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cle Aragtirma Makalesi

Reading Artwork With 3D In Painting
Resim Sanatinda 3D ile Eser Okumak

ABSTRACT

Artwork analysis has been practiced by experts in the field for centuries with traditional methods. The inno-
vative approach brought by the technology that developed with the industrial revolution also changes the
methods used in the work analysis process. The aim of this study is to examine the works of art through 3D
software and to evaluate the foreground elements of the work in all its details, including the information about
the period in which it was made. The sub-objectives of this study are to get to know the works of famous art-
ists more closely by the society, to strengthen the bond between the audience and the work, and to make the
works of art more understandable because they can reach all segments of the society. In line with these pur-
poses, Osman Hamdi Bey's "The Tortoise Trainer" was reconstructed using 3D modeling software and a visual
analysis of the obtained data was made. The study was designed according to the qualitative research model.
The theory of the research was made according to the historical pattern, and the sources were reached with
the literature review technique. With 3D modeling software, different works of art can be evaluated in terms
of art criticism and can present original perspectives on the works. In this respect, the study constitutes an
important resource for art criticism research to be carried out with 3D modeling software.

Keywords: 3D, Digital Art, Osman Hamdi Bey, The Tortoise Trainer, painting

6z

Sanat eseri analizi, bu alanda uzman kisiler tarafindan ylzyillardir geleneksel yontemlerle uygulanmaktadir.
Sanayi devrimiyle birlikte gelisim gosteren teknolojinin getirmis oldugu yenilikgi yaklagim, eser analizi stire-
cinde kullanilan yontemleri de degisiklige ugratmaktadir. Bu ¢alismanin amaci, sanat eserlerini 3D yazilimlar
araciligiyla ele alip incelemek ve yapitin 6n plan elemanlarini yapildigi doneme dair bilgiler dahil olmak tzere
tlm ayrintilari ile degerlendirebilmektir. Toplum tarafindan, Gnli sanatgilara ait eserlerin daha yakindan tanin-
masi, izleyici ve eser arasindaki bagi kuvvetlendirmesi, sanat eserlerinin toplumun her kesimine erisebilmesi
dolayisiyla daha anlasilabilir olmasi bu calismanin alt amaglarini olusturmaktadir. Bu amaglar dogrultusun-
da arastirmada Osman Hamdi Bey’in “Kaplumbagda Terbiyecisi” adli eseri 3D modelleme yazilimi kullanilarak
yeniden kurgulanmis ve elde edilen verilerin gorsel analizi yapilmistir. Calisma nitel arastirma modeline gore
desenlenmistir. Arastirmanin kuramsal, tarihi desene gore yapilmis, literatlir tarama teknigi ile kaynaklara ula-
siimistir. 3D modelleme yazilimi ile farkli sanat eserleri sanat elestirisi bakimindan degerlendirilip, eserlere

yonelik 6zglin bakis acilari sunabilir. Bu yonuyle galisma, 3D modelleme yazilimi ile gergeklestirilecek sanat
elestirisi arastirmalarina dnemli bir kaynak olusturmaktadir.

Anahtar Kelimeler: 3D, Dijital Sanat, Osman Hamdi Bey, Kaplumbaga Terbiyecisi, resim

Introduction

In the history of humanity, the concept of technology first entered our lives with “hand technology”.
The first paintings seen on the walls of Altamira and Lascaux caves were made with the help of “hand”,
which was also used in the period and can be called the only technology of the period. Therefore, the
concept of technology can actually be defined as a familiar concept (Ugurlu, 2008, p. 247-260).

Ozsezgin said that from the moment a person stepped into the world of existence, he researched var-
jous methods of being able to dominate his environment and those around him, and he made a great
effort to make objects useful for himself. As a result of this effort, new steps taken in the field of science
and new inventions gave birth to the concepts of industry and industry and showed a rapid growth
after this process (Ozsezgin, 1993, as cidet in Renkgi Tastan, 2016, p. 172).

Along with the developing world, the industry has transformed the tools of the age into tools of art. The
artist involved in the artistic creation process, on the other hand, could not save himself from cooper-
ating with technology today, and at the same time, he could astonish his audience with the help of a
button if he wanted to. As a consequence, the developing world and industry have turned the tools of
the age into tools of art at this point (Cogkun, 2016, p. 79).

While the scientific and technological developments brought by the 20th century were sometimes
used as a theme in the works of artists, they also allowed the works to be revealed with technology,
thus emphasizing the importance of interdisciplinary unity (Bingdl & Bingdl, 2018, p. 107).

The use of different materials in contemporary art and the increasing prevalence of interdisciplinary
studies have revealed the artist’s desire to reveal his work without using paint. Although paint is still
dominant today, artists have put forward the idea that different materials should be used. The inclu-
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sion of technology in art can be considered an effective material
in our age.

The conceptual framework of the research was shaped by the
relationship between painting art and technology, 3d modeling,
and scanning the sources of possibilities brought by digital tech-
nologies. In the theoretical research on contemporary art, digital
artworks, the examination of artists and their works using com-
puter-aided 3D software, the interpretation of the technological
images obtained and the 3D modeling of the determined works
of art after an application study has been determined as a com-
parative work interpretation with the original data.

The outcome of literature review, it was seen that no analysis or
examination was carried out in order to better recognize and pro-
mote the works of art belonging to famous painters, to establish
a stronger bond between the work and the audience, and to make
the works more understandable for all segments of the society,
through 3D software.

Also, it has been determined that no technological software is in-
cluded in this process in making the criticism of the work.

Referring to these shortcomings, “How to read a picture with 3D?”
identified as the problem statement. The research and application
work carried out was structured and concluded around this problem.

Method

Quialitative research model was used in the study. The text de-
fined the qualitative research model as the holistic presentation
of perceptions and events in the natural environment by using
qualitative data collection tools such as observation, interview
and document analysis (Metin, 2015, p. 15). The aim of those who
do qualitative research is to examine the theories created on an
empirical basis more deeply, to strengthen the theories created,
as well as to reveal new theories (Seggie and Bayyurt, 2021, p. 17).

Literature review technique is also another technique used in
the research. 3D modeling software was used in the application
phase of the research. The link between the data obtained from
the historical pattern and the 3D modeling has been plasticized.
The plastic elements of the painting were realized with an appli-
cation study focused only on the front structural elements by us-
ing the art criticism method.

The work used in the application belongs to Osman Hamdi Bey,
an artist of the Ottoman Period, and it is a work that contains
reflective elements created with the layout of the space.

In the scene, which was designed with Sketchup, one of the
computer-aided 3D modeling software, the photo matching
technique (mach photo) included in the software was used as a
method. After a digital image belonging to the work is imported
into the program, the origin note is marked and perspective es-
capes are created on the photograph. The surfaces were created
by drawing lines over the perspective escapes created, and the
objects seen on the work were modeled exactly. The visuals ob-
tained from the tile panels of the surfaces in the space are cov-
ered on the created surfaces and it is aimed to be the same as the
reality of the space. As a result of the coating process, the light
settings were made and the rendering process was performed.

In the part of historical research and reconstruction with 3D,
the preliminary structure of the painting was evaluated with the
method of art criticism. Art criticism is based on two separate
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structures, the front and the back. While the front structure is
defined as plastic elements that can only be seen, the back struc-
ture is the information-based data related to the date and place
of the work or design product, and the life of the artist - historical,
economic, socio-cultural dynamics. In this context, the front and
back structure of the work is determined in four basic stages.

While Boydas defines the definition as making a complete list of
all visual and sensory objects that can be seen in the work, that is,
as an inventory process, he says that it is related to the organiza-
tion of art/design elements according to the principles of artistic
arrangement during the resolution phase. At the same time, it is
essential to look at the organization of elements such as line-dot
effect, color, texture, stain, valor, light, shape, form (form) in the
dissolution stage according to principles such as balance, em-
phasis, rhythm, repetition, harmony, contrast, ratio-proportion,
and space. mentions (Boydas, 2007, p. 43—-44).

The four-based art criticism method consisting of definition,
analysis, interpretation and judgment; The preliminary structure
analysis of the work has been deciphered in accordance with the
identification and analysis steps.

The results obtained from the 3D modeling were compared with
the front structure elements of the original work, and the spatial
comparison of the picture, which took place in the real space, was
made. In this way, how much the fictional space overlaps with the
reality, what kind of perspective the artist uses and the possible
point of view are also discussed.

The Relationship between Painting Art and Technology

By the end of the 18th century, the progress in the field of tech-
nology and science also showed its effect on the art of painting.
It is seen that the art of painting, which is under the influence of
technology in terms of technique and knowledge, has undergone
emotional and intellectual changes. Technology has also led to
the emergence of a number of technical variations on the picture
(Ozniilier, 2014, p. 46).

In response to this change and technical diversity, the artists used
technological devices as a tool in the production process and trans-
formed this advantage into an effort to seek new forms through tra-
ditional art. For example, the ability to reveal images, forms and their
various variations that are very hard or not possible to do manually,
to interpret the dimensions of the sculptures modelled through 3D
programs as desired, to change the material of the material in as lit-
tle as a second, to reveal the artifacts in seconds. These are the first
things that can be said to be delivered to many people living in the
world by the help of internet (Tanyildizi, 2008, p. 8-9).

The biggest development that has an effect on the art of painting
can be shown as the use of digital images in a well-rounded of
areas via computers and the internet. It is quite natural for art
to find a new definition for itself in this process, because it is an
undeniable fact that art always seeks new methods and tools at
the stage of constructing a new language and reality (Ozkaplan,
2009, p. 20).

Societies continue their lives in a world dominated by the “digital
image and visual culture” created by the improvement of tech-
nology in the 21st century. Art, which uses perception as food
in every aspect of daily life, changes and expresses itself in new
ways. People can learn this new way of expression only with the
desire to understand and solve this boundless confusion (Avci,
2013, p. 23).



Producing images with the help of technology, which is contrary
to the basic principle of modern art, creating a mechanical copy
of nature and being able to be reproduced can be seen as the
reason for this contradiction. The artist, whose technical way of
thinking and seeing has changed, used to convey his thoughts
using canvas and paint, but now he reveals the images he will cre-
ate through technological products (Zeytin, 2008, p. 16).

Technology, art and human connection are very effective in the
production process of art. Changing art through updated tech-
nology has contributed to the development of production with
the help of different techniques. Therefore, the existence of tech-
nology has been accepted as an experiment as well as a reflection
of nature in art. It has been observed that the works that cannot
be produced in the absence of technology are produced more
easily by means of computers. Now the virtual world has taken
the place of reality, has begun to come to the fore in the art world,
and has put pressure on the necessity of reorganizing art history
in a way that includes the concept of “digital art” (Saglamtimur
Ozel, 2010, p. 216).

3D Modeling

Computers do not consist of only the parts and operating sys-
tems that make up the computer. It also includes various soft-
ware that allows the realization of the work that we can do
through the computer. One of these software is 3D software used
by architects, interior designers, engineers and graphic profes-
sionals dealing with computer graphics.

“To be able to model the form of a living or non-living being in
three dimensions can be done by means of various computer
software. The resulting product is called a 3D model. Models can
also be viewed as 2D images on the computer. The designed 3D
model can also be converted into a real physical object using 3D
printing technology via 3D printers. In short, it means having 3D
depth” (Tagkesen, 2017, p. 62).

Polat, 3D modeling; described it as a type of visual creation that
has the desire to add depth to the object by using the real size in
an area that does not actually exist (Polat, 2019, p. 4). Ocvirk, on
the other hand, states that the only feature that distinguishes the
3D modeling technique from the 2D visual creation technique is
to have 360-degree control over the objects in the design pro-
cess and states that “In two-dimensional graphic arts, images
usually exist in two dimensions, but they can create an illusion
spatially” (Ocvirk et al., 2015, p. 32). According to Grer, “The main
purpose of three-dimensional design studies is to prepare to give
new visuals and new messages by using visual memory and simi-
larities effectively” (Glrer, 1992, p. 27).

Human is an entity that can perceive objects in three dimensions
with the help of light and shadow, and can convey the objects he
has drawn on the surface as if they are three-dimensional with
the help of light and shadow. However, although the objects
transferred to a two-dimensional surface seem to be three-di-
mensional, it is impossible to walk around these objects, to look
under or above them, and to turn them to the right or left. How-
ever, by using 3D software, it becomes possible to look at an ob-
ject 3D modeled in the software from any angle or to rotate 360
degrees around it.

The first known 3D human model in history was created by Wil-
liam Alan Fetter using the wireframe method. Fetter defined this
figure, known as the “first human” (Image 1), as the “Human Figu-
rine” (Franke, 1986, p. 103).

Image 1.
First Human (Fetter, 1964)

Image 2.
Utah Teaport (Newell's, 197)

Cannon Evans and Ivan Edward Sutherland, who laid the founda-
tion of computer graphics used today and were trainers of some
computer companies at that time, may not be aware that they
are raising a pioneer named Martin Newel. While aiming to create
a form with an amorphous but measurable structure in order to
test the 3D scenes, which are quite simple today but quite com-
plex at that time, Newel determined a melitta-type teapot as a
reference for himself. He managed to create a geometry just by
modifying its main form and discovered the Utah Teapot (Image
2), which is now used as a reference in 3D computer graphics.

At the end of the 1970s, an algorithm was discovered in which the
front surfaces could be seen without seeing the back surfaces on
the computer screen, and it was named the Newel algorithm. As
aresult, users were able to create 3D models with surfaces, rather
than lines and mathematical data, which now allow them to see
only wireframes in their viewports.

3D modeling can generally be defined as two groups as archi-
tectural and organic modeling. In architectural modeling, solid
or solid modeling, that is, more angular and rigid models, can be
created, while in organic modeling, objects with any texture or
structure that exist in the world can be modeled.

Opportunities of Digital Technology

The art form, which is created as a result of the use of digital tech-
nology and which has the feature of being virtual, meets aesthetic
values is defined as “Digital Art” (Cokokumus, 2012, p. 53).

Graphics, on the other hand, is digital art; It is described as the
use of graphic programs or special software as a new tool in art
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Image 3.
Franke “Bitwa pod Grunwaldem” Render Reconstruction (Herbert W.
F, 1878).

expression and its reflection on the production of the image re-
vealed on the screen with the technical language formed by the
numbers mathematically (Cizgen, 2007, p. 69).

The use of computer technology offers several benefits in making
the design more functional. It provides more effective and faster
designs. It is important in the realization of texture, perspective,
color, shape, animation and volumes that are difficult to perform
manually. Thus, computers, which offer new possibilities during
the creation of the work, enable the user to reach their purpose
faster (Boliikoglu iz, 2002, p. 255).

With digital art, the work itself can be reproduced on digital me-
dia using technology, while works created with traditional meth-
ods are also exhibited with the help of a technological tool, and
they have the chance to reach a much larger audience (Erséz Kar-
akulakoglu, Selva Askeroglu, 2018, p. 412).

If we give an example of a work done in this regard, the digitally pre-
pared 3D reconstruction of the Polish artist Jana Matejko's Grun-
wald War [ Bitwa pod Grunwaldem, exhibited in the Warsaw National
Museum, stands out as an important work (Soydan, 2020, p. 40).

Giracioglu stated in his research that digital arts can be handled
in a way that covers many different disciplines (Ciracioglu & Sal-
deray, 2021).

Findings and Interpretation

Within the scope of the study, 3D modeling of Osman Hamdi
Bey’s “The Tortoise Trainer” was made, and the preliminary struc-
tural elements of art criticism were analyzed and the analyzes
obtained were revealed.

Osman Hamdi Bey is an artist who is known for his different per-
sonal characteristics and has made great contributions to the
fields of archeology and museology in our country. It is known
that Osman Hamdi, the eldest son of Edhem Pasha, was born on
December 30, 1842 (Demir, 2020, p. 33).

He is known as the first painter to use figures painted in large
sizes in Turkish painting art. Even though there were figures who
used figures among his contemporaries, they remained in the
background in the places or compositions in which they were
used. In the works of Osman Hamdi Bey, on the contrary, more
self-confident figures are seen (Demirsar, 1987, p. 33).

While the artist used photography for the spaces, like other art-
ists of his period, he used live models for his portraits. He drew
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Image 4.
Bursa Green Mosque Floor Plans

Image 5.
Two Different Versions of the Tortoise Trainer (1906 Version on the
Left, 1907 Version on the Right)

the photograph he had taken in a random environment on the
canvas surface with the collage technique (Demir, 2020, p. 9).

Although the work is known as “The Tortoise Trainer” in Turkey
and abroad, it is known as “U’Homme Aux Tortues”, that is, “Man
with the Tortoise” in France (Eldem, 2009, p. 21). This work is con-
sidered one of the most important works of the artist. It is known
that the artist used the Hinkar Mahfili on the floor just above
the Yesil Mosque entrance for the work, which has two versions,
which are known to have some differences (Demir, 2020, p. 22).
When the architectural plan of the mosque is examined, it is seen
that the building consists of two floors (Image 4).

Artifact Analysis
The first layer of the work is the paint in the visible state of the
painting and the fabric that forms the canvas.

When we look at the second layer, we see the space in which the
painting takes place in the front structure, the object and the
light in the space. It is known that Osman Hamdi Bey has differ-
ent works in many places. However, there are some places that
he uses more than once in his works, and the first of these plac-



Image 6.
Hlinkar Mahfili Window Inside View

es is the Yesil Mosque in Bursa. The Tortoise Trainer, which has
two different versions that he transferred to the canvas in 1906
and 1907, which is related to the work, is also in the Yesil Mosque
(Demir, 2020, p. 22). When the two works are compared, visible
differences are observed (Image 5).

An old male character appears before us with his yellow turban,
ney in his hand, nakkari hanging on his back, and turtles around
the figure, seen right in front of the window of the Hiinkar Mah-
fili. The most basic difference that can be seen at first glance is
the windows. While the tile piece under the window arch was not
found in the first version, it was added to the picture in the later
version. In addition, the vase seen in the window space in the lat-
er version and the painting “Muhammad” that we can see in the
upper right part of the wall are not seen in the first version. While
there are five turtle figures in the first version, there are six turtles
in the other version.

Although the window joinery seen in the work has been changed
to plaster ornaments today (Image 6), it is seen that the wood-
en window was in place before the restoration in the old photo-
graphs of the building (Image 7).

Since no difference was observed between the tile panels seen in
the photograph taken inside the space and the panels processed

Image 7.
Hlinkar Mahfili Window Exterior View, Green Mosque Door, Bursa C.J.
Fettel Photograph 1870.

in the work, it is obvious that the tile panels were not added later
by the artist. Considering the plan of the mosque, it is observed
that while the fagade facing the window is located in the north,
the light seen on the right wall of the window on the figure was
added with the interpretation of the artist.

The movement of the object in the space is the male figure in the
space and the turtles lined up around it. The old figure standing
in front of the window, leaning forward in a red robe, is looking at
the turtles.

In the first painting by Osman Hamdi Bey in 1906, there are
turtles eating vegetables and an old man dressed in red ori-
ental clothes that looks like a dervish. It is clearly seen in
the photographs taken in 1873 in Ottoman Sheathing style
(Dress-i Osmaniyye, 1873) that the turban on the head of the
dervish was used instead of a dervish turban, using a tradi-
tional headdress peculiar to the 19th century (Image 8) (El-
dem, 2019).

Eldem states that the education that the artist wants to give to
his students here is actually a reflection of his reaction against
his students not hearing him and not understanding what he is
saying. He also mentions that the movement exhibited by the fig-
ure has comments that “Osman Hamdi wants to point out that
in this painting, just like it takes time to educate turtles, it will
take time for Turkish people to be educated and civilized” (Eldem,
2009, p. 25-26).
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Image 8.
Osman Hamdi Bey in his Oriental outfit in Vienna, 1873. Edhem Eldem
collection.

In the observed individual portrait, a single figure portrait can be ex-
amined. According to Derci, “The main point in Osman Hamdi Bey’s
figure formation is based on the photographs he took in a studio
with different traditional clothes. These photographs also allow the
artist to include himselfin some of his paintings” (Derci, 2016, p. 112).
Therefore, the probability that the figure appearing in the work be-
longs to him is quite high. The tired expression on the figure’s face is
clearly visible. Compared to the engraving by Aimé Humbert, it can
be said that it resembles the figure on the engraving (Image 9).

The finished version of the painting, which is the ideal image,
shows the painting itself. As described in the sources researched,
it is thought that the main theme that Osman Hamdi Bey is try-
ing to convey to the audience is the discomfort caused by the low
success rates of the community around him, as well as the visual
state of his critical attitude towards the tired and worn out state.

Hlnkar Mahfili, which is the subject of the work as a place, was
modeled on an architectural project using the 3D software called
Sketchup and was first reconstructed in the virtual environment
(Image 10-11-12).

After the 3D modeling was created, the textures (coating) of the
model were defined on the surfaces with the photographs tak-
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Charmeur de tortues, — Dessin de L, Crépon d'aprés une gravare
japonaise,

Image 9.

Japanese engraving found in an article by Swiss diplomat Aimé
Humbert about Japan in an issue of the French travel magazine Le Tour
du Monde in 1869.

Image 10.
Hlinkar Mahfili in 3D Model from the Artist's Eyes 3D

Image 11.
View of Hiinkar Mahfili from the Upper Layer to the Window in a 3D
Model



Image 12.
Overlaying the Artifact with the 3D Model (Matchphoto)

Image 13.
Hinkar Mahfili AA/ BB Section

Image 14.
Matching Artwork and 3D Model with Mach photo Technique

en in the Hinkar Mahfili, and today’s realistic appearance was
obtained. After the material was defined, the camera angle was
determined by using the matchphoto technique with the origi-

Image 15.
Left side section of the building

Image 16.
Render Image from 3D Model

nal work, and the visual and 360-degree panoramic image of the
space was reached with the Vray rendering program.

As seen in the technical drawing of the building, the window in
front of the figure is 114 cm high and 83 cm wide (Image 13).

The width of the tile borders seen on the right and left of the win-
dow is 11413 cm, and the height of the window seen from the
ground at the end of the arch is 266 cm. When the perspectives of
the work and the modeled space are overlapped, it is seen that the
dimensions ofthe work and the real window do not overlap, and the
window in the work is transferred to the picture in a shorter size.

It is seen that the apparent depth of the window is drawn deeper
on the work, and at the same time, the perspective escapes of
the work and model floor do not match (Image 14). In addition,
through this method, the estimated height of the figure in the
space is also observed.

When the left side section of the building is examined, the cam-
era placed next to the door shows the point where the artist
looked at the composition that made up the work (Image 15). The
distance of the camera to the window was measured as 364 cm.

The render output obtained from the angle placed at the artist’s
point of view actually shows the exact image that the artist has
seen (Image 16).

Again, when panoramic camera is preferred from Vray render
camera settings, it is possible to obtain 360 degree panoramic
rendering image (Image 17).
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Image 17.
Hlnkar Mahfili Panoramic Render Image

Conclusion

Analyzing and criticizing the determined work with an innovative
perspective, using computer-aided 3D modeling software, which
is the product of the technology that emerged as a result of the
industrial revolution that took place in the 19th century and mid-
19th century, within the scope of the research and application un-
der the title of “Reading a work in 3D in the art of painting” carried
out.

In this context, in the research; As the subject, an artist who takes
place in the interior and is included in the Impressionism art
movement was preferred. 3D modeling was made on the original
image of the selected work, the closest materials to the materi-
als seen in the work were defined on the modeled objects, and
the renders were taken after the light and camera settings were
made. At the same time, it is possible to look at the composition
in which the picture passes through the eyes of the artist in 3D
through VR glasses.

The greatest development in the field of plastic arts, which is
thought to affect the art of painting, is known as the invention of
the camera. Artists acted with the motive of conveying what they
saw in every age they lived; However, the image transfer process
made by the camera is much less costly and less time-consum-
ing, which has affected many artists. It is not surprising that the
person who made this great discovery had access to computer
technology without delay. It is seen through the application that
the use of computers can be used in the interpretation of the
works of artists, as well as in the production of works of art.

Osman Hamdi Bey first took a photograph of the Hiinkar Mahfili,
which he chose as the venue in his work, and then transferred it
to the canvas. It is known that the artist uses the squaring tech-
nique in the sketches of the works; but when the real space and
the space within the work are compared, perspective differences
are seen. Apart from this, although the window is on the north
facade, light movement is perceived from the window as if it were
in the south or west. The interior, which should be darker under
normal conditions, is rendered much brighter than on the canvas
surface.

Although the area that the artist looks at is a wide angle in the 3D
modeled work, the artist still processed as much as he saw the
area he wanted to see and limit on the canvas surface. The per-
spective escapes of the interior space that the work deals with,
the intensity of light, the use of vivid or pale colors, and the ad-
dition of an object-figure into the space are related to what the
artist has in mind.
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The 360-degree render image obtained from the 3D-applied
work allows the artist to look at the place and its surroundings
through VR glasses, while at the same time, it makes the domes
of the mosque visible along with the area where Hiinkar Mahfi-
li, which is behind the point where the artist looks at the work,
which is impossible to see in the painting.

It is hoped that the study will guide future studies in terms of
both analyzing multiple works in terms of method and technique
and bringing different perspectives to the works. 3D artworks
produced with 3D software can be used as course materials in
the art education process. In the courses for the study of art, a
different interpretation technique can be given to the instructors
and students, and in this way, the presentations can be enriched.
This richness can be integrated into art museums and offer differ-
ent experiences to those who visit the museum.

Peer-review: Externally peer-reviewed.

Author Contributions: Concept — AK, E.G.; Design — AK, E.G.; Supervi-
sion — AK, E.G.; Resources — AK, E.G.; Materials — AK, E.G.; Data Collec-
tion and/or Processing — AK, E.G.; Analysis and/or Interpretation - AK,,
E.G,; Literature Search — AK,, E.G.; Writing Manuscript - AK, E.G; Critical
Review — AK,, E.G.; Other - AK, E.G.

Declaration of Interests: The authors have no conflicts of interest to de-
clare.

Funding: The authors declared that this study has received no financial
support.

Hakem Degerlendirmesi: Dis bagimsiz.

Yazar Katkilare: Fikir — AK, EG,; Tasarim - AK, E.G.; Denetleme - AK,
E.G.; Kaynaklar — K, E.G.; Malzemeler — K, E.G.; Veri Toplanmasi ve/veya
islemesi - K., E.G.; Analiz ve/veya Yorum - K, E.G,; Literatiir Taramasi - .K.,
E.G.; Yazlyi Yazan - K., E.G,; Elestirel inceleme - .K,, EG.

Cikar Catismasi: Yazarlar gikar gatismasi bildirmemislerdir.

Finansal Destek: Yazarlar bu calisma icin finansal destek almadiklarini
beyan etmiglerdir.

References

Avcl, E. (2013). Dijital sanat baglaminda dijital teknolojilerin glizel sanatlar
egitimine entegrasyonu: bir eylem arastirmasi. PhD Thesis, Anadolu
University Institute of Educational Sciences.

Bingdl, M., & Bingdl, F. (2018). Bilimsel ve teknolojik gelismelerden ilham
alan sanatlar. Asos Journal, 64, 106-127. [Crossref]

Boliikoglu iz, H. (2002). Bilgi gaginda egitim fakiiltelerinde resim-is egiti-
minin genel bir degerlendirmesi. G.U. Journal of Gazi Education Fac-
ulty, 3(22), 247-259. [Crossref]

Boydas, N. (2007). Sanat Elestirisine Giris (2nd ed.). Glindlz Egitim ve
Yayincihk.

Bursa Vakiflar MidirlGgi Yesil Cami Restorasyon Projesi, (Date of Access:
1410.2021).

Bursa Directorate of Foundations Green Mosque Restoration Project,
(Date of Access: 14.10.2021).

Gizgen, G. (2007). Sanat Koprust Sirat Koprisu. Arkeoloji Sanat Yayinlari.

Ciracioglu, V., & Salderay, B. (2021). Dijital sanat egitimi uygulamalari ile
fizik tedaviye destek : Gazi Hastanesi 6rnegi. Journal of Art and De-
sign Studies, 2, 1-17.

Gokokumus, B. (2012). Dijital ortamda kdiltiir ve sanat. International Jour-
nal of New Trends in Arts, Sports & Science Education -2012, 1(3),
51-66.

Coskun, R. (2016). Teknolojinin olanaklarr ile degisen sanat alani. Anadolu
Universitesi Sanat & Tasarim Dergisi, 6(6), 76—89. [Crossref]


https://doi.org/10.16992/ASOS.14453
https://doi.org/DOI:10.17152/GEFD.13278
https://doi.org/10.20488/austd.22705

9

Demir, E. (2020). Osman Hamdi Bey’in Eserlerinde Mekan Analizi. Master
Thesis, Aydin University Graduate School of Education.

Demirsar, B. (1987). Osman Hamdi'nin Tablolarinda Gergekle iliskiler. Art
History Master Thesis, Istanbul University.

Derci, B. (2016, September 14). Kaplumbaga Terbiyecisi'nin Oykiisi. Bitin
Dinya. https://silo.tips/download/kaplumbaa-terbiyecisi-nin-yks
Eldem, E. (2009, May 1). Ressamlar, Kaplumbagalar, Tarihciler. Toplumsal
Tarih, 185, 20-30. https://www.academia.edu/7824479/Ressamlar_

Kaplumbagalar_Tarihgiler_

Eldem, E. (2019). Osman Hamdi Bey'in “Karanlik” Yillari (1871-1881). National
Palaces Journal of Art-History-Architecture. https://www.academia.
edu/41689852/ Osman_ Hamdi_Bey_in_ Karanlik_Yillari _1871_1881_

Ercan Guler Collection (Date of Access: 08.02.2022).

Ercan Guler Collection (Date of Access: 08.02.2022).

Ercan Gler Collection (Date of Access: 08.02.2022).

Ercan Guler Collection (Date of Access: 08.02.2022).

Ercan Guler Collection (Date of Access: 08.02.2022).

Ercan Gler Collection (Date of Access: 08.02.2022).

Ercan Guler Collection (Date of Access: 08.02.2022).

Ercan Guler Collection (Date of Access: 08.02.2022).

Ersdz Karakulakoglu, Selva Askeroglu, D. E. (2018). Dijitallesmenin Et-
kisinde Déniisen Sanat ve Kusaklar Uzerine Bir Calisma. Journal
of Communication Theory and Research, 47, 409-426. https://
app.trdizin.gov.tr/makale/TXpJNEQEY3INZz09/dijitallesmenin-et-
kisinde-donusen-sanat-ve-kusaklar-uzerine-bir-calisma

Franke, H. W. (1986). Computer graphics - Computer art. In The Visual
Computer (Second, Re, Vol. 2, Issue 3). Springer Berlin Heidelberg.
[Crossref]

Gurer, L. (1992). Gérsel Sanat Egitimi ve Mekan-Form. I.T.U. Faculty of Ar-
chitecture Print Workshop.

Hlnkar Mahfili Window Exterior View, Green Mosque Door, Bursa C.J.
Fettel Photograph 1870. https://bit.ly/3NZpivh  (Date of Access:
31.01.2022).

Metin, M. (2015). Kuramdan Uygulamaya Bilimsel Arastirma Yontemleri.
Pegem Akademi.

Osman Hamdi Bey, Viyana'da Sark kiyafetiyle, 1873. Edhem Eldem Collec-
tion, Journal of Social History Sayfa 23, (Date of Access: 31.01.2022).

Osman Hamdi Bey, The Tortoise Trainer, 1906, t.Uy.b., 222 cm x 122 cm,
1907, t.ly.b., 136 cm x 87 cm, https://bit.ly/36WEOTq (Date of Ac-
cess: 31.01.2022).

Ocvirk, O., Stinson, R., Wigg, P, Bone, R., Cayton, D., & Kuru Balkir, N. (2015).
Sanatin Temelleri: Teori ve Uygulama. Karakalem Kitabevi Yayinlari.

Ozkaplan, O. (2009). Glinimiiz Resim Sanati ve Teknoloji, Master Thesis,
Dokuz Eylul University Fine Arts Institute.

Ozniilter, A. (2014). Teknolojik Gelismelerin Modern Sanata Etkileri. Mas-
ter Thesis, Atatlirk University Social Sciences Institute.

Polat, E. (2019). Grafik Tasarimda Ug Boyutlu Modelleme: Reklam ve
Tanitim Gorsellerinde Kullanimi. Master Thesis, Anadolu University
Fine Arts Institute.

Renkgi Tastan, T. (2016). Ssnat, Dogda ve Teknoloji Ekseninde Sanatgilar ve
Yapitlar. Issue, 5, 169. [Crossref]

Saglamtimur Ozel, Z. (2010). Dijital sanat. Anadolu University Journal of
Social Sciences, 10(3), 213-238.

Seggie, F. N., & Bayyurt, Y. (Eds.). (2021). Nitel Arastirma Yontem, Teknik,
Analiz ve Yaklagimlari (3rd ed.).

Soydan, O. (2020). Sanat ve Tasarimda Bilgisayar Destekli Programlarin
Kullanimi. Master Thesis, Osmangazi University Institute of Social
Sciences.

Tanyildizi, B. (2008). Cagdas Resim Sanatinda Dijital gorintl Estetigi.
Master Thesis, Dokuz Eylul University Fine Arts Institute.

Tagkesen, S. (2017). 3D Modelleme Programlari ve Figiir imajlarinin Res-
im-Is Egitimi Anabilim Dali Ogrencilerinin Desen Dersi Basarilarina
ve Motivasyon Duzeylerine Etkisi. PhD Thesis, Gazi University Insti-
tute of Educational Sciences.

Ugurlu, H. (2008). Teknoloji Sanat iliskisi: Gliniimiizde Teknolojik Sanat-
larin Amaci. Journal of Social Sciences, 2(1), 247-262. [Crossref]
Zeytin, C. (2008). Sanat ve GCagdas Teknolojiler: Yonelimlerin Degerlendir-

ilmesi. Master Thesis, Anadolu University Institute of Social Sciences.

Art Time, 4(1): -9 doi: 10.5152/ArtTime.2023.1178886


https://doi.org/10.1007/BF01900322
https://doi.org/10.7816/idil-05-19-10
https://doi.org/10.12780/UUSBD27

