand, with the posts made by non-governmental organizations (NGOs)
such as AHBAP association, on the one hand, efforts were made to collect and deliver aid, while on the
other hand, the task of informing and guiding the public about the blockages and other negativities was
carried out through X messages (AHBAP, 2023). When looking at the X posts made by some media
figures, it is understood that journalists, NGO leaders, artists and ministers are trying to support crisis
communication and coordination by using their own corporate and private X accounts (Ersoy, 2023;
Levent, Twitter.com, 2023; Ugur, 2023). The difference between the posts shared from private accounts
and those shared from official accounts can be attributed to the concern of official authorities to ensure
control and not leave room for a stir. However, unlike the limited possibilities of traditional media, it is
possible to say that the restrictions applied to this medium, which is the only point of communication
especially in emergency situations where rapid interventions are required, cause both increased
uncertainty and fear and anxiety (Erkaraman, 2023, p. 7341).

Characteristics of Messages Shared on Social Media on Earthquake Day

On the day of the earthquake, the official X account of the Presidency of Communications of the
Republic of Turkey appears to have assumed the role of a news sharing center. While the President’s
messages were conveyed on the official X account of the Presidency, posts made and messages shared
by AFAD were retweeted on the other hand. The messages here also include international call traffic
and the content of the talks (Presidency of the Republic of Turkey, 2023). When other official accounts
are examined, it is understood that the similarity of the posts made is that the X social media platform
was a channel preferred by official institutions in the field of communication, correspondence and
coordination immediately after the earthquake. According to the data of the research company Adba
Analytics, approximately 52 million posts were made in the first two days regarding the earthquake in
various social media channels. X was the most used channel with 98% of the posts reaching over 40
billion access. The “aid” category ranked first in the posts made here with 21.4 million shares, followed
by “under the rubble” posts with 18.4 million (Habertiirk, 2023).

When the earthquake news on social media posts is examined, it is understood that the news given on
the first day was based on official sources. Here, it is understood that the differences in the destruction,
death and injury numbers are due to the data available at the time the statements were made. However,
it is noticeable that different analyses are reflected in the media as the sources differ after the second
day. For example, according to a news report on the BBC website, images they claim to have received
from Maxar, Planet and Copernicus are compared with images taken before the earthquake in order to
get an idea about the extent of the destruction (BBC, 2023). In an article prepared for Medium, it is
aimed to show what the experienced picture means by basing it on different reports published after the
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earthquake disaster. In addition to the ITU Earthquake Preliminary Investigation Report, the Earthquake
Law Guide published by the Istanbul Bar Association and the report by CMO, the news given under the
title of “Save the Children, Fear, Distress and Grief” are also among the sources used here. Accordingly,
the devastating earthquakes that occurred on February 6, 2023 have put the mental health and well-being
of seven million children at risk in the coming years. Even though it has only been two weeks since the
earthquake, psychologists tell Save the Children that some children are showing signs of severe distress,
such as nightmares, aggression or withdrawal (Medium, 2023).Euronews.com, which made a summary
report about a month after the earthquake, included the criticisms made about the inadequacy of the
rescue teams in the first days of the earthquake and the problems experienced by AFAD in coordinating
the rescue teams coming from abroad. This report stated that the lack of soldiers who were not sent to
the field in sufficient numbers led to looting. On the other hand, the sale of tents by the Red Crescent
and the fact that an earthquake victim with two children living in the same tent with another family went
to the governor's office every day to ask for a tent but their needs were not met were negatively reported.
The President's request for "forgiveness" by saying “Unfortunately, we could not carry out the activity
we wanted in Adryaman in the first few days” was also considered as evidence of these negativities
(Euronews, 2023).

From the above data, it is seen that social media has risen to a central position in terms of information.
However, it is also seen that significant disinformation is produced through the same platforms. In a
study measuring the COVID-19 misinformation outbreak on X, the following results were found
regarding the 673 posts analyzed, 129 (19.2%) of which were from X-verified accounts: Most of the
messages were sent by unofficial individuals or groups (448, 66.6%). This was followed by news sources
or journalists (111, 16.5%). It was observed that the majority of the messages (614, 91.2%) contained
serious information (548, 81.4%) about the COVID-19 outbreak. The most frequently covered topics
were medical/public health (468, 69.5%), followed by sociopolitical (242, 40.0%) and financial (38,
5.6%). Only 41 posts (6.1%) contained humor, while after excluding humorous/non-serious posts, a total
of 153 messages (24.8%) contained misinformation and 107 tweets (17.4%) contained unverifiable
information. When X accounts were examined according to user category, it was found that unofficial
personal/group accounts had more misinformation compared to others (33.8% vs. 15%). While
business/NGO/government, news sources/journalists, and healthcare/public health accounts all had
lower rates of misinformation (6.1%, 18.6%, and 12.3%, respectively), tweets from unverified X
accounts contained more misinformation compared to verified accounts (unverified account: 31.0%,
verified account: 12.6%). The number of messages containing misinformation was found to be lower in
accounts with more followers (20.1%); Among the search terms, “Corona” was associated with the
highest level of unverifiable information, while “COVID-19” and “#coronavirusoutbreak” were found
to have the lowest level of unverifiable information (Kouzy et al., 2020, p. 4). In a study examining
registered voters’ exposure to fake news in X and their sharing of this news, it was concluded that
interaction with fake news sources was extremely intense. Accordingly, only 1% of individuals are
responsible for 80% of the fake news sources spread. In other words, it is stated that approximately 80%
of the fake news shared is created by 0.1% (Grinberg et al., 2019, p. 374). In a study examining the
reflection of the recent Ebola outbreak in West Africa on social media, it was revealed that false
information has a much greater reach potential than true information (Oyeyemi et al., 2014, p. 1). Again,
from the examination of the messages collected using certain keywords on the frenzied spread of Ebola-
related news, conspiracy theories, innuendos, and rumors about the disease in X, it was concluded that
the false information spread in X can sometimes resemble real newsworthy events (Jin et al., 2014, p.
93). Therefore, these data also support the basic proposition of the research regarding the necessity of a
collaborative communication model.

The Impact of Disinformation on Crisis Communication and Coordination

The media, which is structured to act very quickly in emergencies due to its mission, can be said to have
the opportunity to easily and effectively reach large audiences without being affected by power outages
thanks to the different communication systems it has. This feature, which provides a significant
advantage in times of disaster, makes the media one of the important tools that will contribute to meeting
the need for a healthy communication network so that many institutions working in the region can
effectively connect with each other after the disaster. Because this media network can establish a
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connection not only between the units in charge, but also between disaster managers and disaster victims
(Bozkurt & Demir, 2023, p. 27). Since it represents the central position where the public and authorities
receive information in terms of both communication and coordination, the effective use of the media
after the disaster affects the success of crisis management. From this point of view, it can be said that
the media plays an active role both in creating public opinion before the disaster and in ensuring the
public's preparation for disasters, and in providing general crisis management such as informing,
controlling and organizing after the disaster. For example, despite the problems experienced by the
public in terms of organizing in a short time due to the damage to the infrastructure in the 1999 Marmara
Earthquake, the media assumed the role of a bridge in communicating with the region and ensured that
the authorities, the public and the world received news from the region (Toker, 2016, p. 265).
Communication and transportation problems were encountered again in the earthquakes centered in
Kahramanmaras-Adiyaman. Aid was delayed because the roads and bridges were destroyed, and there
were disruptions in telecommunication services because local telephone systems and GSM operators
were out of service (Isitmezoglu, 2023; Levent, 2023; Solmaz, 2023). At this point, it is understood that
social media has gradually increased to a central position since the day wikis were created to reach
missing people and provide information after September 11 (Canakg et al., 2022, p. 885). Because it is
reported that during the earthquake in the USA in 2011, when phones could not be used, X was used
effectively to communicate with the public, people could reach their relatives and get information from
the authorities in this way (Demirdz, 2020, p. 298).

X can also be used effectively in announcing social aid campaigns initiated by the state, private
initiatives or NGOs. For example, the “One Rent One Home” campaign launched after the Izmir
Earthquake continued for the earthquake victims who had to leave their homes in the earthquakes
centered in Kahramanmarag-Adiyaman. The “MyHomeBeMyHome” campaign launched by AFAD was
also carried out through social media (Erkaraman, 2023, p. 7343). Considering the role it played in the
Van, Bing6l and Elazig earthquakes, it has been recorded that social media has become the center of
communication and cooperation (Sahinsoy, 2017, p. 14) (Sahinsoy, 2017, p. 14; Argin, 2023, p. 143).
In the days following the Adiyaman-Kahramanmarag Earthquake, academics who saw that media outlets
fed from different sources began to publish news that could lead to speculation about the earthquake,
published an earthquake journalism guide and made their discomfort known via social media
(Cumhuriyet, 2023). Again, verification centers working on news perceived to be speculative benefit
from these platforms while ensuring that the reader reaches confirmed information by verifying many
areas, from widely known falsehoods to questionable information on the agenda, from claims brought
up by the written and visual media to urban legends (Kurtoglu, 2021).

In order to prevent information pollution caused by those who claim to be under the rubble despite not
being trapped in the rubble (DHA, 2023), those who make false reports just to attract attention, and those
who attempt to defraud with fake aid campaigns, official authorities have been forced to implement band
reductions in X (Reuters, 2023). News about the restriction of communication opportunities, news about
the warnings of official authorities against speculations and the sanctions they have implemented, and
X posts indicating that communication opportunities have been increased contrary to speculation are
also seen. The contradiction between the content of posts made from private accounts and those made
from official accounts gives the impression that this stems from the official authorities' concern to
maintain control and not leave room for a stir (AA, 2023). However, unlike the limited opportunities of
traditional media, the restriction applied to this medium, which is the only point of communication
especially in emergencies where rapid interventions are required, can both increase uncertainty and
cause fear and anxiety (Erkaraman, 2023, p. 7341).

The majority of the population that can use social media thanks to their smart phones have made social
media more functional than traditional media by using the two-way communication feature of this
environment. The data also show that X has become the central tool of communication and coordination
during the crisis. However, it is also understood that these areas are a source of significant disinformation
due to the sharing of unconfirmed information. This situation, which causes conscious or unconscious
misdirection and thus makes it difficult for search and rescue teams to do their job, and disrupts other
aspects of crisis management, including the proper delivery of aid to the right places, can make X an
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environment open to provocation (Demirdz, 2020, p. 297). Despite these negativities, considering that
many consumers now receive news from real-time social media platforms, it has become important to
have quantitative methods to separate news from rumors (Jin et al., 2014, p. 93).

CONCLUSION

When the above data is evaluated together, it becomes clear that accessing accurate information in the
midst of a natural disaster is of critical importance. It requires the establishment of strong
communication lines so that all response plans are made in coordination with government authorities in
a way that protects both response teams and citizens as well as material and spiritual assets. These
communication lines should be used for the efficient implementation of joint response plans in disasters.
Accordingly, with the help of a communication model developed, on the one hand, all kinds of
information from the crisis area can reach the crisis coordination center, and on the other hand, rescue
teams can be supported with accurate and precise information by simultaneously delivering the decisions
taken to the personnel spread over the crisis area. At this point, support can be received from the concepts
of media convergence established on communication technologies, participatory culture and collective
intelligence. Thus, while the production of content through different platforms and its transmission
through these platforms can be used by citizens, official institutions and NGOs as a source of
information on the one hand, a more successful crisis management can be achieved by bringing together
different perspectives and knowledge and informing the most accurate decisions made to the crisis areas.
Based on the above data, it is understood that it is possible to develop a model that can meet the need
for necessary information exchange between the intervention teams and the people in the region and
increase morale and motivation by making adjustments to the following points:

a. Fast and effective communication: In line with the strong society motto, communication
processes should be accelerated more and obstacles to the faster dissemination of information
in times of crisis should be removed with the help of technology. Because social media, instant
communication tools and other communication technologies can help to instantly share up-to-
date information in times of crisis and to help the public act consciously.

b. Data analytics and prediction: Big data analytics and artificial intelligence technologies should
be organized in a way that they can be used to analyze past data and create prediction models.
In this way, it will be possible to detect future crises in advance and take appropriate measures.

c. Social media: Social media and other sharing platforms should be developed because they make
it easier for the public to receive, share and request assistance regarding crises. Because these
platforms also allow them to quickly share information about crises and interact with the public.
On the other hand, since the number of users producing disinformation on social media
platforms corresponds to a small amount compared to the total number of users, these accounts
can be brought under control with deterrent policies and algorithms to be developed.

d. Human-robot collaboration: In crisis situations, robots and artificial intelligence systems should
be developed to provide support to humans. Because unmanned aerial vehicles (UAVS) or robots
can perform damage detection in dangerous areas, assist in search and rescue operations, or
perform information gathering and communication tasks. In short, safer and more effective
crisis management can be achieved by using them instead of humans in high-risk environments.
e. Media convergence, participatory culture and collective intelligence: When the legal, social
and technological obstacles to the adoption and operation of these concepts are removed, it is
possible to use them efficiently in different decision-making mechanisms, especially in crisis
management.

As a result, the provision of larger amounts of data through large-scale information systems such as
social media can facilitate a more accurate understanding of human behavior, preferences, and ideas,
and the ability to make decisions accordingly. By creating behavioral models from the data obtained in
this way, targeting can be made more accurate and services can be customized. In addition, through
cooperation and information sharing among different stakeholders, the solution to the crisis can be
implemented more effectively.
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5. Tablolar: Tablolarin numarasi ve bashgi bulunmalidir. Tablolar sira sayisi verilerek numaralandirilir.
Makalede yer alan tiim tablolara metin iginde referans verilmelidir (Tablo 1).

Tablonun {istiine tablo numarasi (bold) yazilir, tablo numarasmin yanimna ilk kelimenin bag harfi biiyiik olmak
iizere tablo adi/agiklamasi yazilir.

Tablo 1. fletisimin alt disiplinleri (Bayrak, 2022, s, 36)

6. Sekiller: Kaynak olarak kullanilacak gorsellerin telif haklarindan, kalitesinden ve yayimlanip
yayimlanmamasindan yazar sorumludur.

Makalede resim, fotograf, nota ya da 6zel ¢izimler varsa bu belgeler kisa kenart 10 cm olacak sekilde 300
PPI (300 pixels per inch) kalitesinde taranmalidir. Sekiller ayr1 ayri sira sayisi verilerek numaralandirilmali
ve makalede yer alan tiim sekillere metin i¢inde referans verilmelidir.

Makaledeki gorseller igin kullanilan kaynaklar (basilt veya g¢evirimigi resim, fotograf, grafik, sekil, nota vb.)
gorselin altinda verilmelidir ve Online Kaynaklar, Gorseller, Resimler, Nota vs. gibi ayri1 bagliklar
kullanilmamahdir.

Ayrica tiim gorseller i¢in hem metin i¢inde atifta hem de gorselin altindaki baglikta sadece Sekil (Figure) ifadesi
kullanilmalidir. Resim, fotograf, grafik, sekil, nota vb. gorseller icin resim, fotograf, grafik, sekil, nota vb.
ifadeler kullanilmamahdir. Sekilin altina numarasi (bold) yazilir, sekil numarasinin yanma ilk kelimenin bag
harfi biiylik olmak iizere (italik) sekil ismi, gerekirse yanina notlar (eser, yazar, yil, sayfa, telif hakki..vb.) yazilir.

7. Dipnot: Dipnot kaynak gostermek icin kullanilmamali, dipnot kullanimia yalnizca agiklayici ek bilgileri
icin bagvurulmali ve otomatik numaralandirma yoluna gidilmelidir. Dipnotlarda kaynak gostermek igin, metin igi
kaynak gosterme yontemleri kullanilmalidir. Dipnot kelime uzunlugu 60 kelime sayisindan daha az olmalidir.
Atiflar icin dipnot kullanilmamalidir.

8. Alintilar: Yazar dogrudan ya da dolayl olarak yaptig1 tiim alntilara atifta bulunmalidir. Dogrudan alinti

yaparken eger alintilanan bolim 40 kelimeyi gecerse blok alinti olarak yazilmahdir. Blok alintida ¢ift tirnak
kullnilmamali, ek bir girintiyle alinti verilmemeli ve kapanis parantezinden &nce nokta eklenmelidir (bkz.
https://bit.ly/3vKyZgx).

Orn:

~Researchers have studied how people talk to themselves:

Inner speech is a paradoxical phenomenon. It is an experience that is central to many people’s everyday lives,
and yet it presents considerable challenges to any effort to study it scientifically. Nevertheless, a wide range of
methodologies and approaches have combined to shed light on the subjective experience of inner speech and its
cognitive and neural underpinnings. (Alderson-Day & Fernyhough, 2015, s, 957)

40 kelimeden az ise bu alinti metinde ¢ift tirnak icinde verilir. Alintitya metnin ortasindaki ciimlelerde yer
verilmisse, alint1 yapilan kisim ¢ift tirnak i¢inde verildikten hemen sonra parantez i¢inde kaynaga gonderme

(at1f) yapilir.

bbkz. https://bit.ly/3KLQHhD

9. Metin i¢i atiflar:
~Tum gondermeler parantez i¢inde ve asagidaki bicimde yazilmalidir.
Tek yazarli ¢calismaya genel géndermelerde;
Tunali (1996), ....; Tunali’ya (1996) gére.....; (Tunali, 1996). Tek yazarli ¢alismanin alinti yapilan

belirli bir yerine gondermelerde;
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(Artun 2003, s, 11).
-Iki yazarl gondermelerde yazar soyadlar: arasinda ‘ve’ Ingilizce metinler igin ise ‘and/&’ kullaniimalidar.
Iki yazarh calismalara gondermelerde; (Al ve Soydal, 2014, s, 290).

-Ug ve daha fazla yazarl: gsndermelerde yalnizca ilk yazarm soyad: ve “vd.” ya da “et al.” ifadesi kullanilir (ilk
kullanimdan itibaren):

(Hargreaves vd., 2003).

-- Aymi parantez igerisinde yapilan ¢oklu géndermelerde, ilk yazarmn soyadma gore alfabetik sirada; aym yazar
ise gecmisten giincele yil sirastyla belirtilmelidir:

(Akbulut ve Dogan, 2013; Sencan, 2003; Tonta, 2010)

(Dogan, 2000, 2004, basim agamasinda)

-Yayim tarihi olmayan yapitlarda ve yazmalarda yalnizca yazarlarin adi; (Seyd?)

~Yazart belirtilmeyen ansiklopedi vb. yapitlarda ise kaynagin ismi, varsa cilt ve sayfa numarasi
yazilmalidir. (Britannica 8, 2010, s, 189)

-Ikincil kaynaktan yapilan alintilarda yalnizca ikincil kaynak esas kaynakca listesinde gosterilir. Birincil kaynak
sadece yazar adi ve kaynak tipi (kitap, makale, giinliik vs.) bahsedildikten sonra, ikincil kaynak “aktaran”
seklinde belirtilir.

Elestirmen Laverdant’in ifade ettigi gibi “........ ” (aktaran Artun 2003,s, 11).
veya
s ” (Laverdant’tan aktaran, Artun 2003,s, 11).

- Kisisel goriismeler, metin ic¢inde soyadi ve tarih belirtilerek gosterilmeli; kaynaklarda (ek/arsiv kismiyla
belirtilmedigi miiddetge) belirtilmemelidir.

“Gerekirse kaset alip ¢alistyoruz. Miisteriye kars1 yok, yok” (K. Uriin, kisisel goriisme, 15 Temmuz,
1997).

~Cok nadir olarak yazar soyad: ve tarih bilgisinin ikisi de parantezsiz ve metnin bir pargas: seklinde
kullanilabilir.

Konuyla ilgili olarak Edzan’in 2008 yilinda gergeklestirmis oldugu calisma 6rnek gosterilebilir.

~Kigisel goriisme disindaki kiinyeler, yil ve ay bilgisini birlikte iceriyor olsa bile, gondermede sadece yil bilgisi
kullanilmalidir.

-- Yayin yili tam olarak bilinmeyen klasik eserler i¢in yayin yili kisminda ¢ev. kisaltmasi ile birlikte ¢eviri yili
ya da sir. kisaltmas: ile birlikte kullanilan siirimiin (versiyonun) yili verilir. Klasik eserin orijinal tarihi
biliniyorsa o da génderme i¢inde kullanilir.

(Aristotle, ¢ev. 1931)
(Balzac, 1836, ¢ev. 1941)

--- Yazar olarak bir grup/tiizel kisi (dernekler, sirketler, devlet kurumlar1 ve diger ¢alisma gruplar gibi) ifade
ediliyorsa bu gruba iligkin ad bilgisi metin igindeki gondermede oldukga agik ve anlasilir bigimde verilmelidir.
Grup adi bazi durumlarda kisaltilabilir. Eger grup adi uzunsa, kisaltma herkesce anlasilir oluyorsa veya ada
yonelik zaten bilinen bir kisaltma var ise ilk kullanimda hem agik hali hem kisaltma hali kullanilip, sonraki
kullanimlarda ise sadece kisaltma kullanilabilir. Eger grup adi kisa ise veya kisaltmasi herkesce anlasilir
olmuyorsa tiim gondermelerde adin agik hali yazilir.

(Ciimlenin sonunda) flk génderme:
(Tiirkiye Bilimsel ve Teknolojik Arastirma Kurumu [TUBITAK], 2013) (Ciimlenin sonunda) ikinci ve
sonraki gondermeler
(TUBITAK, 2013)
(Ciimlenin igerisinde) Tk gonderme
Tiirkiye Bilimsel ve Teknolojik Arastirma Kurumu (TUBITAK, 2013) (Ciimlenin icerisinde) Ikinci ve
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sonraki gondermeler
TUBITAK (2013)

-Parantez iginde yapilacak bir agiklama esnasinda géonderme yapilmas: gerekirse tarih icin koseli parantez degil,
virgiil kullanilmalidir. (Bu konuda daha ayrintili bilgi i¢in bkz. Dogan, 2010)

10. Kaynakca

Kaynak¢a metnin sonunda, yazarlarin soyadina gore alfabetik olarak asagidaki orneklere gore yazilmalidir.
Kaynaklar1 gostermek i¢in Kaynake¢a disinda hicbir bashik (URL, Internet kaynaklari, Gorseller, Resimler,
Fotograflar vb.) kullanilmamalidir. Basliktaki ve alt bashktaki ilk kelimenin ilk harfi ve eger varsa ozel adlarin
Wk harfleri biiyiik, digerleri kiiciik yazilmalidir. Kaynaklar, bir yazarin birden fazla yaymi olmasi halinde,
yaymmlanis tarihine gore siralanmali; bir yazara ait ayni yilda basilmis yayinlar ise (1980a, 1980b) seklinde
gosterilmelidir. Cevrimig¢i kaynak gosterilmesi durumunda “DOI:”, “Erisim adresi:” ifadeleri yerine dogrudan
link yazilmali; “Erisim adresi” ifadesi yalnizca erigsim tarihi verilmesi gereken durumlarda kullanilmalidir.

Kitaplarin gosterilmesi

Eser basligi 6zel harfler disinda kiigiik harf kullanilarak, italik yazilmalidir.

bkz. https://bit.ly/39Frs3G

Yazar, A. A. (Yil). Eserin basligi. Yayinct.
Yazar, A. A. (Y1l). Eserin baslig.

http://www. XXXXXXXXXXX Yazar, A. A. (Yil). Eserin

Ozer, Y. (2002). Miizik etnografisi. Dokuz Eyliil

Yayinlar1.(Ozer, 2002)

Foucault, M. (2007). Cinselligin tarihi (H. U. Tanriéver, Cev.). Ayrintt
Yayinlart. (Foucault, 2007)

Saygun, A. A. (1936). Tiirk halk musikisinde pentatonism. Numune
Matbaasi.(Saygun, 1936)

Saygun, A. A. (1937). Rize Artvin ve Kars havalisi tiirkii, saz ve halk oyunlar: hakkinda bazi
maliimat. Niimune Matbaasi.

(Saygun, 1937)

~20 ye kadar tim yazarlar yazilir, yazar sayisi 21 ve daha fazla oldugunda ise ilk 19 yazarin soyad: ve ad: yazilip
ti¢ nokta eklenir ve son yazarin adi ile yazar kismi kapatilir.

Soyadi, A.A., Soyadi. B.B., Soyadi, C.C., Soyadi, D.D., Soyadi, E.E., Soyadi, F.F., Soyadi, G.G., Soyadi, H.H.,
Soyadi,

LI, Soyadi, J.J., Soyadi, K.K., Soyadi, L.L., Soyadi, M.M. , Soyadi, N.N., Soyadi, O.0., Soyadi, P.P., Soyadi,
Q.Q.,Soyadi, R.R., Soyadi, S.S.,. . . Soyadi, W.W.

-Basili kitabin elektronik stiriimii:

“Erigim adresi:” ifadesi olmadan, dogrudan link vererek (hyperlink) yazilmalidir, “Erisim adresi” ifadesi
yalnizcaerigim tarihi verilmesi gereken durumlarda kullanilmalidir:

Morville, P. ve Rosenfeld, L. (2006). Information architecture for the World Wide Web (3. bs.). [Adobe
DigitalEditions stiriimii]. http://shop.oreilly.com/home.do

~Sadece elektronik siiriimii olan Kkitap:

O’Keefe, E. (ty.). Egoism & the crisis in Western values. http://www.onlineoriginals.com/
showitem.asp?itemID=135

Cocuk kitaplarimin gosterilmesi

bkz. https://bit.ly/3KNtcVn
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~{llustratériiyle yazar: ayn1 olma durumunda:

Yazar S, A. (Y1l). Kitap ismi (Yazar/Cizer ismi, lllus.). Yayinci.

Crimi, C. (2019). Kigiikk garip robotlar (C. Luyken, Illus.).
Candlewick Press.(Crimi, 2019)

Pitman, G. E. (2016). This day in June (K. Litten, Illus.).
Magination Press. (Pitman, 2016)

~{llustratdriiyle yazar: farkli olma durumunda:

Yazar S, A. (Yil). Kitap ismi (Cizer ismi, lllus.). Yayinci.

Beaton, K. (2016). Kral bebek (K. Beaton, Illus.). Arthur A.
Levine Books.(Beaton, 2016)

~Dizinin pargas1 olma durumunda (Seri/Dizi baslig1 kitap basligina eklenmemelidir):

Yazar S, A. (Yil). Kitap ismi (Cizer ismi, Illus.). Yayinci.

O’Connor, J. (2017). Nancy Clancy, late-breaking news! (R. Preiss Glasser, Illus.). HarperCollins
Publishers.

(O'Connor, 2017)

~-Yeniden basilmas: durumunda:

Yazar S, A. (Yil). Kitap ismi (varsa 6zel baski bilgileri) (Cizer ismi, lllus.). Yayinci. (Orjinal calisma yayin tarihi
bilgisi)

Numeroff, LJ. (2007). Fareye bir ¢erez verirseniz (varsa 6zel baski bilgileri) (F. Bond, Illus.). Laura Geringer
Books. (Orijinal ¢alisma 1985'te yayinlanmistir)

(Numeroff, 1985/2007)

Dini eserlerin referans gosterilmesi

bkz. https://bit.ly/3LQRLSO

Kitap formatindaysa kitaplarin gdsterimine; websitesi formatindaysa web kaynaklar1 gésterimine uygun
yapilir. Yazari bilinmeyen eser baghigindaki formata uygun gosterilebilir.

The Bhagavad Gita (E. Easwaran, Trans.; 2nd ed.). (2007). The Blue Mountain Center of
Meditation.(The Bhagavad Gita, 2007)

King James Bible. (2017). King James Bible Online. https://www.kingjamesbibleonline.org/ (Original
workpublished 1769)

(King James Bible, 1769/2017)

~Aciklamali dini eser:

Kaiser, W. C., Jr., & Garrett, D. (Eds.). (2006). NIV archeological study bible: An illustrated walk through
biblicalhistory and culture. Zondervan.

Sozliiklerin gosterilmesi

bkz. https://bit.ly/3vKc52k

~Cevrimigi sozliik

Cevrimigi sozliikler giincellendigi ve arsivlenmedigi igin tarih bilgisi eklenmelidir:
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American Psychological Association. (n.d.). Just-world hypothesis. In APA dictionary of psychology.
Retrieved January 18, 2020, from https://dictionary.apa.org/just-world-hypothesis

(American Psychological Association, n.d.)

Merriam-Webster. (n.d.). Semantics. In Merriam-Webster.com dictionary. Retrieved January 4, 2020,
from https://www.merriam-
-webster.com/dictionary/semantics (Merriam-Webster, n.d.)

~Basil1 s6zlitk

American Psychological Association. (2015). Mood induction. In APA dictionary of psychology
(2nd ed.: 667).

(American Psychological Association, 2015)
Merriam-Webster. (2003). Litmus test. In Merriam-Webster’s collegiate dictionary (11th ed.:
727). (Merriam-Webster, 2003)

~Wikipedia (Vikipedi)

Yagh boya. (2019, 8 Aralik). Wikipedia iginde.
https://en.wikipedia.org/w/index.php?title=0il_painting&oldid=92980
2398

("Yagl Boya," 2019)

Editorlii kitaplarin gosterilmesi

-Kitabin tamam: icin:

bkz. https://apastyle.apa.org/style-grammar-guidelines/references/examples/book-references#2

- Editor (Ed.). (Y1l). Eserin basligi (S. XXX-XXX). Yay1inct.
- Edit6r (Ed.). (Yil). Eserin baslgi (s. xxx-xxx). Yayinci. http://Www.XXXXXXXXXXX

- Editor (Ed.). (Yil). Eserin baslidi (s. xxx-xxx). YayIncl. XXXXXXXXXXXX

Kesharwani, P. (Ed.). (2020). Nanotechnology based approaches for tuberculosis treatment.
AcademicPress.

(Kesharwani, 2020)

Torino, G. C., Rivera, D. P., Capodilupo, C. M., Nadal, K. L., & Sue, D. W. (Eds.). (2019).
Microaggression  theory: Influence  and implications.  John  Wiley &  Sons.
https://doi.org/10.1002/9781119466642

(Torino et al., 2019)

-Kitap ici boliim gosterilecekse:

bkz. https://bit.ly/3LIE2gC

--Yazar, A. A. ve Yazar, B. B. (Yil). B6lim ya da giris basligi. A. Editor, B. Editor ve C. Editor (Ed.), Kitap bashdi (s.
xxx-xxx) i¢inde. Yayinci.

- Yazar, A. A. ve Yazar, B. B. (Yil). Bolim ya da giris basligi. A. Editor ve B. Editor (Ed.), Kitap basligi (s. xxx-Xxx)
icinde. http://WwWWw.XXXXXXXXXXX

-- Yazar, A. A. ve Yazar, B. B. (Yil). B6lim ya da giris basligi. A. Editor, B. Editor ve C. Editor (Ed.), Kitap bashdi (s.
XXX-XXX) iginde. XXXXXXXXXXXX
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(Sayfa numaras1 yoksa kitap ismi yeterlidir.)

Aron, L., Botella, M., & Lubart, T. (2019). Culinary arts: Talent and their development. In R. F.
Subotnik,

P. Olszewski-Kubilius, & F. C. Worrell (Eds.), The psychology of high performance: Developing
human potential into domain-specific talent (pp. 345-359). American Psychological
Association. https://doi.org/10.1037/0000120-016

(Aron et al., 2019)

~Yeniden basimi yapilmis editorli kitap 6rnegi:

Bronfenbrenner, U. (2005). The social ecology of human development: A retrospective conclusion. In
U. Bronfenbrenner (Ed.), Making human beings human: Bioecological perspectives on human
development (pp. 27-40). SAGE Publications. (Reprinted from Brain and intelligence: The
ecology of child development, pp. 113-123, by F. Richardson, Ed., 1973, National Educational
Press)

Ders/Kurs Materyallerinin gosterilmesi

Editorll kitap bigimiyle yapilir:

(bkz. https://bit.ly/3kFsDIQ)

-~Yazari belli olan materyaller igin:

Elders, M. (2019). Neighborhood watch: Social media in the community. In M. Elders (Ed.), POL
241:Politics and activism in the 21st century (pp. 34—41). American University.

(Elders, 2019)
~Yazar belli olmayan materyaller igin:

Diagram of the tibia—basitarsis joint in Apis melifera. (2015). In B. Haave (Ed.), NEU 451:
Movementand perception (pp. 44—45). St. Ambrose University.

(“Diagram of the Tibia—Basitarsis Joint in Apis melifera,” 2015)

Makalelerin gosterilmesi (Dergi)

Eser baglig1 6zel harfler disinda kiigiik harf kullanilarak, regular fontla; dergi adi biiyiik harf ve italik fontla
yazilmalidir.

|(bkz. https://bit.ly/3wpEudt |
https://www.scribbr.com/apa-examples/journal-article/

--- 3’ten fazla yazari olan Kitap/derginin metin igi atiflarinda ilk kullanimdan itibaren “ilk yazar vd., y1I” ya
da “ilk yazar et al., y1l “ifadesi kullanilabilir.

Yayinlanmisg, yayinlanmak tizere génderilmis ya da baskidaki makale yazimlar1 genel olarak su sekildedir:

Last name, Initials. (Year). Article title. Journal Name, Volume (issue), page range. https://doi.org/xxxx
Last name, Initials. (Year). Article title [Unpublished article]. Department Name, University Name.

Last name, Initials. (in press). Article title. Journal Name.

McAdams, S., Winsberg, S., Donnadieu, S., De Soete, G., and Krimphoff, J. (1995). Perceptual
scaling ofsynthesized musical timbres: Common dimensions, specificities, and latent subject classes.
Psychological Research, 58, 177-

-192. (McAdams vd., 1995)
Nattiez, J.J. (1983). Some aspects of Inuit vocal games. Ethnomusicology, 27 (3), 457
-475. (Nattiez, 1983)

-Ingilizce ¢alismalarda Tiirkge bir kaynaga génderme yapiliyorsa ve yerine and ifadesi, Tiirkge bir
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calismada Ingilizce bir kaynaga gonderme yapiliyorsa and yerine ve ifadesi kullanilmalidir:

Nielsen, B. G. ve Borlund, P. (2011). Information literacy, learning, and the public library: A
study of Danish high school students. Journal of Librarianship and Information Science, 43, 106
-119.

10.1177/0961000611408643
(Nielsen ve Borlund, 2011: 110)

- Ingilizce caligmalarda orijinal dili Tiirkge olan bir makaleye atif yapiliyorsa makale adi gibi bilgilerin
koseli parantez iginde Ingilizce karsilig ile birlikte verilmesi gerekir:

Al, U., & Tonta, Y. (2004). Auf analizi: Hacettepe Universitesi Kiitiiphanecilik Boliimii tezlerinde
atifyapilan kaynaklar [Citation analysis: Sources cited in dissertations completed at Hacettepe
University Department of Librarianship]. Bilgi Diinyast, 5, 19-47. Retrieved from http://bd.org.tr/
(Al & Tonta, 2004: 20)

- Bir dergideki 6zel say1 kapsaminda yayinlanan makale:

Last name, Initials. (Ed. or Eds.) (Year). Title of issue [Special issue]. Journal Name, Issue (Volume).

-- Chen, H. (Ed.). (2005). Intelligence and security informatics [Ozel sayi]. Journal of the
American Society for Information Science and Technology, 56(3).

DOI numarasi olan elektronik makaleler
“DOL:” ifadesi kullanilmadan dogrudan link vererek (hyperlink) yazilmalidir.

Chan, H. F., Guillot, M., Page, L. ve Torgler, B. (2015). The inner quality of an article: Will time tell?
Scientometrics, 104: 19-41. 10.1007/s11192-015-1581-y

(Chan vd., 2015)
DOI numarasi olmayan elektronik makaleler

Al, U. ve Soydal, 1. (2014). Kiitiiphan-e Tiirkiye Projesi: Halk kiitiiphanesi kullanim arastirmasi. Tiirk
Kiitiiphaneciligi, 28, 288-307. http://www.tk.org.tr/index.php/TK

(Al ve Soydal, 2014)

Cinar, M., Dogan, D. ve Seferoglu, S. S. (2015, Subat). Egitimde dijital araglar: Google sinif
uygulamas: iizerine bir degerlendirme [Oz]. Akademik Bilisim Konferansinda sunulan bildiri,
Anadolu Universitesi,

Eskisehir. http://ab2015.anadolu.edu.tr /index.php?menu=5

&submenu=27(Cinar vd., 2015)
Al U., Sezen, U. ve Soydal, I. (2012). Tiirkiye’nin bilimsel yayinlarinin sosyal ag analizi yontemiyle

degerlendirilmesi (Proje No. SOBAG 110K044).
http://uvt.ulakbim.gov.tr/uvt/index.php?cwid=9&vtadi=TPRJ&an0=148763_5bfd45f7¢c15921f84h92a
17425cbb301
(Al vd., 2012)

~Kaynak zaman iginde degisime ugramadikga erisim tarihi eklenmez.
Bilgi mimarisi. (2014, 20 Aralik). Vikipedi i¢inde. Erisim adresi (8
Mayis 2015):http://tr.wikipedia.org/wiki/Bilgi_mimarisi
Teknik raporlar ve arastirma raporlari
Yazar, A. A. (1998). Calismanin bashig: (Rapor No. xxx). Yayinct.

T.C. Kalkinma Bakanligi, Bilgi Toplumu Dairesi. (2015). 2015-2018 Bilgi toplumu stratejisi ve
eylem plami (Yaym No. 2939). http://www.kalkinma.gov.tr/Lists/Yaynlar/Attachments/ 649/2015-
2018%20Bilgi%20Toplumu%?20Stratejisi%20ve%20Eylem%20Plan%C4%B 1.pdf

Tiirkiye Bilisim Dernegi, Bilisim Kentleri Calisma Grubu. (2013). Bilisim kentleri kilavuzu
(5. siirtim). http://www.thd.org.tr/usr_img/raporlar/BK-KILAVUZ -SON.pdf
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Farmer, L. ve Stricevic, I. (2011). Using research to promote literacy and reading in libraries:
Guidelines for librarians (IFLA Professional Report No0.125). http://www.ifla.org/files/assets/
hg/publications/professionalreport/125.pdf

Aslan, D., Vefikuluay, D., Zeyneloglu, S., Erdost, T ve Temel, F. (2008). Ankara’da iki hemsirelik
yliksekokulunun birinci ve dordiincii smiflarinda okuyan 6grencilerinin flort siddetine maruz kalma, flort
iligkilerinde siddet uygulama durumlarinin ve bu konudaki goriiglerinin saptanmasi arastirmasi (Teknik rapor).
http://www.huksam.hacettepe.edu.tr/Turkce/Sayfa Dosya/flort_siddeti.pdf

-Brosiir:

Cedars-Sinai. (2015). Human papillomavirus (HPV) and oropharyngeal cancer [Brochure].
https://www.cedars-sinai.org/content/dam/cedars-sinai/cancer/sub-clinical-areas/head-
neck/documents/hpv-throat-cancer-brochure.pdf

(Cedars-Sinai, 2015)
-Basin biilteni:

U.S. Food and Drug Administration. (2019, November 15). FDA approves first contact lens
indicated to slow the progression of nearsightedness in children [Press release].
https://www.fda.gov/news- events/press-announcements/fda-approves-first-contact-lens-indicated-
-slow--progression-nearsightedness-children

(U.S. Food and Drug Administration, 2019)

Veri Seti Referanslarinin Gosterimi:

| (bkz. https://bit.ly/3ylo6xb)

Acik kaynaklarda argivlenmis verilerin ikincil analizlerini yapmak veya mevcut ¢alismada sunulacak kendi
veriarsivinizin alintilari i¢in kullanilabilir:

O’Donohue, W. (2017). Content analysis of undergraduate psychology textbooks (ICPSR 21600;
VersionV1) [Data set]. ICPSR. https://doi.org/10.3886/ICPSR36966.v1

(O’Donohue, 2017)

Tanmilama Klavuzlarimin Kullanimi:

| (bkz. https://bit.ly/3ycnV7f)

American Psychiatric Association. (1980). Diagnostic and statistical manual of mental disorders
(3rded.).

(American Psychiatric Association, 1980)

World Health Organization. (2016). International statistical classification of diseases and related
healthproblems (10th ed.). https://icd.who.int/browse10/2016/en

(World Health Organization, 2016)

Tiizel yazarh ya da yazari olmayan ¢alismalar

Yazart kurulus, kurum, dernek gibi bir grup olan ¢aligmalar i¢in yazar kisminda kurulus/kurum/dernek adinin
kisaltmas1 degil acik adi kullanilmalidir.

TKD. (2014). > degil > Tiirk Kiitiiphaneciler Dernegi. (2014).
OECD. (2010). > degil > Organisation for Economic Co-operation and Development. (2010).

Bilimsel toplant1 ve sempozyumlar
(bkz. https://bit.ly/3LIG4gK)
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Sunum, baghktan sonra koseli parantez icinde “[Konferans oturumu], [Bildiri sunumu], [Poster
oturumu]...vb”tanimlarinin biriyle agiklanabilir.
Evans, A. C., Jr., Garbarino, J., Bocanegra, E., Kinscherff, R. T., & Marquez-Greene, N. (2019,
August 8- 11). Gun violence: An event on the power of community [Conference presentation]. APA
2019 Convention, Chicago, IL, United States. https://convention.apa.org/2019-video

(Evans et al., 2019)

Elektronik 6zet:

Cinar, M., Dogan, D. ve Seferoglu, S. S. (2015, Subat). Egitimde dijital araglar: Google sinif
uygulamast iizerine bir degerlendirme [Oz]. Akademik Bilisim Konferansinda sunulan bildiri,
Anadolu Universitesi,

Eskisehir. http://ab2015.anadolu.edu.tr /index.php?menu=5&submenu=27

(Cmar vd., 2015)

Cacioppo, S. (2019, April 25-28). Evolutionary theory of social connections: Past, present, and
future [Conference presentation abstract]. Ninety-ninth annual convention of the Western
Psychological Association, Pasadena, CA, United States. https://westernpsych.org/wp-
content/uploads/2019/04/WPA-Program-2019-Final-2.pdf

(Cacioppo, 2019)

Dergide/Kitapta yayinlanmis bildiri:

Dergi makaleleri ve editorli kitaplarla ayni formatla yazilmalidir:

Duckworth, A. L., Quirk, A., Gallop, R., Hoyle, R. H., Kelly, D. R., & Matthews, M. D. (2019).
Cognitive and noncognitive predictors of success. Proceedings of the National Academy of
Sciences, USA, 116(47), 23499-23504. https://doi.org/10.1073/pnas.1910510116

(Duckworth vd., 2019)

Kushilevitz, E. ve Malkin, T. (Eds.). (2016). Bilgisayar bilimlerinde ders notlari: Cilt. 9562.
Kriptografiteorisi. Springer. https://doi.org/10.1007/978--3-662-49096-9

(Kushilevitz ve Malkin, 2016)
~Kitap bolumi:

Bedenel, A.-L., Jourdan, L., & Biernacki, C. (2019). Probability estimation by an adapted genetic
algorithm in web insurance. In R. Battiti, M. Brunato, I. Kotsireas, & P. Pardalos (Eds.), Lecture
notes in computer science: Vol. 11353. Learning and intelligent optimization (pp. 225-240). Springer.
https://doi.org/10.1007/978-3-030-05348-2_21

(Bedenel et al., 2019)
Tezlerin gosterilmesi

(bkz. https://bit.ly/3MOoNCY)

Kiigiikebe, M. (2008). Bat: ve Tiirk miizigi tisluplarinda anlam iiretme aract olarak kemanin sonolojik
analizi (Tez No. 1235) [Yayinlanmamus yiiksek lisans tezi, Dokuz Eyliil Universitesi. Ulusal Tez

Merkezi].(Kiigiikebe, 2008)

Kabir, J. M. (2016). Factors influencing customer satisfaction at a fast-food hamburger chain: The
relationship between customer satisfaction and customer loyalty (Publication No. 10169573)
[Doctoraldissertation, Wilmington University]. ProQuest Dissertations & Theses Global.

(Kabir, 2016)

Miranda, C. (2019). Exploring the lived experiences of foster youth who obtained graduate level
degrees: Self-efficacy, resilience, and the impact on identity development (Publication No.
27542827) [Doctoral dissertation, Pepperdine University]. PQDT Open.
https://pgdtopen.proquest.com/doc/2309521814.htmI?FMT=AI

(Miranda, 2019)
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Yazan belli olan gazete ve dergi yazilar icin

(bkz. https://bit.ly/3KEfMRO)

Bruni, F. (2003, 26 Aralik). Pope pleads for end to terrorism and war. New York
Times:21.(Bruni, 2003)
Schwartz, J. (1993, September 30). Obesity affects economic, social status. The Washington Post.

Schwartz, F., & McBride, C. (2019, November 18). Trump administration says Israeli settlements
aren’t illegal. The Wall Street Journal. https://www.wsj.com/articles/trump-administration-to-say-israeli:
-settlements-arent-illegal-11574104691

Yalnizca internet yayini yapan gazeteler i¢in asagidaki web sitesi kullanim bi¢imi kullanilir:

Ahmad, J., & Shalizi, H. (2019, November 19). U.S., Australian hostages freed by Afghan
Taliban in swap. Reuters. https://www.reuters.com/article/us-afghanistan-taliban/u-s-australian-
-hostages-freed-by--afghan-taliban-in-swap-idUSKBN1XTOGF

Yazan belli olmayan gazete ve dergi yazilari
The United States and the Americas: One History in Two Halves. (2003, 13 Aralik). Economist,
36.(United States and the Americas, 2003)
Strong afterchocks continiue in California. (2003, 26 Aralik). New York Times [Ulusal Basku.].
s.23.(Strong aftershocks, 2003)

Web Sitesi

~Yazar ve tarihi belli olan elektronik gazete ve dergi yazilan
Artun, A. (2013, 10 Eyliil). Sanat tarihinin ilk kitab1. e-skop sanat tarihi elestiri.
http://www.e-skop.com/skopbulten/sanat-tarihinin-ilk-
-Kitabi/1477 (Artun, 2013)

Giovanetti, F. (2019, November 16). Why we are so obsessed with personality types. Medium.
https://medium.com/the-business-of-wellness/why-we-are-so-obsessed-with-personality-
-types-577450f9aee9

World Health Organization. (2018, May 24). The top 10 causes of death.
https://www.who.int/news-room/fact-sheets/detail/the-top-10-causes-of-death
~-Yazar belli olmayan elektronik gazete makaleleri

Bu acilar1 gordiikten sonra, neleri kafaya takmisiz diye giiliyorum. (2012, 18 Mart). Milliyet
Gazetesi.

http://www.milliyet.com.tr/pazar/bu-acilari-gordukten-sonra-neleri-kafaya-takmisiz-diye:
-guluyorum-1516722

(“Bu acilar1 gordiikten sonra”, 2012)

Australia fires: ‘Catastrophic’ alerts in South Australia and Victoria. (2019,
November 11).https://www.bbc.com/?news/?world--australia--50483410

(“Australia fires,” 2019)
~Yazar ve tarihi belli olmayan internet kaynaklari
Hacettepe Universitesi. (t.y.). Misyon, vizyon ve degerler.
http://hacettepe.edu.tr/hakkinda/misyonvizyondegerler
(Hacettepe Universitesi, t.y.)

U.S. Census Bureau. (n.d.). U.S. and world population clock. U.S. Department of Commerce.
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RetrievedJanuary 9, 2020, from https://www.census.gov/popclock/
-Kisisel goriisme(roportaj)

Arsivlenen gazete/web sitesinde yayinlandiysa yukaridaki bigimler kullanilabilir, bunun digindaki kisisel
goriismelerde (yliz yiize, e-posta..vb.) asagidaki bigcim o6rnekleriyle kullanilabilir (kaynakgada
belirtilmesine gerek yoktur):

Another researcher stated that the results so far looked “very promising” (A. Smith,
personalcommunication, July 15, 2015).

When contacted for comment, Johnson stated that the controversy was “absurd” (H. Johnson, email,
March 5, 2019).

Members of the online community followed the controversy closely, with one user referring to it as a “media
circus” (G. Richards, comment in a private Facebook group, April 25, 2018).

-Internet mesaj panolari, elektronik mesajlasma listeleri ve diger cevrimici topluluklar

| (bkz. https://bit.ly/37gueeK)

| Yazar, A. A. (Y1, Giin Ay). Postanin baslhig: [Bigim tanimi]. http://Xxxx

Oztiirk, O. (2015, 29 Mayis). Yamt: Bilgi ve Belge Yonetimi Boliimii’nii tercih edecek
ogrenciler i¢in genel bilgiler [Haber grubu yorumu].
http://www.bbyhaber.com/bby/2012/07/22/ bilgi-vebelge- yonetimi-bolumunu-tercih-edecek:
-ogrenciler-icin-genel-bilgiler/#comment--15752

Yilmaz, D. (2010, 16 Mart). Intihal su¢ mu? [Blog yazsi].
http://bilkentasistan.blogspot.com.tr/2010/03/intihal-suc-
-mu.html

Madran, O. (2015, 16 Nisan). BBY262 Web tasarimi dersi uygulamasi
[Video].https://www.youtube.com/watch?v=rfsQHHIi3tPE

Facebook

News From Science. (2019, June 21). Are you a fan of astronomy? Enjoy reading about what
scientists have discovered in our solar system—and beyond? This [Image attached] [Status

update]. Facebook.
https://www.facebook.com/ScienceNOW/photos/a.117532185107/10156268057260108/?type=3&th
eater

National Park Service. (n.d.). Home [Facebook page]. Facebook. Retrieved January 12,
2020, fromhttps://www.facebook.com/nationalparkservice/

Instagram

Philadelphia Museum of Art [@philamuseum]. (2019, December 3). “It’s always wonderful to
walk inand see my work in a collection where it’s loved, and where people are [Photograph].
Instagram. https://www.instagram.com/p/B50DnnNhOt4/

National Geographic [@natgeo]. (n.d.). IGTV [Instagram profile]. Instagram. Retrieved December
8,2019, from https://www.instagram.com/natgeo/channel/

LinkedIn
American Psychological Association. (2019, December 9). Last month, APA joined more than 40national
and international psychology organizations to explore ways to collaborate and use psychological
[Thumbnail with link attached] [Post]. LinkedIn. https://www.linkedin.com/posts/american-
-psychological-association_how-psychologists-are- combating-climate-change-activity:
-6609801161937612800-GvdC

John Tyler Community College. (n.d.). Home [LinkedIin page]. LinkedIn. Retrieved
January 9, 2020, from https://www.linkedin.com/school/john-tyler-community-
-college/
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Online Forum (eksi sozlik, reddit...vb.)

Little, J. [j450n_l]. (2018, December 12). I'm the first person in the world with a neural-enabled
prosthetic hand. Using an specialized prosthetic and a device implanted [Online forum post].
Reddit.
https://www.reddit.com/rfAMA/comments/a5jxbe/im_the_first_person_in_the_world_with_a/

(Little, 2018)

haffy-1223. (2018, September 12). What do you think while on the launchpad about to launch?
[Comment on the online forum post I'm NASA astronaut Scott Tingle. Ask me anything about
adjusting to being back on Earth after my first spaceflight!]. Reddit.
https://www.reddit.com/r/IAmA/comments/9fagqy/im_nasa_astronaut_scott_tingle_ask_me_anythi
ng/e5v0027/

Tiktok

Cook, P. [@chemteacherphil]. (2019, November 19). Alkali salts get lit. #chemistry
#chemteacherphil #scienceexperiments #foryou #jobforme #trend #featurethis #science
#vibecheck [Video]. TikTok. https://vm.tiktok.com/xP1rim

(Cook, 2019)

Witherspoon, R. [@officialreesetiktok]. (n.d.). vsco mom [TikTok profile]. TikTok. Retrieved January
12,2020, from https://vm.tiktok.com/xS3B86

(Witherspoon, n.d.)

Twitter

APA Databases [@ APA_Databases]. (2019, September 5). Help students avoid plagiarism and
researchers navigate the publication process. More details available in the 7th edition
@APA_Style table [Image attached] [Tweet]. Twitter.
https://twitter.com/APA_Databases/status/1169644365452578823

Jordan, M. B. [@michaelb4jordan]. (n.d.). Tweets & replies [Twitter profile]. Twitter. Retrieved
January9, 2020, from https://twitter.com/michaelb4jordan/with_replies

Resmi Gazete

|Ba§I|k. (Y1l, Gin Ay). Resmi Gazete (Sayi: xxx). http://xxxx|

Olaganiistii Hal Kapsaminda Bazi Tedbirler Alinmas1 Hakkinda Kanun Hitkmiinde Kararname
(2017, 6 Ocak). Resmi Gazete (Say1: 29940 (Miikerrer)).
http://www.resmigazete.gov.tr/eskiler/2017/01/20170106 M 1--1.htm

(Olagantistii Hal Kapsaminda Baz1 Tedbirler, 2017)
Popiiler dergi yazisi

Semercioglu, C. (2015, Haziran). Siradanligin rayihasi. Sabit Fikir, 52, 38-39.
Cevrimigi popiiler dergi yazisi

Dempsey, L. (2006, Nisan). Libraries and the long tail: Some thoughts about libraries in a
network age.D-Lib Magazine, 12(4). http://www.dlib.org/dlib.html

Degerlendirme ve elestiriler

Degerlendiren, A. A. (2000). Degerlendirme yazisinin baslhigi [... baslikli, A. A. Yazar kitabin degerlendirmesi].
Dergi adl, XX, XXX-XXX.

Degerlendirilen materyal tiirii (Kitap, televizyon programi, sinema filmi vb.) koseli parantez igerisinde
belirtilir.
Schaefer, J. C. (2015). Must we burn Hitchcock? (Re)viewing trauma and effecting solidarity with
theBirds (1963) [A. Hitchcock’un yapimecisi ve yonetmeni oldugu Birds filminin degerlendirmesi,
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1963]. Quarterly Review of Film and Video, 32, 329-343. 10.1080/10509208.2015.999220

Stapleton, D. (2015, 21 Temmuz). Turning south [Telltale Games tarafindan piyasaya siiriilen
Game of  Thrones: Episode 5 adli video oyununun degerlendirmesi].
http://www.ign.com/games/game-of-thrones-episode-5/pc-20028656

Sokolova, 1. V. (2004). The power of gender biases [I. V. Sokolova tarafindan “Why women
are more susceptible to depression: An explanation for gender differences” baglikli makaleye
yapilan elestiri]. http://www.personalityresearch.org/papers/mule.html#sokolova

Meta-analizde kullanilan kaynaklarin gosterimi

Bir meta-analizde kullanilan yayin sayis1 50 ve daha az ise kaynak¢ada verilir. Ancak bunun meta-analiz igin
kullanilan bir makale oldugunu belirtmek i¢in basina “*” isareti konur; atiflarda “*” isareti kullanilmaya gerek
yoktur.

*Yilmaz, A. (2009). Public policies and public library-emergent literacy relationship in the USA. Bilgi
Diinyasi, 10, 80-94. http://www.bd.org.tr/

(Yilmaz, 2009)

Genel yazim kurali asagidaki gibidir:
Author name. (Year). Image title [Format]. Retrieved from URL or Museum, Location.
Eser sahibi soyadi, Adinin ilk harfi. (Yil). Eser ismi [Eser turu]. Hyperlink... /Miize ismi, Yer.

Bkz. https://www.scribbr.com/apa-citation-generator/new/image/

11. Metin dis1 materyaller

Kullandiginiz gorseller hakkinda asagidaki temel bilgiler dahil olmak {izere miimkiin oldugunca fazla bilgi
verilmelidir:

e  Yaraticinin ad1 (yazar, sanatgi, fotografci vb.),

e (Caligmanin yayimlandigi veya olusturuldugu tarih,

e Isin bashig,

e  Yayin yeri,

e  Yayimci,

e  Malzeme tiiri (fotograflar, ¢izelgeler, ¢evrimigi goriintiiler igin),

e \Web sitesi adresi ve erisim tarihi,

e  Eserin bulundugu kurum veya miizenin adi (sanat eserleri ve miize sergileri igin),
e Isin boyutlar: (sanat eserleri icin)

11.1. Gorsellere metin icinde atif

Sekil yazilarinda eserin 6zgiin dildeki adini yaziniz.

Basili kaynaktaki (kitap, dergi...vb.) gorsele anf

Asagidaki ornekte sekil alti yazisi (caption) sanat eserinin reprodiiksiyonuna dair bilgiyi igermektedir.
Kitaptaki sekil alti yazisi eser adini, sanat¢iyr ve firetildigi tarihi vermektedir (kitapta tiretim tarihi
1794/1824 olarak verilmesinin nedeni eserin 1794’te iretilmesi ve 1824’te sanat¢i tarafindan revize
edilmis olmasi nedeniyledir). Sekil alt1 yazisinin sonunda ilgili gérselin alindig: kitaba atif yapilir.
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Bu teknik The Ancient of Days eserinde goriilebilir (bkz. Sekil 1).

Sekil 1. The Ancient of Days, W. Blake, 1794/1842 (Bell, 2007: 305)

(Miizede, galeride...vb.) Sahsen goriilen bir gorsele atif
Bosch, H. [c. 1482]. The last judgement [Triptych]. Brugge, Belgika: Groeningemuseum.
Sanatci bilinmediginde gorsele atif

Eger ele alinan eserin sanatgisi bilinmiyorsa, bu bilgiye sekil alt1 yazisinda yer vermeyin. Sekil alt1 yazisinin
sonunda ilgili gérselin alindig1 kitaba atif yapilir.

Bu teknik Menkaure ve Khamerenebty kraliyet heykeli eserinde goriilebilir (bkz. Sekil 2).

Sekil 2. Menkaure ve Khamerenebty kraliyet heykeli, c. 2470 BCE (Bell, 2007: 42)

Eser ismi/tarihi bilinmediginde gorsele atif
Tarih bilinmiyorsa “n.d./t.y.” ifadeleri; eser ismi bilinmiyorsa eser ismi yazilacak yere koseli parantez
icinde aciklama eklenebilir:

Google. (n.d.). [Google Maps map of Utrecht city center]. Retrieved January 10, 2020, from
https://goo.gl/maps/keKNQZHZTS7ticwb8
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Bir web sitesindeki gorsele atif

Siradaki 6rnekte metin i¢i atifta gorselin alindig1 web sitesine referans verilir.

Thompson, M. (2020). Canyon wren [Photograph]. Flickr. https:/flic.kr/p/2icfzq4 Bu teknik Androgyny’de
gorilebilir (bkz. Sekil 3).

Sekil 3. Androgyny, N. Burson, 1982.

Sokak sanatindaki gorsellere atif

Metin i¢i atifta gorselin alindig1 kaynaga (6rn. web sitesi) referans verilir. Grafiti 6rnegi olarak Sleeping Man’e
bakilabilir (bkz. Sekil 4).

B > '.
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Sekil 4. Sleeping Man, Blek Le Rat, 2008.
Sanatgist bilinmeyen bir web sitesindeki gorsele anf

Siradaki 6rnekte hem sanat¢i bilinmedigi hem de web sitesinde sayfa olmadigi i¢in metin igi atifta bu iki bilgi
verilmez.

Bu teknik Chair of Reniseneb’te goriilebilir (bkz. Sekil 5).
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Sekil 5. Chair of Reniseneb, ca. 1450 B.C.

11.2. Gorsellerin kaynakc¢ada gosterimi

Miize ya da sergi alamindaki Ozgiin Cizim/Resim/Heykel/Fotograf/vb. Yapitlar

| (bkz. https://bit.ly/3vYuTtK)

Sanat¢1 bilinmiyorsa eser adi ile baglayin. Yil bilinmiyorsa tarih yok ibaresi icin (t.y./n.d.) kisaltmasini

kullanin. Miize:

| Sanatcl. (Yil). Eser Adi [Malzemenin tanimi]. Kurum, Miize veya Koleksiyon, Sehir, kisaltilmis il/Eyalet.

Pratt, C. (1965). Young girl with seashells [Tuval iizerine yagliboya]. Memorial University Art
GalleryPermanent Collection, Corner Brook, NL.

van Gogh, V. (1889). The starry night [Painting]. The Museum of Modern Art, New York, NY,
United States. https://www.moma.org/learn/moma_learning/vincent-van-gogh-the-starry--night:
-1889/

(van Gogh,
1889)Sanat Sergisi:

Design for eternity: Architectural models from the ancient Americas [Exhibition]. (2015-2016).
The Met Fifth Avenue, New York, NY, United States.
https://www.metmuseum.org/exhibitions/listings/2015/design-for-eternity

(Design for Eternity, 2015-2016)

Martinez, J.-L., & Douar, F. (2018-2019). Archaeology goes graphic [Exhibition]. The Louvre, Paris,
France. https://www.louvre.fr/en/expositions/archaeology-goes-graphic

(Martinez & Douar, 2018-2019)
Bilgilendirici miize plakasi:

[Plaque with background information about American Gothic]. (n.d.). Art Institute Chicago, Chicago,
IL,United States.
Bir Sanat Veritabaninda (6rn. Artstor) yer alan gorsel

APA’da genel olarak kaynak¢ada dogrudan web adresi kullanilmaz. Bu nedenle veritaban1 adi veya
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veritabanininweb adresi ancak su sekilde verilmelidir:

Landing of atlantic cable in Newfoundland, 1866 [Transparency, collodion on glass]. (1900). George
Eastman House, Rochester, NY. ARTstor.

Bir Kitaptaki reprodiiksiyon

Sanatgl. (Kitabin basim yih). Eser Adi [Malzemenin tanimi]. Kurum, Mize veya Koleksiyon, Sehir,
kisaltilmis Sehir. Yazar/Editér adi icinde. Kitap Adi (sf. #). Yayinci (Ozgiin eserin yih).

Jacque, H. (2010). Labrador black duck [Clay tile]. Lawrence O'Brien Auditorium, Goose Bay,
NL. In D. Brown, Uncommon clay: The labradoria mural (p. 18). St. John's, NL: Creative
Publishing. (Original work 2009).

Basihi bir dergideki reprodiiksiyon

Sanatgl. (Yil). Eser Adi [Malzemenin tanimi]. Kurum, Muize veya Koleksiyon, Sehir, kisaltiimis Sehir.
Yazar adi iginde. (Yil). Makale adi, Dergi adi, cilt # (say! #), sayfa #.

Carr, E. (1935). Scorned as timber, beloved of the sky [Oil on canvas]. Vancouver Art Gallery,
Emily CarrTrust, Vancouver, BC. In S. R. Udall. Georgia O'Keeffe and Emily Carr. Health, nature
and the creative process. Women's Art Journal, 27(1), 23.

Cevrimigi bir dergideki reprodiiksiyon

DOI numarasini vermek yeterlidir. DOl numaras1 yoksa derginin web adresi verilir.

Sanatgl. (Yil). Eser Adi [Malzemenin tanimi]. Kurum, Miize veya Koleksiyon, Sehir, kisaltiimis Sehir.
Yazar adi iginde. (Yil). Makale adi, Dergi adi, cilt # (say #), sayfa #. Hyperlink...

Sherman, C. (1980, July/August). Untitled film still #56 [Photograph]. Collection of M. Harron. In
C. Townsend. Art as commodity as art. Art Monthly (368), 2. Retrieved from:
http://www.artmonthly.co.uk

Bir web sitesindeki reprodiiksiyon

Eger web sitesi icin tarih bilgisi yoksa tarih yok ibaresi igin (t.y.) kisaltmasini kullanin. Yazar bilgisi yoksa
eseradiyla baslayin ve ardindan tarihi verin.

Sanatgl. (Yil). Eser Adi [Malzemenin tanimi]. Kurum, Miize veya Koleksiyon, Sehir, kisaltiimis il/Eyalet.
Web sayfasi/dékiiman Yazar. (Yil, Ay giin). Web sayfasi /dokiiman adi. Hyperlink...

Shepherd, H. P. (1962). Sunday morning [Oil]. Collection of Memorial University of Newfoundland,
St.John’s, NL. The rooms. (n.d.). Retrieved from: http://www.therooms.ca/artgallery/shepherds.asp

Burson, N. (1982). Androgyny [Gelatin silver print]. J. Paul Getty Museum, Malibu, CA. Retrieved
from: http://www.getty.edu/art/collection/objects/296434/nancy-burson-androgyny-american-1982/

Bir sokaktaki gorseller

Sokak sanatina dair gorseller de diger gorseller gibi Kaynakga’da su sekilde verilmelidir:

Sanatgl. (Yil). Eser Adi [Malzemenin tanimi]. Kurum, Miize veya Koleksiyon, Sehir, kisaltilmis il/Eyalet.

Graffitiler i¢in boyandig1 sokak ve sehir ismi veriniz.

Blek Le Rat. (2008). Sleeping Man [Grafiti]. Leake street, London.
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https://upload.wikimedia.org/wikipedia/commons/4/4c/Blek_le_Rat_-_Sleeping_man.jpg

11.3. Miizik notasi: Kaynak¢a gosterimi ve metin icinde atif

Temel olarak miizik notasi kitaba benzerdir ve asagidaki bi¢imde gosterilir:

Besteci Soyadi, A. (Tarih). Eser adi. Yayincl.

Hangi tiir notanin (6rn. vokal part veya orkestra parti1) kullanildigini belirtmek i¢in parantez i¢inde daha
fazlabilgi verilir:

Picker, T. (Composer), and McClatchy, J. D. (Librettist). (1995). Emmeline: An opera in two acts
[Scoreand parts]. Mainz, Germany: Schott Helicon.

Metin i¢inde: (Picker ve McClatchy, 1995)

Eger eski bir notanin yeniden basimi s6z konusuysa 6zgiin yayinct hakkinda bilgi verilmesine gerek yoktur
ancak6zgiin basim tarihi verilmelidir:

Haydn, F. J. (2001). The creation. Mineola, Dover. (Original work
published 1798)Metin iginde: (Haydn, 1798/2001)
Bazi bestecilerin eserleri katalog numaralar1 vardir ve bu numaralarda verilmelidir:

Mozart, W. A. (1970). Die Zauberflote [The magic flute], K. 620 [Vocal score].
BeckscheVerlagsbuchhandlung. (Original work published 1791)

Metin i¢inde: (Mozart, 1791/1970)

11.4. Gorsel-isitsel kaynaklar: Kaynakg¢a gosterimi ve metin icinde atif

| (bkz. https://bit.ly/384Avuw)

Televizyon programi

Serling, R. (Executive Producer). (1959-1964). The twilight zone [TV series]. Cayuga Productions; CBS
Productions.

(Serling, 1959-1964)

Film

Alfredson, T. (Director). (2008). Ldt den rdtte komma in [Let the right one in] [Film]. Magnolia.
(Alfredson, 2008)

Bir televizyon dizisinden tek bir béoliim

Favreau, J. (Writer), & Filoni, D. (Director). (2019, November 12). Chapter 1 (Season 1, Episode
1) [TVseries episode]. In J. Favreau, D. Filoni, K. Kennedy, & C. Wilson (Executive Producers),
The Mandalorian. Lucasfilm; Golem Creations.

Video
Akan, T. (Yonetmen). (2011). Kdy enstitiileri/Bir me¢hul 6gretmen [DVD]. Tedarik edilebilecegi
adres:http://www.dr.com.tr/
Cuddy, A. (2012, June). Your body language may shape who you are [Video]. TED Conferences.
https://www.ted.com/talks/amy_cuddy_your_body_language shapes_who_you_are

Youtube

TED. (2019, November 13). The danger of Al is weirder than you think | Janelle Shane [Video].
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YouTube. https://www.youtube.com/watch?v=0hCzX0iLnOc
Harvard University. (2019, August 28). Soft robotic gripper for jellyfish [Video].
YouTube.https://www.youtube.com/watch?v=guRoWTYfxMs

APA Publishing Training. (n.d.). Home [YouTube channel]. Retrieved February 20, 2020, from
https://www.youtube.com/user/PsycINFO/

Miizik kaydi

Writer, A (Telif yili). Parga adi [Sanatgi tarafindan kaydedilmistir]. Albim adi iginde [Kayit ortami: CD, plak,
kaset, vb.] Yer: Sirket adi. (Kayit tarihi)

lang, K.D. (2008). Shadow and the frame. On Watershed [CD]. Nonesuch Records. Metin iginde:
"Shadow and the Frame" (lang, 2008, track 10).

Gorsel-isitsel Transkript (Konusma-Radyo-Poscast metin desifreleri):
(bkz. https://bit ly/3MXCtMd) |

Konusma
Bryan, W. J. (2010). Against imperialism [Speech transcript]. American Rhetoric.
http://www.americanrhetoric.com/speeches/PDFFiles/William%?20Jennings%20Bryan
%20-%20Imperialism.pdf (Original work published 1900)

Podcast
Cornish, A. (Host). (2017, May 17). This simple puzzle test sealed the fate of immigrants at Ellis
Island [Audio podcast transcript]. In All things considered. NPR.
http://www.npr.org/templates/transcript/transcript.php?story1d=528813842

Radyo

Mottram, L. (2020, January 8). Hazard reduction burning is not a panacea to bushfire risk: Expert
[Radio broadcast transcript]. ABC. https://www.abc.net.au/radio/programs/pm/thinned-forests-can-
-be-more-prone-to-fire,-expert-says/11853280

Online Ders

|(bkz. https://apastyle.apa.org/style-grammar-guidelines/references/examples/online-course-references ) |

Jackson, M. O., Leyton-Brown, K., & Shoham, Y. (n.d.). Game theory [MOOC]. Coursera.
https://www.coursera.org/learn/game-theory-1 (Jackson et al., n.d.)

Bolim:
Tangen, J. (2016). Episode 2: | heard a tapping somewhat louder than before [MOOC
lecture]. In E.MacKenzie, J. Tangen, & M. Thompson, The science of everyday thinking.
edX. https://www.edx.org/course/the-science-of-everyday-thinking
(Tangen, 2016)

Slayt:

Jones, J. (2016, March 23). Guided reading: Making the most of it [PowerPoint slides]. SlideShare.
https://www.slideshare.net/hellojenjones/guided-reading-making-the-most-of-it

Belirli bir sinifin websitesinden slayt (Sakai, Canvas...vb. ile):

Mack, R., & Spake, G. (2018). Citing open source images and formatting references for
presentations
[PowerPoint slides]. Canvas@FNU. https://fnu.onelogin.com/login

Podcast /Radyo yayini
Radyo ODTU (Yapimer). (2015, 13 Nisan). Modern sabahlar
[Podcast].http://www.radyoodtu.com.tr/
Mottram, L. (2020, January 8). Hazard reduction burning is not a panacea to bushfire risk:
Expert [Radio broadcast]. ABC. https://www.abc.net.au/radio/programs/pm/thinned-forests-can-
-be-more-prone-to-fire,-expert-says/11853280
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12. Kaynakca ile gondermelerin uyumu

Metin igerisinde gonderme yapilan her kaynak kaynakg¢ada yer almali, kaynak¢ada yer alan her kaynaga da
metin igerisinde mutlaka génderme yapilmis olmalidir.

Gondermedeki yazar adi ve tarih bilgisi kaynakgadaki yazar adi ve tarih bilgisi ile birebir ayni olmalidir.

Incil ve Kur’an gibi klasik yapitlara ve kisisel iletisimlere metin igerisinde génderme yapilmasi yeterlidir,
ayrica kaynakcada belirtmeye gerek yoktur.

13. Sayfa diizeni

Ust2,5cm/Alt2,5cm/ Sol 2,5 cm / Sag 2,5 cm / Cilt Pay1 0 cm olmalidir.
Sayfa Aralig1 Once 0 nk / Sonra 0 nk / Satir Aralig1 Tek olmalidir.
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