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Editorial (Issue 7)

Esteemed Readers,

The 7th issue of the Journal of Art Time, which is published by the Atatiurk University Faculty of Fine Atrts,
has been presented to the benefit of our readers. In this issue, we present you 4 research and 1 review article.
We would like to thank our editorial board for their diligent work, our referees for their invaluable input, and our
authors for sharing their insightful contributions with us. We hope you find this volume enriching and inspiring.

In the article entitled “Roy Andersson and the Lengthy-Long-Shot-Scene (LLSS) Technique of Filmmaking
- An Analytical Descriptive Study”, by Mustafa YOUSRY MATBOULY, the (LLSS) technique is discussed,
the results proved that filming using the (LLSS) technique should be linked to the nature of the depicted
event.

The work titled 'The Reproduction and Reinterpretation of Kandinsky's 'Yellow-Red-Blue' Painting' by Kemal
YURUMEZOGLU, Turan ENGINOGLU, Ekin BOZTAS, and Burcu Meral TEZEREN analyzes the results
obtained from the reproduction process of Kandinsky's work using the Cyan, Magenta, and Yellow primary
colors, a product of modern science. The study highlights the importance of potential interdisciplinary conne-
ctions between science and art.

The article titled “Spatial Communication on Exhibition and Exhibiton Design” by Tugcan GULER provides
information about the similarities and differences of exhibition and exhibition design and the choos experien-
ced. The article concludes that exhibition design can be effective and that its use for communication purposes
will be beneficial to humanity.

This paper by Diego BERNASCHINA delves into the artistic discourse around sign language and interp-
retation within the realm of poetic art. It seeks to address the complexities of human communication about
contemporary art, focusing on linguistic and non-linguistic integration to create inclusive artistic experiences.
In conclusion, much remains to be done to achieve a full contextual understanding of these works in the realm
of contemporary art remains a fundamental challenge.

Caner SENGUNALP and Savas SARIHAN's article titled "Convergence of Art and Technology in Cha-
racter and Space Design With Blender" aims to emphasize that Blender creates a space that combines art
and technology in the same environment by discussing its relationship with art. In addition, it is thought that
it can be used as a support program to help artists expand their imagination and horizons and in the process
of keeping up with the speed and transformation of the age.

Gulten GULTEPE
Editor in Chief



ATATURK
UNiVERSITESL
YAYINLARI
ATATURK
UNIVERSITY
PUBLICATIONS

Ee

Content of this journal is licen-
sed under a Creative Commons
Attribution-NonCommercial
4.0 International License.

Editsrden (Sayi 7)

Saygi deger okurlarimiz,

Atatirk Universitesi Guzel Sanatlar Fakiltesi binyesinde yayimi gerceklestirilen Journal of Art Time dergimi-
zin 7. Sayisi ile sizlerle birlikteyiz. Bu sayimizda siz degerli okuyucularimiza 4 arastirma ve 1inceleme makalesi
sunuyoruz. Makalelerin sireclerini ézenle strdiren dergi ekibimize, katkilarindan dolayr hakemlerimize ve
degerli calismalarini bizimle paylasan yazarlarimiza tesekkir ediyoruz.

Kemal YURUMEZOGLU, Turan ENGINOGLU, Ekin BOZTAS ve Burcu Meral TEZEREN'e ait "Kandinsk-
y'nin ‘Sari-Kirmizi-Mavi' Baslikli Tablosunun Reproduksiyonu ve Yeniden Yorumlanmasi" calismasi ile modern
bilimin 0ront Cyan, Magenta ve Sari boya ana renkleriyle, Kandinsky'nin eserinin réprodiksiyon strecinde
elde edilen sonuglar yorumlanmis, bilim ve sanat arasindaki potansiyel disiplinlerarasi baglantilarin énemi
ortaya konulmustur.

Mustafa YOUSRY MATBOULY" nin "Roy Andersson and The Longy-Long-Shot-Scene (LLSS) Technique
of Filmmaking - An Analytical Bescriptive Study" baslikli makalesinde (LLSS) teknigi tartisiliyor, sonuglar
(LLSS) teknigini kullanarak film ¢ekmenin momkon oldugunu kanithyor. LLSS) teknigi, tasvir edilen olayin
dogasiyla baglantili olmalidir.

Tugcan GULER'e ait “Sergi ve Sergileme Tasariminda Mekéansal Iletisim” baslikli makalede sergi ve sergileme
tasarimi eylemlerinin benzerlikleri ve farklliklari ile yasanan kaos hakkinda bilgi vermektedir. Makale, sergileme
tasariminin mekan, kisi ve konu dahilinde etkili olabilecedi ve iletisim amacl kullaniminin insanhgr yararina
olacadi sonu¢larina varmistir.

Diego BERNASCHINA' ya ait bu makale, siirsel sanat alaninda isaret dili ve yorumlama etrafindaki
sanatsal séylemi derinlemesine inceler. Caddas sanatla ilgili insan iletisiminin karmasikliklarini ele almay:
amaclar ve kapsayici sanatsal deneyimler yaratmak icin dilsel ve dilsel olmayan entegrasyona odaklanir.
Sonug olarak, caddas sanat alaninda bu eserlerin tam baglamsal anlasiimasini saglamak icin hala yapilacak
¢cok sey vardir ve by, temel bir zorluk olmaya devam etmektedir.

Caner SENGUNALP ve Savas SARIHAN'n " Convergence of Art and Technology in Character and
Space Design With Blender" baslikl makalesi, Blender'in sanatla iliskisini ele alarak sanati ve teknolojiyi ayni
ortamda birlestiren bir alan yarattigini vurgulamay hedeflemektedir. Bununla birlikte sanatcilarin hayal guc-
lerini ve ufuklarini genisletmesine, cadin hizina ve dénistmine ayak uydurma sirecinde yardimel bir destek
program olarak kullanilabilecedi dosuntlmektedir.

Gulten GULTEPE
Bas Editor
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Roy Andersson and The Lengthy-Shot-
Scene (LLSS) Technique of Filmmaking
"An Analytical Descriptive Study”

Roy Andersson ve Film Yapiminda Uzun Cekim-
Sahne (LLSS) Teknigi “Analitik Betimsel Calisma”

ABSTRACT

Since cinema was transformed into a creation medium able to express the  film director’s vi-
sion and philosophy, rules for employing different shot sizes in presenting the story and exploring
scenes components were founded. The long shot size had been merited with its ability to present
facts and reality without interfering. It was used ever since to establish the location of every film
scene, and only few filmmakers managed to creatively employ the long shot in the formulation of
visual texts. One of those creative filmmakers is the Swedish director “Roy Andersson” with his
Lengthy-Long-Shot-Scene (LLSS) cinematic technique, i.e. the technique of using only one single
lengthy long shot in shooting the film scene.. Through an analytical descriptive methodology, this
study attempted to study Roy Andersson’s unique Lengthy- Long-Shot-Scene (LLSS) technique
of filmmaking, and looked at the ability of such technique in enriching the film language. Research
results emphasized that we cannot limit the film industry and define it in a specific template! In
cinema, there is a wide field for creativity that is not limited by borders, and there are multiple
film methods, whether through regular well-established conventions or through new experimental
methodologies like the (LLSS) style.

Keywords: Roy Andersson, cinema, filmmaking, film language, long Shot

6z

Sinema, film yonetmeninin vizyonunu ve felsefesini ifade edebilen bir yaratma aracina dénistigin-
den, hikayenin sunumunda farkli cekim boyutlarinin kullanilmasi ve sahne bilesenlerinin kesfedilme-
si igin kurallar belirlenmistir. Uzun ¢ekim boyutu, olgulari ve gergekligi miidahale olmaksizin sunma
becerisiyle 6ne gikmaktaydi. Cok uzun zamandir her bir film sahnesinin yerini belirlemek igin kullani-
liyordu ve yalnizca birkag film yapimcisi uzun ¢ekimi gorsel metinlerin olusturulmasinda yaratici bir
sekilde kullanmayi basardi. Bu yaratici film yapimcilarindan biri de, Uzun Cekim-Sahne (LLSS) sinema
teknigiyle, yani film sahnesinin gekiminde yalnizca tek bir uzun gcekim kullanma teknigiyle isvegli yo-
netmen “Roy Andersson’dur.. Bu galismada, analitik betimsel bir yéntemle, Roy Andersson'un 6zgiin
Uzun Cekim-Sahne (LLSS) film yapim teknigi incelenmeye ¢alisiimis ve bu teknigdin film dilini zengin-
lestirme konusundaki kabiliyeti arastirilmistir. Arastirma sonuglari, film sektortind sinirlandiramaya-
cagimizi ve belirli bir sablon iginde tanimlayamayacagimizi vurgulamistir! Sinemada, sinirlarla kisit-
lanmayan genis bir yaraticilik alani bulunmaktadir ve ister yerlesmis gelenekler yoluyla ister (LLSS)
tarzi gibi yeni deneysel yontemlerle olsun, birden fazla film yéntemi mevcuttur.

Anahtar Kelimeler: Roy Andersson, sinema, film yapimi, film dili, uzun ¢gekim

Introduction

Research Purpose/Rationale - Swedish Director “Roy Andersson” and the Importance of Studying
his Style of Filmmaking

To a great extent, there is mostly an agreement among filmmakers on the implications of using differ-
ent shot sizes, i.e. each shot size has a specific function and/or a known meaning... However, cinematic
art, like all other art genres, should not be bounded by any restrictions that limit its expressive and
aesthetic potential. Therefore, many film schools emerged that called for liberation of the cinematic
language from rigid conventions, as such today’s filmmakers are using multiple methods in creating
the visual language of their films. Specifically speaking, European cinema has been distinguished for
many decades by presenting cinematic models different from the usual “American/Hollywood” cine-
matic conventions (Burch, 1981).
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And among the most important examples of this are the artworks
of great directors such as Antonioni, Fellini, Godard and many
others who left their clear marks on the world of cinema. In this
context, perhaps the most inventive Swedish film director is “Roy
Andersson”.

Roy Andersson, who was born in 1943, became known in the world
of cinema since the beginning of 1970, when his first feature film
“A Swedish Love Story” was shown in Berlin Film Festival. Then he
presented his second feature film “Giliap” in 1975, which was not
that successful. This forced Andersson to stop producing feature
films for approximately 25 years, during which he devoted himself
to directing commercials, until he completed his most famous
film, “Songs from the Second Floor,” which won the “Special Jury
Prize” of Cannes Film Festival in 2000, and “You, the Living”, which
won the “Palme d’Or Prize” of Cannes Film Festival as well in 2007.
In 2014, his film “A Pigeon Sat on a Branch Reflecting on Exis-
tence” won the “Golden Lion Award” of Venice Film Festival. That
success of Andersson’s films made him one of the most import-
ant directors of Swedish and international cinema alike.. Roy An-
dersson’s style of flmmaking relies mainly on using the long shot
size, as such his films are very similar to paintings that are full of
details and contain visual depth. Unlike other filmmakers, Anders-
son does not divide the scene into shots, instead a single shot for
him equals a scene and the filmis actually agroup of lengthy long
shots! That visual concept is clearly evident in almost all Anders-
son’s films, as they are built up of continuous lengthy long shots,
cinematographed with static camera and a wide-angle lens, and
perform as scenes in their own. This unique style of filmmaking
Andersson follows is known as the “Tableaux Shots” style or the
“Lengthy-Long-Shot-Scene — LLSS” technique (Peth6, 2015 -
Yang, 2017 — Hanke, 2019).

Research Framework

This study follows a conceptual framework in order to organize
the data, define the concepts, explain the examined phenome-
na and develop meaningful conclusions.

Research Problem &Questions

Swedish film director Roy Andersson relies exclusively on using
the long shot in storytelling and considers it the solo basic unit of
dramatic construction! This has been repeated in all Andersson’s
films (Lindqvist, 2010), hence he actually proposes a new cine-
matic language challenges that well-established one, and leaves
us unsure of what we have in hand of rules and traditions in front
of a crucial dilemma affects the form of the cinematic medium as
we know it.. Motivated by such a research problem, this study will
attempt to find the answers for the following four research ques-
tions:

1) Is using the Lengthy-Long-Shot-Scene (LLSS) technique in
the visual presentation of film narrative, in contrast to tradi-
tional cinematic language conventions, a trend? Or a fresh,
experimental look that showcases a creative visual approach?

2) Is there a connection between reliance primarily on using
the Lengthy-Long- Shot-Scene (LLSS) technique and film

genre (whether it is black comedy, melodrama, romantic, sci-
ence fiction, etc.)?

3) How does the film’s visual content get supported by the
Lengthy-Long-Shot- Scene (LLSS) strategy used in cinematic
narrative?

4) How does the use of the Lengthy-Long-Shot-Scene (LLSS)
technique emphasize the audience’s involvement in the film
narrative?

Research Goal

This research aims to study the notion of relying mainly on the
Lengthy-Long- Shot-Scene (LLSS) technique in filmmaking, and
the possibility of such a notion to become an artistic style enrich-
ing the cinematic language.

Research Methodology

To analyze Roy Andersson’s filmmaking style and respond to the
raised research issues, a descriptive analytical approach is used
to carefully reexamine the accepted conventions of the cinemat-
ic language. The rational  of employing a descriptive analytics
methodology here is the fact that it is the best technique to
describe an event or a phenomenon, and to help in providing a
base to track trends. A series of integrated research methods are
included in that technique. As such, this study will analyze a few
samples from Roy Andersson’s films to illustrate the benefits of
applying the Lengthy-Long-

Shot-Scene (LLSS) technique and its consequences for filmmak-
ing. In addition, a questionnaire survey will be conducted among
filmmakers to see whetherthe LLSS technique can be widely used
to create the visual text of a cinematic film, and whether this is
accepted or not.

Different Shot Sizes

During the first years of cinema, the use of long shots in filmmak-
ing was very common, i.e. almost all films produced during that
period were short tales shot using only long shots! That was, in
some way, the basis of cinema at that time. Afterwards, flmmak-
ers sought to move cinema from its simple purpose of narrating
a simple event that belongs to one time and place, to a medi-
um able to achieve an intellectual communication relationship
between the film and the audience. In other words, filmmakers
wanted to provide cinema with the ability to record specific parts
of reality and to deal with space and time selectively to tell the
story in the best way by organizing a group of shots and scenes,
which together build the cinematic narrative. That was first real-
ized by the famous American director “David Wark Griffith” in his
1915 masterpiece “Birth of a Nation”, in which he used for the first
time the technique of dividing each cinematic scene into a group
of shots. This enabled Griffith to direct the audience’s emotions,
and to choose specific details for the audience to see at a specific
moment. Thus, by breaking the constant distance between the
camera and the actor/event Griffith made an important addition
to cinema, and prefigured a new stage in the development of the
cinematic medium (Brewster and Lea, 1987).



Image 1.
A still from the “Birth ofa Nation” movie, directed by Griffith in 1915

From then up to now, the shot was recognized as the structural
unit in ilmmaking, and the raw material that can be arranged and
organized to create a specific desired result. In addition to other
cinematic elements, through which the director’s expressive and
aesthetic vision is achieved, changing the shot size can express
varied meanings to the audience that go beyond direct spatial
meanings. Each shot size has an expressive function, and just
as the poet uses words to create a new perception of reality, the
film director uses shot sizes to reveal multiple levels of meaning.
Today, the audience are aware of the intention behind employing
each shot size, and how different shot sizes could be linked and
used together to convey psychological, dramatic and aesthet-
ic meanings, within what are known as the cinematic language
conventions, which are conventions accepted by both filmmakers
and audience (Bordwell, 1997).

The Long Shot Realistic Implications

In a series of cinematic essays published by the late French film
theorist “Andre Bazin” during 1940s and 1950s assessing the
power of directors whose films do not employ complex cinemat-
ic techniques but are in the same time interesting to watch, Ba-
zin described them as “realist directors”. He further claimed that
cinema, unlike other arts, should provide images of reality with
minimal human intervention. As such, Bazin admired cinematic
artists like “Robert Flaherty”, “Jean Renoir”, and “Robert Orsolini’,
as their films reflect that sense of reality. For Bazin, the long shot
is actually the essence of such reality, as besides its potential ca-
pabilities of displaying actors’ action and movement within the
frame, the long shot constitutes one of the important shot sizes
in presenting the intellectual content of the image (Bazin,1967
and 1997 — Arnaud, 2011).

For example, Bazin pointed to Robert Flaherty’s 1922 documen-
tary film about Eskimo culture entitled “Nanook of the North”, in
which the main character, i.e. Nanook, hunts a seal. To provide a
powerful and convincing recording of this event, Bazin empha-
sized that Flaherty had to show Nanook, and the seal together in
the same frame, during the entire hunting process, in one long
shot without editing (Image No. 2), and that if Flaherty broke up
or divide the scene into many short shots, the scene would lack
credibility and the viewer might doubt that the event was fake.

Thus, by depicting the entire event of Nanook’s seal hunting in
one long shot, Flaherty not only makes the scene more be-
lievable, but also presents the event in its real time, thus creating
dramatic tension that editing would have destroyed (Joret, 2019).

Image 2.
Stills from “hunting the seal” scene — Nanook of the North, 1922

Obviously, Bazin favored mise-en-scéne over editing when rely-
ing on long shots as the basis of cinematic narrative. Bazin’s view
was to keep editing to a minimum, as mise-en-scene emphasizes
multiple layers and depth of meaning, while editing just pushes
visual information to us! Mise-en-scene in Bazin’s view is more
objective than editing, which seems subjective and interpretive.
Mise-en-scéne encourages the audience’s participation in the
cinematic event, and aesthetically emphasizes freedom and mul-
tiple choices, while editing suggests much less predictability..
However, it should be stated that Andre Bazin was fully aware that
cinema, like all other genres of art, includes a certain amount of
ability to select, organize and interpret reality. He was aware that
medium shots along with close-up ones are needed to deepen
the drama of the story, and to emphasize what would not be no-
ticed if presented within long shots. In brief, Bazin did not want
cinema to return to the days before Griffith! He just believed that
editing is not the only way for achieving artistic cinema (Cardullo,
1997).



Roy Andersson, Painting and the Lengthy-Long-Shot-Scene
“LLSS” Technique

Through the financial earnings he achieved from his work in the
advertising industry, which lasted for 25 years, Andersson was
able to establish his own film production company in Stockholm,
under the name “Studio 24", which allowed him freedom and in-
dependence in filmmaking without paying regard to gaining prof-
its. For example, Roy Andersson’s “Songs from the Second Floor
- 2000, “You, the Living — 2007” and “A Pigeon Sat on a Branch
Reflecting on Existence — 2014” are three parts of a trilogy talks
about people and life. Its theme is diving deep into the question
that troubles man about his existence, especially when he finds
himself insignificant in the face of life’s obstacles! Anyway, and for
both advertising and filmmaking, Roy Andersson works according
to his conventions, following his own unique cinematic language
(Brunow, 2010 - Tucan, 2016 — Chinita, 2018 — Afonso, 2021):

- Just as he does in his films, and during the period he spent in
world of advertising, Andersson used to depict the advertise-
ment with a lengthy long shot that lasts the entire duration of
the advertisement.

- Inboth his films and advertisements, we note representations
of faded colors and characters that move around the frame
in fatigue, boredom, and constant rejection through speeches
that lead nowhere, and events erase each other without con-
nection!

- The depthintheimage is what Andersson depends on to draw
his cinematic scenes; he always resorts to it to compensate
for his seldom use of editing and his decision of not moving
the camera at all. Therefore, Andersson uses the extended
depth of field technique to reveal the properties of the place
and investigate it within the image space in a way that suits
the dramatic context of the events.

- He distributes the composition points according to the pre-
sented events themselves, so we see his composition ele-
ments distributed between the foreground of the image, its
midground, and its far deep background.

- He sometimes resorts to sound effects of subjects and ob-
jects that are supposed to exist out of the frame, just to am-
plify and extend the levels of depth in the image and thus ac-
tivate the viewer’s role and involve him in the production of
meaning.

- As Andersson always presents a complete scene without ed-
iting, and to achieve honesty, filming such scene requires a lot
of retakes, time, and financial cost.

Roy Andersson believes that his method of filming lengthy long-
shot-scenes with static camera without interruption gives him
the freedom to create attractive compositions, and links his films
to artistic paintings. He believes that the history of art is full of
beautiful and expressive artistic paintings. And although they are
static paintings, they are full of life. He thinks that the viewer uses
a lot of time contemplating the painting, and he also wants the
viewer to contemplate his artwork in the same way they contem-
plate a painting.

Andersson states: “/ photograph the shot as a complete painting,

thus giving the viewer enough time to contemplate the scene.
This method that | use in photography is something | cannot ob-
tain through the normal narrative method.” (Allon, 2001 — Anders-
son, 2010 -Yang, 2013) (Image No. 3)




Image 3. Roy Andersson and the Lengthy-Long-Shot-Scene “LLSS”

Technique

Examples of Roy Andersson’s Shot-Scenes — An Analysis

In one shot-scene from the movie “Songs from the Second Floor”,
which is the shot-scene starts at 01:16:52, and shows a large
group of people gathered inside a bar, the depth levels are distrib-

uted between the foreground of the frame, where we see awoman
on the right side trying hard to get up from the floor and stand, af-
ter she lost her balance and fell from the chair. Directly behind her
sits an elderly man speaking incomprehensible words, directing
his conversation to another person outside the frame, we hear his
answers but we do not actually see him. In the midground, other
groups of people are distributed at tables talking to each other,
and in the background we see another group of people sitting at
a large table, singing a group of incomprehensible songs (Image
No. 4). As such this shot-scene contains multiple levels of depth,
distributed between the front of the frame from the right and left,
its middle, and its far depth, in addition to what is located at the
sides of the frame and what extends outside them, and what sud-
denly appears in the frame.

Image 4.
The bar scene from the movie “Songs from the Second Floor”

In another shot-scene from the same movie, which is the shot-
scene starts at 38:22, and its events take place inside and outside
a taxi at the same time, the viewer’s attention is divided between
what is happening inside the taxi and what is happening outside it.
In other words, the viewer changes his angle of view between the
conversation taking place inside the taxi (between the taxi driver
and the officer) and the severe crowding happening outside (Im-
age No. b). That requires the viewer to move between the depth
of the frame in the back, and the front of the frame, which makes
the viewer always in a state of anticipation for what will happen.



So now I'm actually quite pleased:s
with what |'ve written.

Image 5.
The taxi scene from the movie “Songs from the Second Floor”

In one of the shot-scenes from the movie (You, the Living), which
starts at 16:40, and its events take place in the early morning,
where a group of people get off a train on their way to work, as
fog surrounds the place, the dense fog that we see in the frame
gives the place a wide and infinite depth, and the sound effects,
music, and movement of people contribute to creating an atten-
tion-grabbing composition (Image No. 6). The composition points
are distributed between the front of the frame, where people exit
the train, and the midground and background of the frame, and
(the sound of the train alarm bell) contributes in increasing the
sense of depth and amplifying it, Andersson here uses sound as
an additional effect that contributes to expanding the depth in
the image.

Image 6.
The train scene from the movie “You, the Living”

When we move to the immediately following shot-scene, which
starts at 17:17, we see a construction worker talking about the

dream he had last night, directing his speech to the camera. We
also recognize that this shot- scene is an extension of the previ-
ous shot-scene in terms of the density of the fog that envelops
the place. In this shot-scene, Andersson divides depth into a
group of levels. The first level is the distance between the con-
struction worker and the camera, the second is the level that fol-
lows the construction worker, where we see a group of passers-by
crossing the frame horizontally, and the third level is what is lo-
cated behind the large glass windows in the depth of  the frame.
The audience is gradually getting involved in the event as he tries
to find the relationship between what the construction worker is
saying to the camera and what is happening in the space behind
it (Image No. 7)

Image 7.

The construction worker scene from the movie “You, the Living”

The researcher believes that Roy Andersson, by working in this
way, aims to involve the viewer in the event, not only through sen-
sory participation, but also to involve the viewer’s imagination in
filling the hidden spaces in the visual narrative. Thus, the viewer
becomes a participant in the production of meaning by deepen-
ing the connection between him and the cinematic image, and
this results in adding other aesthetics to the cinematic image
through depth and focus.

Abandonment of Editing in Roy Andersson’s Films

Another distinctive feature of Roy Andersson’s style is the aban-
donment of editing in his films, as those films only include scenes
filmed with static long shots, most of which are without cuts. Ac-
tually, and as previously mentioned, most of the advertisements
Andersson directed were shot following exactly the same tech-
nigue of using only one long shot without editing! Contrary to the
established convention of using editing to generate the desired
dramatic effect inside the viewer, Roy Andersson follows his own
way in creating a unique visual language by ignoring editing and
depending mainly on using the Lengthy-Long-Shot-Scene (LLSS)
technique. He does not want to lead the viewer through editing
and suggest visual solutions to him as is done in the traditional
method of filmmaking, but on the contrary, Andersson allows the
viewers to choose freely which part/level within the frame they are
welling to focus on, just as what happens in their lived daily real-
ity. To some extent, the viewers in this way, turn to be filmmak-
ers themselves, able to select for themselves what to watch from



each shot-scene (Zwick, 2008 - Vishnevestsky, 2009).

In an interview with Swedish TV Channel 4, Andersson talks about
editing in his films saying (Anderson, 2014): “/ do not want to save
the scene through editing. | do not want that. Everything must be
achieved through the long shot”. He adds: “We must let the shot
speak for itself, and leave the audience the freedom to choose the
important sections and joints through his contemplation of the
shot.” Through his use of the long shot, and his work on its con-
tent by presenting multiple levels of meaning within the scene,
Roy Andersson actually reinforces cinema theorist Andre Bazin's
view of rejection of editing as a form of organizing visual lan-
guage; Bazin proposes the shot- scene technique, i.e. filming in
depth, as an alternative to traditional editing, and believes that
a director who exaggerates interference in his material through
editing imposes a simplified interpretation on the complex rich-
ness of the real cinematic world. However, Andersson uses edit-
ing sometimes, but to a minimum. For example, in his film “Songs
from the Second Floor”, and throughout the duration of the film,
there is only one scene consisting of two shots (which are in fact
two scenes whose events take place in two different places: part
of the event is internal, located in a bedroom, and the other part
is external, located in a street. In the two scenes, which concern a
man whose wife has thrown him out of the house, and at minute
(24:25) of the film, the director cuts from the outside to the inside,
from a very wide long shot of the street, to a long shot inside the
bedroom, using sound as a background. Also, in his film “You, the
Living”, there are only two scenes in which Andersson used cuts.
The first scene is of a teacher inside a classroom, which starts
from at 12:36, where she was filmed crying in front of her students
inside the classroom and then outside the classroom. This scene
was filmed in two shots (Hanich, 2014 — Ratner, 2015 - Lindqyvist,
2016) (Image No. 8

In another scene from the same film “You, the Living”, which shows
the heroine’s dream and her marriage to the hero, and specifical-
ly at 01:14:42, the director cuts from inside the house, where we
see both the hero and heroine greeting a group of people cele-
brating their marriage, to the outside where we see them and the
celebrants together in another long shot from the opposite angle
(Image No. 9).

Image 8:
The teacher’s crying scene from the movie “You, the Living”

Image 9.
The wedding celebration scene from the movie “You, the Living”

The Questionnaire Survey

Besides the descriptive analytical study of selected samples from
Roy Andersson’s films, the researcher conducted a field study (i.e.
a questionnaire survey). That questionnaire survey aimed to mea-
sure the opinions of distinguished samples of Egyptian academic
professors, scholars, graduate students, experts and specialists
in cinema regarding the possibility and acceptance of using the
Lengthy-Long-Shot-Scene (LLSS) technique in creating the visu-
al text of the cinematic film.. First, a pilot questionnaire form
was designed, and directed to a group of academic professors
from various cinematic specializations for arbitration and verifica-
tion, then the final questionnaire form was formed and approved.
The questionnaire form contained a set of questions divided into
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two categories. The first category focused on investigating the
(LLSS) technique role in constructing the visual language of the
cinematic film (Table No. 1), while the second category focused on
examining the dramatic usage of the (LLSS) technique, and the
extent to which it could be successfully employed in each film
genre (Table No. 2). The number of filled-in questionnaire forms
collected by the researcher at the end reached 52 forms.

Table 1.
The First Questions Category in the Questionnaire Form
Statement Participant’s Opinion
[0
@ 9]
2 ol ol
2181|528
> 5| 2 | © >
S|<lelg|l2]2
= T
= ) 3
°
S1- The (LLSS) technique can be relied upon
to build and establish the film visual language.
S2- Usage of the (LLSS) technique supports
presenting the film story.
S3- Usage of the (LLSS) technique emphasiz-
es the audience’s involvement in the course
of visual narrative and film content.
S4- Usage of the (LLSS) technique is against
cinematic language conventions.
S5- There is a relationship between film genre
(e.g., comedy, melodrama, romance, epic, his-
torical, action, black comedy, science fiction,
etc.) and reliance on the (LLSS) technique in
creating the film visual language.
Any other comments:
Table 2.
The Second Questions Category in the Questionnaire For
Question Film Genres
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Q1: In terms of narrative de-
velopment, the usage of the
(LLSS) technique could be
successful in which film genre?

Q2: In terms of linking cine-
matic reality with actual re-
ality, the usage of the (LLSS)
technique could be successful
in which film genre?

Q3: In terms of building and
establishing the film visu-
al language, the usage of
the (LLSS) technique could
be successful in which film
genre?

Any other comments:

Questionnaire Quantitative Results

The quantitative results of the first questions category in the
questionnaire survey are as following:

Participant’s [ S1 | S2 | S3 | S4 | S5 Agree Disagree Neutral
Opinion Total Total Total
[} (o} [}
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Totally Agree 16 14 13 15 23
Agree 7 8 9 7 "
Slightly Agree 16 14 15 12 16 = = <
|88 I N ]
Disagree 6 8 7 10 2 A & )
Totally Dis- 5 7 6 5 o]
agree
Neutral 2 1 2 3 ¢}
Total 52 | 52 | 52 | 52 52 Total Number: 52 x 5 = 260
Total Percentage: 100%
Table 3:

Quantitative Results of The First Questions Category

It is clear from table 3 that participants’ responses about the
(LLSS) technique role in constructing the visual language of the
cinematic film are as following: Total approval rate was 75.38%
out of the whole sample, the percentage of rejection was 21.54%,
and there was a total of 8 participants who had no opinion, which
makes a percentage of 3.08% (Chart 1).

The (LLSS) Technique Role in Constructing the

Visual Language of the Cinematic Film
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Chart1.

Quantitative Results of The First Questions Category

DO Total of Those Disagree

The quantitative results of the second questions category in the
questionnaire survey are as following:

Using of the (LLSS) Technique in | Sum from Q1,2and 3 Ranking
Each Film Genre
Number Percentage

Action movies 18 11.54% 4

Science Fiction Movies 19 1217% 3

Black Comedy Movies 6 3.84% 9

Comedy Movies 15 9.62% 5

Melodrama Movies 1 7.05% 8

Romantic Movies 15 9.62% 5




Historical Movies 37 2372% 1
Horror Movies 13 8.34% 7
Epic movies 22 141% 2
Total 52x3= 100%
156
Table 4.

Quantitative Results of The Second Questions Category

Itis clear from table 4 that participants’ responses about the dra-
matic usage of the (LLSS) technique, and the extent to which it
could be successfully employed in each film genre, are as follow-
ing: Historical films came in the first place with a percentage of
23.72%, followed by epic films with a percentage  of 14.1%, then
in the third place were science fiction films with a percentage
of 1217%, and at the end of the ranking came black comedy films
with a percentage of 3.84% (Chart 2).
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Chart 2.
Quantitative Results of The Second Questions Category

Discussion & Findings Evaluation

The background review for the current study served as a helpful re-
minder that movies create their own settings by breaking up their
scenes into shots. By using multiple camera angles and moving
toward or away from the subjects being shown, this technique
of capturing the scenes produces a sense of diversity through a
variety of points of view. As a result, the movie employs a novel
storytelling technique that gives the events more dramatic depth
and gives the viewer a more comprehensive knowledge due to the
variety of perspectives it takes on the subject matter. Meanwhile,
and afteranalyzing samples of Andersson’s work and the results of
the questionnaire survey, it became evident that Roy Andersson’s
use of the Lengthy-Long-Shot-Scene (LLSS) technique to create
his films’ visual language and process cinematic text, rather than
adhering to strict cinematic conventions, is what really sets him
apart from other motion pictures directors. The conducted sur-
vey study, in its first section (i.e., the “LLSS” technique role in con-
structing the visual language of the cinematic film) proved that
there is good acceptance of using the (LLSS) technique, with
a rate reaching 75.38% of flmmaking experts and specialists’
opinions. However, there is also a percentage, reaching 21.54% of
the respondents’ opinions, which was against the use of the (LLSS)
technique, as it could damage the established cinematic conven-
tions. The generated results through the second section of the
survey, which investigated the film genres best suit the applica-

tion of the (LLSS) technique
linking cinematic reality with actual reality and establishing the
film visual language, identified that both historical and epic films
occupied the first ranks, with a percentage of 23.72% for historical
films and 14.1% for epic films. On the contrary, comedy films and
black comedy films ranked at the bottom, with percentages rang-
ing between 9.62% for comedies and 3.84% for black comedies.
This result was striking, as traditionally speaking the use of long
shot is widespread in both comedy and black comedy films, e.g.
the films of Charlie Chaplin and all sitcom shows. Therefore, such
opinions of experts and specialists supporting the usage of the
(LLSS) technique in epic and historical films, and not in comedy
or black comedy ones, represent a kind of change in the thoughts
and taste of both experts and viewers.

in terms of narrative development,

Conclusions and Recommendations

In addition to the survey results, the background review and the

analysis of the chosen Roy Andersson’s films examples provid-

ed us with a number of insightful insights and suggestions, the
most significant of which could be summed up as follows:

- Filmmakers had always sought ways to move the film from its
simple goal of narrating a simple event belonging to one time
and place, to the attempt of achieving an intellectual commu-
nication relationship between the film and its audience. This
actually comes through experimenting with new and diverse
cinematic presentation methods; one of those methods is
Roy Andersson’s Lengthy-Long-Shot-Scene (LLSS) technique
in filmmaking.

- We cannot limit the film industry and define it in a specific
template. In cinema, there is a wide field for creativity that is
not limited by borders, and there are multiple film methods,
whether through the Lengthy- Long-Shot-Scene (LLSS) tech-
nique, or through the traditional way of dividing the scene into
a group of shots, or even by combining the two methods to-
getherin the same film.

- In order to achieve best narrative development, linking cine-
matic reality with actual reality and establishing the film visual
language, filming using the Lengthy-Long-Shot-Scene (LLSS)
technique should be linked to the nature of the depicted
event, with regard to action, camera movement and editing
as well.

Endnote

In sum, and according to what was revealed by the results of both
the descriptive analytical study of Roy Andersson’s films and the
questionnaire survey, it could be stated that Roy Andersson’s
Lengthy-Long-Shot-Scene (LLSS) technique in processing the
film visual text is a distinctive style of ilmmaking, but it remains
his own unique style that may not be successfully reproduced or
generalized widely, i.e. the (LLSS) technique may not be widely ac-
cepted among viewers nor be generalized to all film genres.
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Yapilandiriimis Ozet
Arka plan

Sinema, yonetmenin vizyonunu ve felsefesini ifade edebilecek bir yaratim ortamina donustirtldiginden, hikayenin sunumunda ve
sahne bilesenlerinin arastiriimasinda farkl gekim boyutlarinin kullanilmasina yonelik kurallar olusturuldu. Uzak gekim boyutu, gercekleri
ve gergekligi midahale etmeden sunma yetenegiyle hak edilmisti. O zamandan beri her film sahnesinin yerini belirlemek igin kullanildi
ve yalnizca birkag film yapimcisi gérsel metinlerin formilasyonunda genis plani yaratici bir sekilde kullanmayi basardi. Bu yaratici film
yapimcilarindan biri de (LLSS) sinema teknigini, yani film sahnesini gekerken yalnizca tek bir uzun plan kullanma teknigini kullanan isvegli
yonetmen “Roy Andersson”dur.

Arastirma Problemi ve Sorulari

isvegli film yénetmeni Roy Andersson, kokli bir sinema dili miicadelesi 6neriyor ve bizi elimizdeki kurallar ve gelenekler konusunda
kararsiz birakiyor. Boyle bir arastirma probleminden yola ¢ikan bu ¢aligma, bu sorunun cevabini bulmaya calisti. Asagidaki arastirma
sorularinayanitlar:

1) Film anlatisinin gorsel sunumunda (LLSS) tekniginin kullaniimasi, geleneksel sinema dili geleneklerinin aksine bir trend midir? Yoksa
yaratici bir gorsel yaklagim sergileyen yeni, deneysel bir goriiniim mu?

2) Oncelikle (LLSS) tekniginin kullanimina glivenmek ile film tiirii (kara komedi, melodram, romantik, bilim kurgu vb.) arasinda bir baglant
var mi?

3) Filmin gorsel igerigi sinematik anlatimda kullanilan (LLSS) stratejisiyle nasil destekleniyor?
4) (LLSS) tekniginin kullanimi izleyicinin film anlatisina katilimini nasil vurgulamaktadir?
Arastirma Metodolojisi

Roy Andersson'un film yapim tarzini analiz etmek ve ortaya ¢ikan arastirma sorunlarina yanit vermek igin, sinema dilinin kabul edilen
kurallarini dikkatle yeniden incelemek lzere tanimlayici analitik bir yaklagim kullanildi. ilk olarak galisma, (LLSS) teknigini uygulamanin
faydalarini ve bunun film yapimindaki sonuglarini gdstermek igin Roy Andersson'un filmlerinden birkag drnedi analiz etti. Daha sonra,
sinema filminin gorsel metninin olusturulmasinda (LLSS) tekniginin kullanilmasinin olanagi ve kabuline iligkin film yapimcilari arasinda
bir anket galismasi yapilmistir.

Tartisma ve Bulgular Dederlendirmesi

Roy Andersson'un galigmalarindan ornekler ve anket arastirmasinin sonuglari analiz edildikten sonra, Andersson'un filmlerinin gorsel
dilini olusturmak ve sinematik metni islemek icin kati sinematik kurallara bagli kalmak yerine (LLSS) teknigini kullandi§i ortaya ¢ikti.
Onu diger sinema yonetmenlerinden ayiran sey aslinda budur. Yapilan anket ¢alismasi, ilk boliminde (yani sinema filminin gorsel dilinin
insasinda “LLSS” tekniginin rold), (LLSS) tekniginin kullaniminin iyi bir kabul gordigini ancak bir ylizdesinin de oldugunu kanitlamistir.
Bu, yerlesik sinema geleneklerine zarar verebilecegi igin (LLSS) tekniginin kullanimina karsiydi. Anlati gelisimi, sinemasal gercekligi
gercek gerceklikle iligkilendirme ve filmin gorsel dilini olusturma agisindan (LLSS) tekniginin uygulanmasina en uygun film tdrlerini
arastiran anketin ikinci bolimiinden elde edilen sonuglar, hem tarihsel hem de tarihsel epik filmler ilk siralarda yer aldi. Tam tersine
komedi filmleri ve kara komedi filmleri ise son siralarda yer aliyor. Bu sonug ¢arpiciydi glinkl geleneksel olarak uzak ¢ekim kullanimi hem
komedi hem de kara komedi filmlerinde yaygind.

Sonuglar ve Oneriler

Anket sonuglarina ek olarak, Roy Andersson'un segilen film 6rneklerinin arka plan incelemesi ve analizi bize bir dizi anlayisli vizyon ve
oneri sagladi; bunlardan en dnemlileri su sekilde 6zetlenebilir:

- Film sektorlni sinirlayip belirli bir sablona gore tanimlayamayiz. Sinemada yaraticilik igin sinirlarla sinirli olmayan genis bir alan vardir 6
ve ister (LLSS) teknigiolsun, isterse sahneyi bir grup gekime bolmenin geleneksel yolu olsun, hatta iki yontemin ayni filmde birlestiriimesi.

- Eniyi anlati gelisimini elde etmek, sinemasal gergekligi gercek gergeklikle iliskilendirmek ve filmin gorsel dilini olusturmak igin, (LLSS)
teknigini kullanarak film gekmek, aksiyon, kamera hareketi ve kurgu agisindan tasvir edilen olayin dogasiyla iligkilendirilmelidir. Peki.

Ozetle, Roy Andersson'un (LLSS) filmin gérsel metnini isleme tekniginin film yapiminin kendine 6zgii bir tarzi oldugu, ancak basaril bir
sekilde yeniden uretilemeyebilecek veya genis capta genellestirilemeyebilecek kendine 6zgi bir stil olarak kaldigi (LLSS) teknigi oldugu
sdylenebilir. izleyiciler arasinda genis capta kabul gérmeyebilir veya tiim film tiirlerine genellenemeyebilir.
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The Reproduction and
Reinterpretation of Kandinsky's
‘Yellow-Red-Blue' Painting

Kandinsky’nin ‘Sari-Kirmizi-Mavi’ Baslikli
Tablosunun Reproduksiyonu ve Yeniden
Yorumlanmasi

ABSTRACT

This article examines the interdisciplinary potential between art and science through the repro-
duction of Wassily Kandinsky's 1925 masterpiece "Yellow-Red-Blue" using the primary colors of
paint—Cyan, Magenta, and Yellow (CMY). The research aims to bridge the gap between traditional
artistic expression and scientific methodology in a way that informs and enhances both art crea-
tion and art education through contemporary color theory. Kandinsky's original "Yellow-Red-Blue"
masterpiece uses Red, Yellow, and Blue (RYB) to symbolize the vibrancy and emotional depth ac-
hievable through color contrasts and harmonies. In contrast, this study's reproduction using CMY
aims to uncover new perspectives on color interactions, perception, and educational values. The
research quantitatively evaluates changes in hue, saturation, and brightness when RYB is replaced
with CMY, utilizing a methodological approach based on scientific color knowledge, including the
color spectrum and comparative analysis. The reproduction process is documented to assess the
impact of these color changes on the viewer's perceptual and emotional experience. The findings
of the research are expected to contribute to a deeper understanding of Kandinsky's techniques
and the theoretical foundations of color use in art. Additionally, the findings are integrated into
the STEAM education framework, which promotes pedagogical approaches where art and science
dynamically interact.

Keywords: Interdisciplinary artistic and scientific integration, Kandinsky reproduction, modern color
theory, STEAM education

6z

Bu makale, Wassily Kandinsky'nin 1925 basyapiti "Sari-Kirmizi-Mavi"nin boya ana renkleri olan Cyan,
Magenta ve Sari (CMY) kullanilarak yeniden Uretilmesi yoluyla sanat ve bilim arasindaki disiplinlera-
rasl potansiyeli incelemektedir. Arastirma, ¢agdas renk teorisi aracilidiyla hem sanat yaratimini hem
de sanat egitimini bilgilendirip gelistirecek sekilde, geleneksel sanatsal ifade ile bilimsel metodoloji
arasindaki boslugu kapatmayi amaglamaktadir. Kandinsky'nin orijinal "Sari-Kirmizi-Mavi" eserinde
Kirmizi, Sari ve Mavi (RYB) kullanimi; renk karsitliklari ve uyumlari araciliiyla ulasilabilecek canlilik ve
duygusal derinligi simgelemektedir. Buna karsin, bu ¢alismanin CMY ile gergeklestirdigi roprodiiksi-
yonu; renk etkilesimleri, algi ve egitimsel dederler tzerine yeni bakis agilari ortaya ¢ikarmayi hedef-
lemektedir. Bu arastirma renk spektrumu ve karsilastirmali analiz de dahil olmak tzere, bilimsel renk
bilgisini temel alan metodolojik bir yaklagim kullanarak, RYB'nin CMY ile degistirilmesi durumunda
renk tonu, doygunluk ve parlaklikta meydana gelen degisiklikleri niceliksel olarak dederlendirmekte-
dir. Reprodtiksiyon stireci, bu renk degisikliklerinin izleyicinin algisal ve duygusal deneyimi tzerindeki
etkisini degerlendirmek icin belgelenmistir. Arastirmada elde edilen bulgularin, Kandinsky'nin teknik-
lerine ve sanatta renk kullaniminin teorik temellerine dair daha derin bir anlayisa katkida bulunmasi
beklenmektedir. Ek olarak, bulgular sanat ve bilimin dinamik bir sekilde etkilesime girdigi pedagojik
yaklagimlari tegvik eden STEAM egitim gergevesine entegre edilmistir.

Anahtar Kelimeler: Disiplinlerarasi sanat ve bilim entegrasyonu, Kandinsky reprodiiksiyonu, modern
renk teorisi, STEAM egitimi
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Introduction

Science and art, as powerful and elegant tools created by humans,
enable us to gain a deeper understanding of nature, life, and its
many components. When the synergy between these disciplines
is nurtured and developed together, it creates an environment
that fosters innovative thinking and supports the examination of
new situations from various perspectives. The concept of color,
inherently powerful, represents a critical intersection in this in-
terdisciplinary interaction. Recognized not only as a fundamen-
tal element of art but also as a core subject in physics, color at-
tracts the interest of both artists and scientists, thus becoming
a compelling topic for collaborative discoveries across various
fields (Birren, 1976; Ball & Ruben, 2004; Koyunkaya et al., 2019).
Additionally, various forms and expressions of art education play
a central role in developing an environment that not only appre-
ciates and creates art but also comprehensively understands it
(Sweeny, 2013). This integrated approach is embodied in STEAM
education, which stands for Science, Technology, Engineering, Art,
and Mathematics. STEAM education aims to enrich the diversified
outcomes stemming from art workshops, promising holistic im-
provement in creativity and interdisciplinary collaboration (Roll-
ing, 2016).

The increasing dialogue between art education and science high-
lights a significant shift towards the integration of multiple dis-
ciplines, signaling a new approach in education. In this context,
Penketh (2023) emphasizes the vital combination of science,
technology, art, and design education, advocating for a holistic
method that integrates these fields. This perspective underscores
the importance of fostering creativity and innovation, highlight-
ing the role of art and design in the comprehensive understand-
ing of technological and scientific concepts.

Matthews et al. (2023) emphasize the importance of integrating
art, science, and technology, arguing that artists play a critical role
in collaborations within these fields. Artists are in a vital position
to interpret, refine, and ensure the quality of the results. Thus, the
integration of art, science, and technology highlights the indis-
pensable value of human creativity in overcoming complex design
challenges.

Similarly, Saris et al. (2023) investigate the complexities of learn-
ing the creative design process within socio-cultural and histor-
ical contexts, using Cultural Historical Activity Theory (CHAT) to
reveal how these processes are deeply shaped and embedded by
these contexts. Their analysis, based on a study of visual commu-
nication design students in an international educational setting in
China, highlights the vital role of contextual influences on creative
activities. Additionally, they emphasize the importance of consid-
ering socio-cultural and historical dimensions in the design pro-
cess, advocating for a more nuanced understanding of creativity
that integrates art, science, technology, and design within a glo-
balized educational landscape. On the other hand, Garcia-Lazo et
al. (2024), using a/rftography—a methodology based in art—un-
derscore the importance of a more integrated and interdisciplin-
ary perspective in art education, particularly within a culturally
diverse educational landscape.

Within the framework of this research, an examination and com-
parison were conducted between Wassily Kandinsky’s iconic 1925
work “Yellow-Red-Blue” and its 2021 reproduction using the CMY
(Cyan, Magenta, and Yellow) primary color model. Our aim was to

illuminate the interdisciplinary connections between art and sci-
ence, particularly based on contemporary color theory. We pro-
pose that by incorporating scientific methodologies into art-fo-
cused narratives, fine arts educators and prospective art teachers
in higher education environments can enrich their pedagogical
content. This approach will not only develop multifaceted think-
ing skills but also facilitate the exploration of the diverse intersec-
tions between various fields of life, thereby broadening educators’
horizons.

Method

Kandinsky and His “Yellow-Red-Blue” Artwork

Wassily Kandinsky, known for his dual role as a pioneering artist
and theorist, exhibited a profound fascination with color exper-
iments (Ball & Ruben, 2004). Collaborating with Johannes Itten,
a significant figure in the early years of the Bauhaus School, Kan-
dinsky offered a unique interpretation of color in art, which has
had a substantial impact throughout the 20th and 21st centuries
(Katinaité, 2015).

At the Bauhaus, Itten and Kandinsky engaged in a productive
exchange of artistic methods, supported by Itten’s educational
philosophy that art itself cannot be directly taught, but its tech-
niques can be facilitated (Erden, 2008). Itten’s technical approach
involved dividing paint colors into 12 segments, resulting in a col-
or wheel containing 12 hues. This color wheel included three pri-
mary colors (Red, Yellow, and Blue), three secondary colors (Green,
Orange, and Purple), and six tertiary colors (Red-Orange, Yel-
low-Orange, Yellow-Green, Blue-Green, Blue-Purple, Red-Purple)
(see Figure 1). Itten expressed that, in addition to saturated colors,
light and dark tones, warm and cool colors, and the interactions
of complementary colors on the color wheel create visual dynam-
ics and contrasts in a painting. He suggested that warm colors
symbolize advancement, while cool colors express melancholy
and sadness (Itten, 1970). Furthermore, Itten’s color star was just
one of the adaptations of the traditional color wheel that emerged
from the pedagogical collaboration among Bauhaus masters and
students (Casciato, 2022).
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Image 1.
Johannes Itten’s Color Wheel (adapted from “The Elements of Color”)!

At the Bauhaus, Kandinsky adopted an analytical and scientific
approach to color composition, thereby playing a central role in
color education (Ball & Ruben, 2004). His oil painting “Yellow-
Red-Blue” has left a lasting mark in art history as a monumen-
tal work illuminating the universe of colors and has maintained
its relevance to this day. This artwork, measuring 4x6.5 inches,

1 Johannes Itten’s Color Wheel (Retrieved from “The Elements of Color”)



holds significant importance as one of the most original pieces
housed in the Paris Museum of Modern Art (Baldacchino, 2015).
As a leading figure in geometric abstract art, Kandinsky’s “Yellow-
Red-Blue” created harmonies among the primary colors defined
by Itten (1970). Kandinsky strategically used lines to enhance the
effects of colors—outlining and defining color boundaries with
lines of varying thickness, straightness, and curvature. The back-
ground stands out due to an exceptionally thin, fluid paint appli-
cation that prevents blending with other colors, making the use
of white unnecessary. Consequently, the painting’s aesthetics are
intensified with vibrancy and vividness, achieved through fluid
paint applied with fine lines that define the geometric contours
of the colors.

Cyan-Macenta-Yellow (CMY) Color System

The investigation of the underlying mechanisms of colors owes
much to the pioneering contributions of physicists such as
Young, Helmholtz, and Maxwell, who established the connection
between physical phenomena and the perceptual experiences
of colors (Rosi et al., 2016). In contemporary understanding, the
concept of color is based on the principle of complementarity,
which can be detected through spectrometry techniques (Babi¢
& Cepi¢, 2009). While the primary colors of light, RGB (Red, Green,
Blue), additively combine to form white, the primary colors of
paint, CMY (Cyan, Magenta, Yellow), subtractively combine to form
black. All color mixtures obtained with CMY paint colors are found
within the color spectrum of the rainbow created by the sun and
are perceived by the human eye (Ruiz & Ruiz, 2015). In this context,
painting with the primary CMY colors and their mixtures is akin to
painting with all the colors found in the details of a rainbow. In this
system, the complement of a mixture of any two primary colors
is always the third primary color (Meyn, 2008). This conceptual-
ization, developed through complementarity, gains further signif-
icance in the historical context of painters’ fascination with col-
ors and the mastery involved in the production of pigments and
paints being considered a remarkable achievement (Birren, 1976).
Historically, the allure of colors and the mastery in their use have
made the relationship between color theory and the interplay be-
tween art and science even more prominent. In this research, the
authors aim to illuminate the synergy between science and art
through color, with the goal of enhancing future paradigms in art
education.

What Would Kandinsky’s Painting Look Like If Cyan, Magenta,
and Yellow Colors Were Used Instead of Yellow, Red, and Blue?

This research explores a hypothetical scenario in which Wassily
Kandinsky, while creating his iconic “Yellow-Red-Blue” oil paint-
ing, opted to use the primary paint colors Cyan, Magenta, and Yel-
low (CMY) instead of the original Yellow, Red, and Blue palette. To
address this question, one of the contributing artists meticulous-
ly worked on a reproduction of Kandinsky’s masterpiece, adhering
to the original dimensions of 4 x 6.5 inches. The reproduction was
completed using only the primary CMY colors and their mixtures,
without the use of white pigment (see Figure 2).

Through the process of reproducing a work of art, individuals en-
gage with the original form as envisioned by the artist. This inter-
action provides access to the aesthetic pleasure and spiritual en-
richment offered by art, which has significant implications for the
field of art education (Schwarcz, 1982). During the reproduction
effort, it was revealed that Kandinsky used geometric elements

in a constructive technique to form the foundation of his work;
within this framework, interconnected networks emerged. Kan-
dinsky’s exploration of the RYB (Red, Yellow, and Blue) color spec-
trum served as focal points in the artwork, positioning these pri-
mary paint colors prominently, while secondary and tertiary hues
played a supportive role. The differentiation of each color value
was achieved by diluting the pigments to create various tones in
specific areas. In addition to the strategic contrasts of warm and
cool colors, the primary paint colors were freely and fluidly applied
in complementary oppositions. The formation of shapes was de-
termined by the use of color: red for squares, blue for circles, and
yellow for triangles. The deliberate placement of colors according
to their complements and the application of thin or thick black
lines to define color surfaces contributed to a composition that
draws the viewer’s attention with vibrancy and depth.

Image 2.
The Reproduction Process of Kandinsky’s “Yellow-Red-Blue” Painting?

Kandinsky’s Source and Outcomes of the Violet Color

In the reproduction of Kandinsky’s masterpiece, precise col-
or matching played a critical role, necessitating the use of a
ColorMeter application designed to accurately measure the hue,
saturation, and brightness of the colors. This application, used on
mobile phones, facilitated the detection of subtle variations in the
violet spectrum employed by Kandinsky. Specifically, ColorMeter
readings revealed that warm violet contained a higher dominance
of magenta, while cool violet had more cyan. This indicates that
the color ratios were consciously manipulated to achieve the de-
sired effects (see Figure 3). Kandinsky skillfully achieved harmony
by using warm violet and cool violet alongside complementary
tones in various parts of the painting. This technique, consistent
with the physiological principles defined by Ewald Hering, pro-
moted the perception of gray tones that create a visually sooth-
ing balance (Kingdom, 1997). The accurate reproduction of violet,
as defined by Itten (1970), required the careful mixing of Cyan and
Magenta in precise proportions. Through meticulous examination
and imitation of the original work, these colors were faithfully rec-
reated in the reproduction, establishing a deep connection with
Kandinsky’s color theory and practice, which has helped us better
understand the piece (see Figure 3).

2 The Reproduction Process of Kandinsky’s “Yellow-Red-Blue” Painting by One of the Authors
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Image 3.

The reproduction of Itten’s Red-Violet, Violet, and Blue-Violet colors on
canvas using the primary paint colors Cyan and Magenta from the CMY
color spectrum

Artists harness the power of various color tones to convey emo-
tional depth and create visual illusions, often experimenting with
different pigments to compose their works (Blood, 2003). In
this context, the artist initiated a detailed and prolonged study
through the reproduction of Wassily Kandinsky’s “Yellow-Red-
Blue,” aiming to delve deeperinto the complexities of this pioneer-
ing work. This process provided an opportunity to closely examine
the symbolic features of a particular era and the techniques and
pigments used by Kandinsky. The artist’s meticulous reproduc-
tion, utilizing the CMY primary color model instead of Kandinsky’s
original RYB primary color model, led to the emergence of several
significant findings:

- The reproduction was faithfully executed to reflect the original’s
dimensions, techniques, and thematic elements.

- Kandinsky used the traditional RYB primary colors, while the re-
production employed the CMY primary paint colors.

- In both works, light tones were created by using liquid materials
such as paint and oil in appropriate proportions.

- In the original painting, gray tones were produced by adding
white, whereas in the CMY reproduction, white pigment was not
used; this method was deliberately avoided.

- Both works employed neutralizations through vibrant color con-
trasts in various sections.

Comparative analysis (see Figures 4 and 5) indicates two main
findings: The reproduction using CMY primary paint colors did
not use white pigment, demonstrating that the CMY color theory
offers a more comprehensive framework than Itten’s RYB model
(1970). Additionally, Kandinsky’s techniques remain relevant and
continue to support the creative efforts of contemporary artists
and educators.

Image 4.
Kandinsky, “Yellow-Red-Blue” painting, 1925, 4 x 6.5 inches, oil on canvas®

Image 5.
Reproduction with CMY colors, oil painting, production date: 31.10.2019, 4
x 6.5 inches

Results

A comparative analysis of Wassily Kandinsky’s “Yellow-Red-Blue”
painting and its CMY-based reproduction, focusing on the use
of color (see Figures 6 and 7), highlights the artist’s profound
mastery over color harmony, especially in neutralized areas. The
study, conducted using Adobe Photoshop to compare colors in
designated areas of both the original masterpiece and the repro-
duction, predominantly reveals the presence of gray tones and
findings that indicate a careful neutralization process. This type
of neutralization (achieving a composite gray free from any domi-
nant color reflection) highlights Kandinsky’s exceptional expertise
in color balance. By using complementary paints, Kandinsky cre-
ated a harmonious interaction of light (RGB) emanating from the
surface of the work, thereby imparting a fundamental aesthetic
attribute to the piece. The homogeneous gray coloring in the se-
lected areas of both the original painting and the reproduction
has been highlighted through measurements that, upon closer
inspection, reveal only minimal differences. This meticulous ap-
proach to color application not only demonstrates Kandinsky’s
mastery but also underscores the significance of the overall visual
and aesthetic impact of the artwork.

Image 6.
Color comparison of the areas in Kandinsky’s original “Yellow-Red-Blue”
painting (left) and the reproduction (right)

Area-based color comparison of Kandinsky’s “Yellow-Red-
Blue” painting and its reproduction (without neutralization).

A color comparison analysis of specific areas of Wassily Kandin-
sky’s “Yellow-Red-Blue” painting and its corresponding repro-
duction, conducted without the use of neutralization techniques,
was performed using Adobe Photoshop. This analysis revealed
the presence of tones other than gray in both artworks. Despite

3 Kandinsky'’s “Yellow-Red-Blue” Painting. Retrieved from https://commons.wikimedia.org/wiki/File:Kandinsky_-_Jaune_Rouge_Bleu.jpg
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the prevalent gray composite observed throughout the paint-
ings, certain sections revealed the presence of dominant colors.
These dominant hues were strategically used alongside comple-
mentary colors in adjacent areas to achieve the reconstructed
gray (neutral) composite. This phenomenon is demonstrated in
the detailed examination of selected regions (see Figures 8 and
9); the absence of gray in isolated sections indicates the strategic
placement of complementary colors elsewhere in the composi-
tion. Such an analytical approach not only elucidates Kandinsky’s
strategies for color orchestration but also highlights the intricate
balance and interaction of colors on the canvas, contributing to
the overall integrity and visual harmony of the artwork.

Image 7.
Comparison of colors in specific areas of Kandinsky’s “Yellow-Red-Blue”
painting, original (left) and reproduction (right)

I L—.ﬁ. - .

Image 8.
Comparison of color in specific areas of Kandinsky’s original painting ‘Yel-
low-Red-Blue,’ with the original work on the left and the reproduction on
the right

el

Image 9.
Color comparison of specific areas in Kandinsky’s original “Yellow-Red-
Blue” painting, original work (left) and reproduction (right)

Association with Learning Standards and Future Learning
Experiences

In the evolving structure of art education, an approach that in-
terweaves multi-layered levels of conceptual learning provides a
rich environment for individual reflection and interaction within
a broader artistic and societal context, as supported by Hanning
(2020). This interaction with art deepens when educators im-
plement practices that reflect contemporary realities and leave
room for the creation of new meanings (Gude, 2013). Based on
our experimental and comparative analyses, asking open-ended

questions aligned with the National Core Art Standards can sig-
nificantly enrich educational environments and invite a dynamic
exploration of artistic concepts (National Coalition for Core Arts
Standards, 2014).During the creative phase, students might be
asked to reimagine the title of Kandinsky’s “Yellow-Red-Blue”
painting, encouraging them to think about alternative names
that reflect their unique interpretations of the artwork. This ex-
ercise not only prompts students to delve deeply into the color
dynamics of the painting but also encourages them to identify
and discuss the presence of primary and secondary colors, there-
by enhancing their knowledge and understanding of color theory.
If students were to undertake the creation of this painting them-
selves, further inquiry into their starting points and color choic-
es would illuminate their artistic decision-making processes and
conceptual approaches.

The presentation and response stages invite students to explore
how Kandinsky utilized Itten’s color theory and to identify areas
where the artist innovatively deviated from this theory. Such
discussions not only enhance students’” analytical skills but also
deepen their appreciation for the evolutionary nature of art. Ques-
tions about the role of contemporary science and technology in
the reproduction of art masterpieces highlight the multidisci-
plinary nature of art education and emphasize the intersections
between art, science, and technology. This interdisciplinary, in-
quiry-based methodology advocates for a flexible, adaptive, and
open-minded curriculum, essential for integrating new ideas and
practices into art education (Marshall, 2006). By integrating art
with scientific principles and comparing historical artworks with
modern color theories, educators adopt STEAM-centered peda-
gogies. These approaches, emphasized by the National Art Edu-
cation Association and supported by Rolling (2016), advocate for
interdisciplinary methods that promote a more integrated ed-
ucational experience. Through such a curriculum, students not
only engage deeply with art but also understand its connections
to other fields of knowledge and contemporary advancements,
thereby embarking on a holistic educational journey.

Discussion

The findings of this study highlight the profound impact of inte-
grating contemporary color theory with art practice and pedago-
gy, as evidenced by the reproduction of Kandinsky’s “Yellow-Red-
Blue” painting using primary colors (CMY). This interdisciplinary
approach not only offers innovative insights into color interaction
and perception but also underscores the educational value of such
integrations. The use of CMY in the reproduction of Kandinsky’s
“Yellow-Red-Blue” painting has shown significant changes in hue,
saturation, and brightness compared to the original RYB palette.
These changes affect the viewers emotional and perceptual re-
sponses, suggesting that different color models can indeed alter
the interpretation of an artwork. The vivid contrasts and harmo-
nies achievable through RYB form the foundation of Kandinsky’s
expressive style; however, the CMY color palette offers a new visu-
al experience by highlighting different aspects of color dynamics.
Integrating the findings of this reproduction into STEAM educa-
tion underscores the potential for enhancing both artistic and
scientific understanding. Exploring the scientific foundations of
color theory through artistic creation allows students to more
richly appreciate the complexities of artistic choices and their
perceptual impacts. As modeled in this study, the practical appli-
cation of color theory through art-making provides a compelling
example for integrating scientific principles into art education



curricula.

Bringing together art and science through color theory facilitates
a comprehensive educational approach that fosters creative and
critical thinking. The methodology of this study, which combines
theoretical analysis with practical application, serves as a model
for how art education can incorporate scientific inquiry without
compromising its artistic essence. This approach not only enrich-
es students’ learning experiences but also provides opportunities
to prepare them for a world where interdisciplinary skills are in-
creasingly valued.

Results and Recommendations

This study highlights the profound connection between art and
science through the meticulous recreation of Wassily Kandinsky’s
seminal work “Yellow-Red-Blue” using the Cyan, Magenta, and
Yellow (CMY) primary paint color model. Our findings illuminate
the enduring significance of Kandinsky’s color theories and meth-
odologies, demonstrating that even when using a different color
model (CMY) than the original RYB palette, the integrity and vi-
brancy of the work can be preserved, offering fresh perspectives
on the application of color in art (Birren, 1976; Ball & Ruben, 2004).
Moreover, this effort reveals the potential for integrating scien-
tific principles, such as contemporary color theory, into art edu-
cation, fostering interdisciplinary interactions and creativity, and
enhancing the understanding of artistic processes (Sweeny, 2013;
Koyunkaya et al., 2019). Additionally, experimental applications
not only validate the compatibility of art with scientific inquiry
but also demonstrate the utility of STEAM (Science, Technology,
Engineering, Art, and Mathematics) education in bridging gaps
between diverse fields of study (Rolling, 2016).

Using the results obtained from the reproduction of Wassily Kan-
dinsky’s “Yellow-Red-Blue” painting with the CMY primary color
model, this study emphasizes the symbiotic relationship between
art and science, particularly focusing on color theory. The findings
reveal that an interdisciplinary approach, integrating contempo-
rary color theory and scientific methodology into art education,
not only deepens students’ understanding of color dynamics but
also expands their analytical and creative capacities. Consequent-
ly, it is recommended that art education curricula adopt STEAM
pedagogies to promote holistic learning environments that com-
bine scientific principles and artistic processes. By encourag-
ing collaborative projects that encompass both art and science
disciplines, new perspectives and methodologies can emerge,
enhancing students’ innovative thinking and problem-solving
skills. Additionally, employing scientific methods and technolog-
ical tools in the examination of artworks can provide a tangible
bridge between theoretical concepts and practical application,
enriching the educational experience. By adopting these recom-
mendations, educational institutions can develop a learning at-
mosphere that reflects the complexity and interconnectedness
of the world, enabling students to contribute meaningfully to the
evolving nature of knowledge. This study reaffirms the holistic re-
lationship between art and science and highlights the innovative
potential arising from their interaction. The reproduction of Was-
sily Kandinsky’s “Yellow-Red-Blue” painting using Cyan, Magen-
ta, and Yellow (CMY) primary colors sheds light on the enduring
importance and applicability of Kandinsky’s artistic principles in
the context of contemporary color theory, demonstrating the
capacity of art education to transcend traditional boundaries by
incorporating scientific methodologies.

The findings of this research underscore the importance of inte-
grating interdisciplinary approaches into art education through-
out the lifelong learning process. By involving students in the
reproduction of art masterpieces and applying modern scientific
outcomes such as the CMY color model, educators can enable
students to experience the interconnectedness of different fields
of knowledge more profoundly. This approach not only enhances
creativity and critical thinking but also prepares learners to nav-
igate the complexities of the modern world with a more holistic
and informed perspective. Consequently, the experience of re-
producing Kandinsky’s “Yellow-Red-Blue” demonstrates that art
education must advance in parallel with developments in science
and technology.
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Yapilandiriimis Ozet

Bilim ve sanat, insanlarin yaratti§i glicli ve zarif araglar olarak, dogdayi, yagsami ve onun birgok bilesenini daha derinlemesine anlamamizi
saglar. Bu disiplinler arasindaki sinerji beslendiginde ve birlikte gelistirildiginde, yenilik¢i distinmeyi tesvik eden ve yeni durumlari
gesitli agilardan incelemeyi destekleyen bir ortam yaratir. Renk kavrami, dogal olarak gii¢li olan ve bu disiplinlerarasi etkilesimde kritik
bir kesisimi temsil eden bir konudur. Renk, sanatin temel bir unsuru olmasinin yani sira fizikte de merkezi bir konu olarak taninir. Bu
nedenle hem sanatgilarin hem de bilim insanlarinin ilgisini gekerek, gesitli alanlarda igbirlikgi kesifler icin ilgi ¢ekici bir konu haline gelir
(Birren, 1976; Ball & Ruben, 2004; Koyunkaya ve digerleri, 2019). Ayrica, sanat editiminin gesitli bigimleri ve ifadeleri, sanatin sadece
takdir edilmesini ve yaratilmasini degil, ayni zamanda kapsamli bir sekilde anlagilmasini saglayan bir ortam gelistirmede merkezi bir
rol oynar (Sweeny, 2013). Bu entegre yaklagim, Bilim, Teknoloji, Mihendislik, Sanat ve Matematik (STEAM) egitiminde somutlagmistir.
STEAM egitimi, sanat atolyelerinden kaynaklanan gesitlendirilmis sonuglari zenginlestirmeyi amaglayarak, yaraticiligi ve disiplinlerarasi
isbirligini tesvik eder (Rolling, 2016).

Bu arastirma, Wassily Kandinsky'nin ikonik "Sari-Kirmizi-Mavi" yagli boya tablosunu yaratirken, orijinal Sari, Kirmizi ve Mavi paleti yerine
Cyan, Magenta ve Sari (CMY) ana boya renklerini kullanmayi tercih ettigi varsayimsal bir senaryoyu incelemektedir. Bu soruya cevap
vermek igin, katkida bulunan sanatgilardan biri, Kandinsky'nin bagyapitinin yeniden Gretimi Gzerinde titizlikle galisti ve orijinal boyutlara
sadik kaldi. Yeniden Uretim, yalnizca CMY ana renkleri ve karigimlari kullanilarak, beyaz pigment kullanilmadan tamamland:.

Bir sanat eserinin yeniden Uretilmesi sireci, bireylerin sanatginin tasarladigi orijinal form ile etkilesime girmesini saglar. Bu etkilesim,
sanatin sundudu estetik zevk ve manevi zenginlige erisim saglar ve bu durum sanat egitimi alaninda 6nemli etkilere sahiptir (Schwarcz,
1982). Yeniden Uretim gabasi sirasinda, Kandinsky'nin eserinin temelini olusturmak icin geometrik unsurlar kullandigi ve bu gercevede
birbirine bagli aglarin ortaya ¢iktigi ortaya konmustur. Kandinsky'nin RYB (Kirmizi, Sari ve Mavi) renk spektrumunu kesfetmesi, bu ana
boya renklerini 6ne ¢ikaran odak noktalari olarak hizmet etmis, ikincil ve Gglincll tonlar ise destekleyici bir rol oynamistir. Her bir renk
degderinin ayrimi, pigmentlerin belirli alanlarda gesitli tonlar olusturacak sekilde seyreltiimesiyle saglanmistir. Sicak ve soguk renklerin
stratejik karsithklarina ek olarak, ana boya renkleri, tamamlayici zitlklar icinde serbestce ve akici bir sekilde uygulanmistir. Sekillerin
olusumu renk kullanimi ile belirlenmistir: kareler icin kirmizi, daireler icin mavi ve Gg¢genler igin sari. Renklerin tamamlayicilarina gore
kasith yerlestiriimesi ve renk ylizeylerini tanimlamak icin ince veya kalin siyah cgizgilerin uygulanmasi, izleyicinin dikkatini canlilik ve
derinlikle geken bir kompozisyon olusturmustur.

Wassily Kandinsky'nin "Sari-Kirmizi-Mavi" tablosu ile CMY tabanliyeniden Uretimi arasindaki karsilagtirmali analiz, 6zellikle notrlestirilmis
alanlarda, sanatginin renk uyumu konusundaki derin ustalidini vurgular. Calisma, Adobe Photoshop kullanilarak orijinal bagyapitin ve
yeniden Uretimin belirlenmis alanlarindaki renklerin karsilastiriimasiyla ytritilmus ve biylk olglide gri tonlarinin varligini ve dikkatli
bir nétrlestirme stirecini gosteren bulgulari ortaya koymustur. Bu tir bir nétrlestirme (herhangi bir baskin renk yansimasindan arinmis
kompozit bir gri elde etme), Kandinsky'nin renk dengesi konusundaki olagantistl uzmanhgini vurgular. Kandinsky, tamamlayici boyalari
kullanarak, eserinylizeyinden yayilanisigin (RGB) uyumlu bir etkilesiminiyaratmig ve boylece esere temel estetik bir 6zellik kazandirmistir.
Orijinal tablonun ve yeniden Uretimin segilen alanlarindaki homojen gri renk, dlglimlerle vurgulanmis ve daha yakindan incelendiginde,
yalnizca minimal farkliliklar ortaya gikmistir. Bu titiz renk uygulama yaklagimi, sadece Kandinsky'nin ustaligini géstermekle kalmaz, ayni
zamanda eserin genel gorsel ve estetik etkisinin dnemini de vurgular.

Bu arastirmanin bulgulari, yasam boyu 6grenme sirecinde sanat egitimine disiplinlerarasi yaklagimlarin entegrasyonunun onemini
vurgular. Ogrencilerin sanat basyapitlarinin yeniden Uretimine katiimalari ve CMY renk modeli gibi modern bilimsel sonuglari
uygulamalari, egitmenlerin farkl bilgi alanlarinin birbirleriyle daha derinlemesine baglanti kurmasini saglamalarina olanak tanir. Bu
yaklasim, yaraticili§i ve elestirel dislinmeyi artirmanin yani sira, dgrencilerin modern diinyanin karmasikliklarini daha btittinctl ve bilingli
bir bakis agisiyla yonetmeye hazirlanmalarini sagdlar. Bu nedenle, Kandinsky'nin "Sari-Kirmizi-Mavi" eserinin yeniden Uretimi deneyimi,
sanat egitiminin bilim ve teknoloji alanindaki gelismelerle paralel ilerlemesi gerektigini gostermektedir.
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Spatial Communication on Exhibition
and Exhibition Design

Sergi ve Sergileme Tasariminda Mekansal iletisim

ABSTRACT

In its simplest form, an exhibition is to show the audience the work of art that is the result of the
artist's intellectual and physical production. Exhibitions can be organized in many different ca-
tegories. Online exhibitions have also started recently. An exhibition is a planned action. In this
planning, sometimes made by the artist and sometimes by the curator, the aim is for the work to
meet the audience in harmony with the exhibition space. Exhibitions can be artistic or commercial.
Similarly, the aim here is to bring the product and potential customers together. Trade exhibitions
are places where exhibition space is built to better showcase the product. Exhibition design is a
communication design discipline that is planned and constructed according to a specific narrative,
prepared according to the content it wants to convey and the place where it will be installed. Exhi-
bition design in its current sense dates back world fairs that started in the 19th century. Thanks to
world fairs, countries that have been aware of each other's existence for centuries in a world where
there was almost no visual, vocal, or written communication in history, had the chance to show
themselves to each other for the first time. The success of exhibition design depends on narrative
and visualization. The content prepared by focusing on the subject is visualized with relevant ma-
terial. And with textual support, exhibition communication achieves its purpose.

Keywords: Exhibition, visualization, graphic design

6z

Sergi en basit haliyle sanatginin distinsel ve fiziksel Gretiminin bir sonucu olan sanat eserini izleyi-
cilere gostermektir. Sergiler pek ¢ok farkl kategoride diizenlenebilir. Yakin zamanda online sergiler
de baglamistir. Sergi planlanan bir eylemdir. Kimi zaman sanatgi kimi zaman da kiirator tarafindan
yapilan bu planlamada eserin sergi mekaniyla uyumlu bir sekilde izleyiciyle bulusmasi amaglanmak-
tadir. Sergiler sanatsal olabilecegi gibi ticari de olabilir. Burada da benzer sekilde Uriin ile potansi-
yel musterilerin bulusturulmasi amaglanmaktadir. Ticari sergiler GrlinG daha iyi géstermek icin sergi
mekanin insa edildigi yerlerdir. Sergileme tasarimi aktarmak istedigi icerige ve kurulacagi mekéana
gore hazirlanmis, belirli bir anlatiya gore planlanmis ve kurgulanmis bir iletisim tasarimi disiplinidir.
Farkli disiplinlerden gelen ve bir iletisim tasarimci tarafindan yonlendirilen genis bir ekip tarafindan
gerceklestirilir. GinimUzdeki anlamiyla sergileme tasarimi 19. yy'da baslayan diinya fuarlariyla tarih-
lenir. DUnya fuarlari sayesinde tarihte gorsel, sesli ya dayazili iletisim neredeyse hi¢ olmadigi diinyada
birbirlerinin varligindan ylzyillardir haberdar olan Ulkeler ilk kez kendilerini birbirlerine gosterme sansi
bulmuslardir. Sergileme tasariminin basarisi anlati ve gorsellestirmeye baglidir. Konuya yogunlasila-
rak hazirlanan igerik ilgili malzemeyle gorsellestirilir ve metinsel destekle sergileme iletisimi amacina
ulasir.

Anahtar Kelimeler: Sergileme tasarimi, gorsellestirme, grafik tasarim

Introduction

Communication has contributed to the development of people and civilizations throughout the ages
and has played a major role in the dissemination of emotions and thoughts as well as scientific knowl-
edge. It is an undeniable fact that communication paves the way for humanity and contributes posi-
tively to the development of the world. “Communication is in the environment where the information
transmitted is understood by both the sender and the receiver. It is the process of transferring infor-
mation from a sender to a receiver. Communication requires all parties to understand a common lan-
guage in which to exchange information” (Ugar, 2020, p. 19). A great leap forward in the development of
civilization occurred with the invention of writing, and thus, for the first time in history, verbal content
was recorded and made accessible to everyone. In today’s world, the strongest communication is done
through visual channels. Whether it is a popular topic related to daily life or a technical and complex
scientific study, visualizing the content is always the first choice. Communication channels that appeal
to other sensory organs are mostly considered as support. Philippe Apeloig says that graphic design is
the intersection of art and communication (Fiel, 2005, p. 20).
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In today’s world, where information increases rapidly, the content
created by information meets the audience in different visual for-
mats, which enables more people to access information. With the
increase and spread of communication channels, access to all kinds
of media has become easier. As a result, more content can reach
more people.

Although it is a great development that people (audiences) can
meet with content, problems have begun to arise in the reciproc-
ity of this meeting over time. Due to increasing information and
a crowded world, content and relevant people are no longer eas-
ily accessible. The main reason for this is that there is too much
content for an ordinary person to follow. Even people’s access to
priority content in this density has become a problem. It is a fact
that the source’s aim is always to reach the target audience, and
the target audience’s aim is to be fed from the right source.

In today’s world, every content, every product, and idea produced
aims to meet the target user group. This is true for both a com-
mercial product and an intellectual work. When content and user
come together, a meaningful step is taken for civilization. The us-
er's encounter with a content that interests him or her may form
the basis of a new development, thus new ideas may emerge.
“One of the most important features of communication is that
the communication function must be concluded in accordance
with the purpose” (Ugar, 2020, p. 133).

Contents subject to display and presentation systems also follow
the same path. The product, work or ideas in question are visu-
alized through exhibition and presentation and conveyed to the
users. In today’s world of visual bombardment, it is much more
difficult for an ordinary user to access useful content than in
the past. Namely, when there were only printed media as com-
munication channels, products or works were delivered to users
through printed media such as books, magazines, bulletins, and
newspapers. Each book, magazine, newspaper, or other printed
medium had an author and even an editor, and what information
was to be given and how it was to be given was regulated by a
single authority. This method, which does not seem democratic
at all in today’s conditions, created relative convenience for the
users. It was not democratic, because if the experts did not find
the content valuable, this content did not have the opportunity
to reach the users. For this reason, it was technically impossible
for the creator of the content to reach the masses on his own.
Because the contents were prepared and conveyed as a package
by certain experts. Nowadays, communication and obtaining in-
formation have been democratized with the intensive use of com-
munication channels of the internet and electronic media. Now
everyone who wants has the chance to make their voice heard.
However, a new disadvantage has emerged. This is the uncertain-
ty and confusion on the audience’s part about which of these new
contents can be followed and how.

In the developing world, there are many communication environ-
ments that enable the source and target audience to meet. Exhi-
bition and presentation systems can also be seen as one of these
environments. The work or product that is intended to be shown,
the idea or thought that is intended to be expressed, can be met
with those who are interested in it through exhibitions. The result
of the effort spent in this field can sometimes even be a modest
presentation. It works like a bridge between two complex stacks.
This bridge is shaped based on the expectations of the masses
from each other. To strengthen the established bridge, the com-
munication environment must be planned, constructed, and con-
structed properly.

Artwork, Product and Exhibition

Art is one of humanity’s most important cultural inventions. It is
one of the elements that carries civilization to future generations.
In its broadest sense, it can be defined as the expression of cre-
ativity and imagination. The presence of art can be found even in
the first traces of human civilization. Human beings wanted to ex-
press human existence by leaving artistic traces. There are many
types of art and their subgenres. Today, in addition to classical
arts, fields called video art or new media have also joined the art
genres. The product that emerges at the end of an artistic process
is called a work of art, or simply a work of art.

Another important invention of humanity is production. Produc-
tion, which was carried out individually and with difficulty in the
beginning of civilization, began to be mass produced with the in-
dustrial revolution. Thus, people living around the world began to
have access to daily tools in a similar way. It would not be wrong
to call the industrial revolution the era of inventions. The years
when the codes of the world began to be rewritten were also very
fast years for innovation. Today, the world is saturated with prod-
ucts to a certain extent, and the great inventions of the past have
turned into ordinary objects today. Like the artistic process, the
development of products is also based on great efforts and work.
While in the past the production process was like the process of a
work of art today, with fast and mass production, almost everyone
has had the opportunity to benefit from the inventions of civiliza-
tion when certain conditions are met.

Artwork and Product

The product that is consciously created by human hands or ideas
and created (revealed) by the artist at the end of the artistic think-
ing process is called a work of art. For a product to be called a work,
it must have certain qualities. The most important of these are the
fact that it was made specifically and the material from which it was
produced is its own. The work of art can be concrete (figurative) or
abstract. However, he can also compose a concrete image abstract-
ly. Whatever the resulting work, the work of art is the continuation
of a certain intellectual thought and application process. The work
of art is the visual representation of the artist’'s words. They have
goals such as conveying a message to the masses, challenging the
perceptions of the audience, and making a note for future gener-
ations. For this reason, every work of art is assertive. Its survival
to future generations depends on this. Although all arts in a wide
range come to mind when a work of art is mentioned, the defini-
tion is generally used to represent the visual arts. Visual arts include
painting, sculpture, ceramics, photography and even architecture.
The definition of a work of art has transformed to suit the spirit of
the time, just like the definition of art and artist (Yildirim, 2019). In
addition, like known art forms, digital art products reflect the spirit
of the time and society (Adeloye and others, 2024, p. 22). The art
community rejects the material view of the creative connotation
of the product. According to the art community, the main driving
force behind art production is not the demand from the consumer
(Fillis, 20086, p. 34).

While today’s definitions of art, artists and works of art are based
on a conceptual idea, in the past, works of art also served as a
record-keeping function. It would not be wrong to say that the
information that can be collected about the past in the history of
civilization comes from objects and artistic productions that have
survived to the present day. Only works of art that are resistant to
external factors have survived from the past to the present. The
fact that works of art from the past periods of civilization have



survived to the present day only in the forms of sculpture and ar-
chitecture is due to the materials used by these two branches of
art. Despite the advanced state of its development, relating the
concept of ‘product’ to a work of art is a relatively underdeveloped
debate (Fillis and others, 2020, p. 2). Indeed, settlements that
have faced many disasters, especially earthquakes, from past to
present have somehow managed to carry their traces to the pres-
ent day, despite all the negativities. Today, works of art consist of
many different materials such as paper, fabric and even plastic, in
addition to durable materials such as stone and ceramics.

Industrial products also emerge through a similar process. This
is about meeting a need or meeting the same need with a new
understanding. There is also a scientific and intellectual process in
the development of the product. The aim is that the product that
will emerge at the end of this process will have features that make
users’ lives easier and make them feel good. Before and after the
industrial revolution, function was at the forefront in the emer-
gence of a product, and later, qualities such as personalization
and being an identity complement were added to the function
as a distinctive feature. Products can be made from any mate-
rial imaginable. Unlike a work of art, it does not aim to make a
statement, to give a message to the masses, or to be preserved
for future generations. He is expected to fill the place assigned to
him in the civilization in which he emerged, in other words, to ful-
fill the duties assigned to him. After it has successfully fulfilled its
function, a retrospective analysis can be made by the next gen-
erations.

Exhibition as an Activity

Exhibition, in its literal sense, is not a concept that people are un-
familiar with. Since it is a highly visible event, it has a clear mean-
ing in the minds of people living in today’s world, especially those
interested in art and culture. If we want to give a general definition,
an exhibition is the presentation of existing or new products or
works in an open or closed space, within a limited or open-ended
period, within the context of a certain theme or subject, in a way
that the audience can see and experience firsthand. It is generally
called an exhibition when experts/artists bring together the prod-
ucts/works they produce within a certain theme with art lovers in
an exhibition area/art gallery (Image 1).

Image 1.
Example of Trade Exhibitions. Source

Providing the exhibition action can be done based on this definition
of the concept. In this case, for example, presenting the products of
a company that produces various machines for industrial use to po-
tential buyers at a fair stand during the period the fair will be open is
an exhibition. However, since it is a concept more frequently encoun-
tered in the field of culture and art, the above example may not come
to mind at first for those who hear the word exhibition. It is replaced

by an artistic presentation (Image 2).

As can be seen from the above explanations and examples, exhibi-
tion is a concept with a wider field of activity than thought. Works
produced for purposes such as sales and promotion are also ex-
hibited and presented to people. A promotion that will last only
three days at a fair or a presentation of archaeological artifacts to
the audience in a museum is an exhibition. It can be said that the
word originates from the predicate to spread. Spreading does not
make everything you have visible; showing it is an action that has
a strong counterpart in outward communication. The word exhi-
bition, derived from the act of laying, describes the way in which
this action is carried out. It is not necessary for it to be visible, but
it is essential that everything be shown and/or made visible.

Image 2.
An example of a gallery. Source

When the concept of exhibition is examined in terms of commu-
nication models, it can be said that it has a one-sided commu-
nication model. In other words, the artist or producer, who is the
starting point of the exhibition, introduces his work or product to
the audience and thus the communication process is completed.
In the exhibitions, there are tags of the works or products, so that
the users can get information. However, it is not possible for users
to give feedback or improve the information they have acquired
through the exhibition and thus continue the flow. When evalu-
ated operationally, the exhibition appears one-sided and passive
(Image 3). The exhibition cannot be considered as a feedback ven-
ue. Exhibitions that aim to win the hearts and minds of visitors
and involve them in current news and events have both informa-
tive layers that encourage learning and sensory layers that en-
courage empathy (Message, K. and Witcomb, A. 2015, p. 48).

Image 3.
Works are shown and highlighted by labeling. Source: Author’s archive



Although exhibition is one-sided, it has an intense flow of concep-
tual information. Those who come to watch artistic exhibitions
can learn about general culture, social events, gaining perspective
on life, etc. They encounter content and are nourished by these
contents. However, those who watch industrial exhibitions such
as fairs can experience a vision for the future, a new commercial
expansion, etc. They have knowledge on the subject. The exhibi-
tion is instructive and informative even at its most closed to mu-
tual interaction (Image 4).

Image 4.
An example of a didactic exhibition: A work from the Istanbul Design Bien-
nial. Source

Exhibition Types

Exhibitions have become the most powerful medium to show
works of art, ideas, and products to a wide audience. From artis-
tic exhibitions to trade fairs and science exhibitions, these events
provide a platform for individuals and companies to showcase
their work and engage with visitors. Exhibitions can spread to the
masses with the concepts they reflect and the ideas they carry.
There are many types of exhibitions.

Art exhibitions are the most common type of exhibition, featuring
works of art in a variety of media such as paintings, sculpture, pho-
tography, and new media. In fact, for many people, the word exhibi-
tion comes to mind as the presentation of a work of art. These ex-
hibitions may focus on a particular artist, art movement or theme.
Art exhibitions are often held in galleries, museums, and art cen-
ters. An example of a famous art exhibition is the Venice Biennale,
which is held every two years and features artists from around the
world engaged in contemporary art. Another example is the Louvre
Museum in Paris, which displays works of art from various periods
and cultures. Exhibitions are held in galleries in many cities in our
country (Image 5).

Art exhibitions are displays of works of art presented to the pub-
lic. They can take many forms, including paintings, sculptures, in-
stallations, and performance art. The concept of art exhibitions
dates back to the Renaissance when artists displayed their works
in public spaces for people to see. Over time, art exhibitions have
become more formal events, with galleries and museums playing
an important role in their development.

The purposes of art exhibitions are diverse. It can serve to pro-
mote the work of artists, provide a platform for emerging artists
to showcase their work, and inform the public about different art
movements and styles. In addition, art exhibitions can contribute
to the development of cultural and intellectual dialogue by bring-
ing together people from different backgrounds to engage with
art.

Image 5.
The pioneer of artistic exhibitions, the Louvre also hosted large-scale
exhibitions and auctions. Source

There are three main types of art exhibitions: solo exhibitions, group
exhibitions, and themed exhibitions. Solo exhibitions feature the
works of a single artist, allowing them to exhibit their works com-
prehensively. Group exhibitions, on the other hand, often feature
the work of more than one artist with a common theme or style.
Themed exhibitions focus on a particular topic or idea and feature
works by a variety of artists exploring the theme. Each type of ex-
hibition has its own advantages. While solo exhibitions offer artists
the opportunity to showcase their work in depth, group exhibitions
allow artists to collaborate and showcase their work with others.
Themed exhibitions encourage critical thinking and intellectual di-
alogue by providing a platform for artists to explore specific ideas
orthemes.

Trade exhibitions are venues where products and services from
various industries are displayed. These events provide a platform
for companies to introduce new products, generate leads, and
network with potential customers. They are places where sales,
partnerships and exchange of views occur within a narrower pool
of participants, especially in professional work areas. Participants
include industry professionals, buyers and occasionally the public.
An example of a famous trade show is the Consumer Electronics
Show (CES), held annually in Las Vegas. This event showcases the
latest technology and future products from various companies,
providing vision for the industry. In the automotive field, Interna-
tional Automobile Fairs held in different cities of the world, fea-
turing the latest automobiles and automotive technology, can be
given as successful examples (Image 6).

Image 6.
Auto fairs attract great attention today. Source



Science exhibits are exhibits that feature interactive displays and
hands-on activities to engage visitors with scientific concepts
and discoveries. These exhibits cover a variety of topics such as
biology, physics, chemistry, and technology. Science exhibitions
are often organized by science museums, science centers and ed-
ucational institutions. An example of a famous science exhibition
is the Science Museum in London, which features interactive ex-
hibits on a variety of scientific topics (Image 7).
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Image 7.
London Science Museum. Source

The Place of the Exhibition in Communication Design

Whether exhibitions are prepared for artistic or industrial purpos-
es, they are prepared within a system. In artistic exhibitions, the
process carried out by the artist of the exhibition or the curatorial
group organizing the exhibition begins with planning. Whether
the subject of the exhibition is concrete works or abstract imag-
es of contemporary art, the artist has an exhibition plan in mind
at the very beginning. There are many people who think that the
process is free and therefore random due to the endless creativ-
ity environment in the artists’ workshop environment. However,
it is not possible to say that the whole process occurred sponta-
neously, without a plan or program, with the “inner impulse of the
artist”. Because artists, like people in many other fields of business
who do their own work, are people with high internal and work dis-
cipline, they conceptually and formally design the works and road
stories they will create in advance and plan how they will present
them. The planning process also includes how many works there
will be or the approximate dimensions of the works. Therefore, it
would not be wrong to say that the exhibition was a systematic
preparation from the very beginning.

The process from taking the works in question from the workshop
to taking their place in the gallery in an artistic exhibition is a work
that requires planning. The word system should not be conceptu-
ally understood as leaving a certain space between tables. With
the system definition, it is emphasized that the moment when
the artist’s works meet the audience will coincide with the indi-
vidual expression process and that this can occur within a system
that develops in an artist’'s mind. In many group exhibitions, exhi-
bition curators decide how the works will be placed. Even though
they do not contribute to the creation process of the works, they
provide an artistic appearance by managing the assembly pro-
cesses (Image 8).

Image 8.
An exhibition created by a curator. Source: Author’s archive

Commercial exhibitions or fairs are a system work, just like artis-
tic exhibitions. At this point, it is necessary to underline that the
works carried out for the fair are produced from scratch almost
every time. Even if the product shown and the concepts to be ex-
plained are the same, it is often not possible to carry the prepa-
rations made for Fair A to Fair B. As in artistic exhibitions, the act
of carrying an exact work is not possible. The products to be ex-
hibited can be transported, but the designs made for the promo-
tion of the product and the three-dimensional works made for the
exhibition cannot be transferred. The size of each fairground, its
location, and the rules to be followed may be different. That’s why
at trade shows we often see the design being adapted each time.
Therefore, in artistic exhibitions, the work is shown by moving it
and repositioning it in relation to its environment, while in com-
mercial exhibitions, a new construction process is started (Image
9).

Image 9.
Fair stands can be rebuilt in every time. Source

Importance of Exhibitions

It is stated that the exhibition as we know it today started for the
first time in the Louvre Museum in 17*" century Paris. Indeed, the
works of art produced up to that time were placed where they be-
longed or were planned, and those who wanted to see the work had
to go to the point where the work was placed and watch it. Consid-
ering that in the early period, works of art were commissioned by
artists from the nobility, it can be easily said that the places where
the works of art were located would not be places that everyone
could enter. If this work is a painting, it is perhaps in a room of the



palace, if it is a sculpture, it is in an open or closed space in a cas-
tle, and if it is an architectural work, it can be seen only by those
who can enter and examine it. It can be said that ordinary people
did not have the chance to see works of art freely until the exhibi-
tions in their current sense started. For this reason, it can be said
that exhibitions brought people together with works of art in the
past centuries and became an important meeting point of trade in
the following years. Exhibitions produce propositions about what is
seen, what is not seen, and how to exhibit it (Tolia-Kelly, 2016, p. 12).

Artistic exhibitions play a very important role in promoting the
arts and encouraging cultural and intellectual dialogue. It pro-
vides artists with a platform to showcase their work, leading to
greater exposure and recognition. Additionally, art exhibitions in-
crease the public’'s appreciation of art by exposing people to dif-
ferent styles and movements. Art exhibitions also facilitate cul-
tural and intellectual dialogue by bringing people from different
backgrounds together to engage with art. It encourages critical
thinking and creativity by providing a space for people to dis-
cuss and explore different ideas and perspectives. Exhibition, as a
strong disciplinary field, has been subject to much criticism. The
exhibition hall becomes a tool of information management (Ben-
nett cited in Tolia-Kelly, 2016, p. 12).

Exhibition Design

To define exhibition design, it is first necessary to understand the
act of exhibition. Exhibition is an act of “making a presentation”
that has existed for thousands of years. Sculptures adorning plac-
es such as temples or theaters in ancient settlements were nat-
urally made and positioned for exhibition purposes. Although its
scope has expanded today, exhibition is used in the sense of pre-
senting works that are thought to have artistic or historical value
to the audience.

Another important point in the development of exhibition is the
transformation of spaces. Although these spaces were originally
built for different purposes, they first turned into exhibition spaces
and then into museums. The Louvre Museum in Paris was built as a
city castle in the 12" century, turned into a palace for Charles Vin the
14% century, and became a museum in the 18™ century. The muse-
um, which is one of the most distinctive and well-known examples of
classical exhibition, is one of the most well-known places in the world
with its historical accumulation (Skolnick, 2007, p. 73).

The classical exhibition method is to present the work in an open
or closed place with a small promotional label. It is not possible
to talk about a design at this point. The work done is the hier-
archical arrangement of the field. This understanding, which has
been replaced by new formations today, first began to be seen in
the world in the 18t century. In this method, since the works can
explain themselves, there is no need to present any other infor-
mation. If adapted to today, since the oil paintings in a painting
exhibition express themselves, there would be no need to place
anything other than imprint labels next to them. The question
marks arising from the work in the minds of the audience are
already an expected situation that the artist wishes to happen.
This is probably the reason for the current approach to displaying
identifiable objects. Therefore, the classical display method is still
used.

Apart from the natural exhibitions of ancient cities, early examples
of today’s exhibition concept were seen through private exhibition
initiatives. Members of the newly formed bourgeois class, as well as
members of the noble or clerical classes of European societies, pio-
neered individual exhibitions. “Powerful, educated and wealthy elites
supported and sometimes took part in the collection and exhibition
process of the works, gradually enabling all segments of society to

view these works” (Skolnick, 2007, p. 72).
Structure in Exhibition Design

Exhibition design is a comprehensive design discipline that in-
cludes experts from many design disciplines. As the project and
scale grow, the number of experts also increases. However, it is
possible to say that the core staff will consist of graphic design-
ers. Because exhibition design is also a communication design.
At the point where communication design comes into contact,
exhibition design explains objects and concepts by visualizing
them. For example, color plays an active role in various aspects
of design, influencing communication and emphasizing differ-
ent features. It adds diversity and enhances the communication
dimension by conveying messages with different meanings and
elements, which is highly needed in exhibition design (Ozkul,
Basar, 2022, p. 38).

fzmirde Bir Zamanlar...

Levantenler ve

Buca'da ki Kogkleri

Image 10.
Example of planning and implementation in exhibition design. Source: Au-
thor’s archive

In exhibition design, a subject, concept, or process is studied with
a certain planning, considering the characteristics of the place
where the application will be made and the characteristics of the
audience. Like cinema films, the project begins by first working on
the text. These texts include both verbatim texts, display decisions
and titles. Text creation is usually provided by people with editorial
professions. However, communication designers direct what kind
of text the editors or writers should create, depending on the vision
it will bring to the project. During the working process, the division
of labor and cooperation of the exhibition design team, which has
been working together for a long time, is of great importance. The
team consists of a wide range of people, including communication
designers, photographers, editors and writers, interior designers,
and industrial product designers. However, as in every other team-
work, group members must be knowledgeable about each other’s
work areas and contribute to the resulting design (Image 10).

The Result of Exhibition Design: The Narration

The process of exhibition design begins with the transformation of
content into narrative and the exhibition area into space. Narrative
is the message that is intended to be conveyed to the audience
on a conceptual, artistic, or commercial level. It is the content that
needs to be worked on and planned as if writing a composition. It
cannot be a direct object or a direct sentence. It cannot consist of
compilations and raw texts. In exhibition design, narrative is the
topics and headings that people visiting the exhibition area want
to know or notice. It would not be wrong to say that the main differ-



ence between exhibition and exhibition actions is narrative. An ar-
tistic exhibition has content, but since the content there does not
aim to communicate perfectly, the destinations are not the same.
In this case, the main difference between exhibition and exhibition,
which are two actions with similar characteristics, is that exhibition
has a narrative written according to basic elements such as target
audience, content, and exhibition space (Image 11).

Non si tralasci di visitare
il celebre mercato della frutta,
il quale presenta un aspetto
asiai bello..

Image 11.
An applied exhibition design in a museum in Italy. Source: Author’s archive

To move on to the visual design phase in exhibition design, the
narrative must be created. Just like in poster design, exhibition
design aims to express the narrative correctly and capture the
audience (Eken & Talug, 2023, p. 31). Visual design elements can
be photographs, drawings, patterns, and information visualiza-
tion graphics. Visual design is presented together, supported by
text to the extent required by the content. Since the application
area is large and voluminous, unlike paper, headings, subhead-
ings, and body text are treated as visuals and positioned on the
work area. However, unlike graphic design, exhibition design
includes three-dimensional objects or three-dimensionally de-
signed graphics. To constantly attract the attention of the au-
dience, animations that can give a three-dimensional effect are
made on the wall, unlike graphics on paper (Image 12).

Image 12.
An applied exhibition design in a museum in Canada. Source: Author’s ar-
chive

Peer-review: Externally peer-reviewed.

Conflict of Interest: The author has no conflicts of interest to de-
clare.

Financial Disclosure: The author declared that this study has re-
ceived no financial support.

Hakem Degerlendirmesi: Dis bagimsiz.
Cikar Catismasi: Yazar, ¢ikar gatismasi olmadigini beyan etmigtir.
Finansal Destek: Yazar, bu ¢aligma icin finansal destek almadigini
beyan etmigtir.

References

Adeloye, AA., Kayode, T.D. & Akinlawon, T.K. (2024). The impact of tech-
nology on the production and consumption of Contemporary Art, Art
Time, 6, 21-26.

Antonelli, P. (2004). Is Graphic Design, not simply posters, museum wor-
thy?  http://lwww.aiga.org/content.cfm/is-graphic-design-not-sim-
ply-posters-museum-worthy#authorbio.

Berger, C. M. (2005). Emerging directions in exhibition design, SegdDe-
sign, No: 8.

Eken, B. & Talug, D. Y. (2023). The visualization of hate speeches in wartime
propaganda posters, Art Time, 4, 30-37.

Fiel, C., & Fiel, P. (2005). Graphic Design for the 21st Century, 192p.

Fillis, I. (2006). Art for art’s sake or art for business sake: An exploration of
Artistic Product Orientation, The Marketing Review, 6, 29-40.

Fillis, I, Lehman, K. & Wickham, M. (2020). Defining the art product: A net-
work perspective, Arts and the Market, 83-98.

Skolnick, L. H. A. (2007). Brief history of exhibition design, SegdDesign, No:18.

Sless, D. (2005). Theory for practice. http://www.aiga.org/content.cfm/the-
ory-for-practice
Tupitsyn, M. & El. (1999). Beyond the abstract, Yale University Press.

Message, K. & Witcomb, A. (2015). Museum theory: An expanded field,
Blackwell Publishing, 35-63.

Ozkul, K. & Bagar, M. R. (2023). Graphic design analysis of the color and shape
features in Kubad Abad Palace Tiles, Art Time, 3, 34-45.

Segd Annual Symposium. 2007, segd.org.

Tolia-Kelly, D. (2016), Feeling and being at the museum: Presencing the
affective politics of ‘Race’ and Culture, Sage journals, 5, 896-912.

Ugar, T. F. (2019). Gérsel iletisim ve grafik tasarim, inkilap Yayinevi.

Yildirim, ©. (2019). Sanat eseri nedir, Sanat eserinin 6zellikleri nelerdir?,
https://[www.felsefe.gen.tr/sanat-eseri-nedir-sanat-eserinin-ozel-
likleri- nelerdir/#tgoogle_vignette

Visual References

Image 1.

https://i.pinimg.com/originals/bc/8b/14/bc8b1406d726ec3b-
c8dd8daab8a24cia.jpg

Image 2.
https:/[www.moma.org/calendar/exhibitions/967/installation_imag-

es/4866
Image 3.

Author’s archive.
Image 4.

https:/limage.digitalinsightresearch.in/Uploads/Imagelibrary/Ac-
tive/2017Q3/designcurial/ikea/Designer _Peter Zin Photographer
Kayhan_Kaygusuz(3).jpg

Image 5.

https:/lcommons.wikimedia.org/wiki/File:Salon_du_Louvre 1787.jpg

Image 6.
https:/letimg.etb2bimg.com/photo/99598846.cms
Image 7.

https://[www.meer.com/science-museum/artworks/97658



http://www.aiga.org/content.cfm/is-graphic-design-not

Image 8.

Author’s archive.

Image 9.
https:/len.idei.club/40829-exhibition-installation.html

Image 10.

Author’s archive.
Image 11.
Author’s archive.
Image 12.
Author’s archive.



Yapilandiriimis Ozet

iletisim, uygarligin gelisiminde diisiince, duygu ve bilgi aligverisini kolaylastiran cok dnemli bir rol oynamistir. Yazinin ortaya ¢ikisi, sozli
icerigin korunmasinave erisilebilirligine olanak taniyan dnemli bir doniim noktasi olurken gagdas toplumda gérsel iletisim, bilgiye erigimi
artiran baskin ydntem olarak ortaya ¢ikmistir. icerigin cogalmasi izleyiciler icin erisilebilirlik ve dnceliklendirme konusunda zorluklara
yol agarken bilginin internet araciligiyla demokratiklesmesi yaraticilari gliclendirmis ve ayni zamanda igerigin glvenilirligi ve baglami
konusunda kafa karigikligina da yol agmistir

Sanat, tarih boyunca insanliin yaraticiligini ve hayal gliciini somutlastiran kiltirel bulus olarak hizmet ederken yagli boya resim gibi
klasik ve video sanati gibi cagdas bicimlerde kendini gostermektedir. Sanatsal stireg, 6zglinllik ve benzersizlik gibi belirli niteliklere sahip
olmasi gereken bir sanat eseriyle sonuglanir. Sanat, eserleriyle mesajlari iletmeyi ve algilara meydan okumayi hedeflerken, endustri
ise Urlnleriyle, 6zellikle de post-endustriyel devrim, islevsellik ve kullanici tatminine odaklanir. Hem sanatin hem de Urlnlerin evrimi,
sanatin tarihsel anlatilari korudugu, uygarlik iginde belirlenmis rolleri yerine getiren Urlnlerle birlikte toplumsal degisimleri yansitir.
Sanat ve Urlin arasindaki fark, amaglari ve 6mirlerinde yatmaktadir. Sanat, salt faydanin 6tesinde kalicilik ve anlam i¢in gabalamaktadir.

Sergiler, mevcut ya da yeni sanatsal galismalarin belirli bir tema gergevesinde sunulmasi ve izleyicilerin bunlarla ilk elden etkilesime
gegmesiigin dnemli bir platform gorevi gérmektedir. Sergiler sanat ve kiltirle iliskilendirilse de endUstriyel fuarlar gibi ticari gosterimleri
de kapsayabilmektedir. "Sergileme" terimi, iletisimde gorinUrligin 6nemini vurgulayan gosterme eyleminden kaynaklanmaktadir.
Ancak sergiler genellikle sanatginin ya da yapimcinin izleyicinin geri bildirimini dikkate almadan g¢aligmalarini sundugu tek tarafli bir
iletisim modelini takip eder. Bu sinirlamaya ragmen sergiler degerli bilgi ve egitim deneyimleri sunarak izleyicilerin kiltir, sosyal konular
ve sektordeki gelismelere iliskin anlayiglarini zenginlestirir. Bu nedenle sergiler etkilesimde pasif olsa da bilginin yayilmasi ve kiltirel
katilim igin hayati bir ara¢ olmaya devam etmektedir. En yaygin tir olan sanat sergileri birden fazla ortamda kisisel, grup ve temali
sergiler halinde kategorize edilebilir; her biri sanatgilar i¢in benzersiz avantajlar sunar ve kiltirel diyalogu tesvik eder. Ticari sergiler,
belirli endistrilerde ag olusturmayi ve Griin tanitimini kolaylastirir. Bilim sergileri, etkilesimli sergiler araciligiyla ziyaretgilerin ilgisini
cekerek bilimsel kavramlarin anlasiimasini kolaylastirir ve toplumda bilime olan ilgiyi canli tutar. Genel olarak sergiler sanatsal ifadeyi,
endUstrideki yeniligi ve bilimsel egitimi tesvik etmede ¢ok dnemli bir rol oynamaktadir.

Sergiler ister sanatsal ister ticari olsun, dodasi geregi dikkatli planlama ve organizasyon gerektiren sistematik streclerdir. Sanatsal
sergilerde sanatgilar veya kiratoryal ekipler, eserlerin boyutlari ve genel sunumun dikkate alindigi net bir sergi planiyla baglar. Sanatsal
yaratimda raslantisallik algisinin aksine sergileme tasariminda silirece yon veren yapilandiriimis bir yaklasim vardir. Benzer sekilde,
ticari sergiler her fuar alaninin benzersiz 6zelliklerinden 6ttirl 6zel bir tasarim gerektirir. Boylelikle hem sanatsal hem de ticari sergiler,
amaglanan mesajin izleyiciye etkili bir sekilde iletilmesinde sistematik hazirliga sahip olmak zorundadir.

17. ylzyilda Paris’teki Louvre Mizesi'nde baglayan sergilerin evrimi, halkin sanata erisimini bambagka bir hale getirdi. Sergilerden 6nce
sanat eserleri 6zel alanlarla sinirliydi. Bu da elit kesim disindaki erisimini engelliyordu. Sergilerin ortaya ¢ikisl sanatin takip ve takdirini
demokratiklestirdi, kilturel aligverisi ve entelektiel diyalogu tesvik etti. Cesitli sanatsal tarzlari tesvik ederken gorindrligu ve taninirhgi
artirarak sanatgilarigin platform gorevi gérmeye basladi. Bununla birlikte sergi alani ayni zamanda bir bilgi yonetimi mekanizmasi olarak
daiglev kazaniyor ve bu disiplin alanindaki karmasikliklari azaltiyordu.

Sergileme tasariminin kékeni binlerce yil dncesine dayanan eserlerin sunulmasi eylemine dayanmaktadir. Baglangigta tapinak, tiyatro gibi
mekanlar sergi amagli kullanilmis, zamanla muzelere donidsmistir. Louvre Miizesi'nin kaleden saraya ve sonunda miizeye donidsmesi
buna ornektir. Klasik sergileme yéntemi, sergilenen eserlerin kendini agiklayan dogasina dayanan minimal tasarimi iceriyordu. 18.
ylzyillda ortaya cikan bu yaklasim, kapsaml bilgi olmadan izleyicinin yorumlamasina olanak sagladigi igin glinimuzde de varhgini
slirdlirmektedir. Dahasi, ilk sergiler genellikle burjuva ve elit siniflar tarafindan yonlendiriliyordu ve bu da sanat ve kiltire daha genis
toplumsal erisimi kolaylastiriyordu.

Sergileme tasarimi, alanin iletisim odakli yapisindan dolayi grafik tasarimcilarin gekirdek ekibi olusturdugu, gesitli tasarim uzmanlarini
bir araya getiren ¢ok yonlu bir disiplindir. Etkili sergileme tasarimi, iletisimi gelistirmek icin kavramlari ve nesneleri gorsellestirmeyi
icerir. Suireg, editorler ve yazarlarla is birligi yapan iletisim tasarimcilarinin rehberliginde metin gelistirmeyle baglar. Basaril bir sergileme
tasarim ekibi, fotografcilar, ic mimarlar ve endUstriyel Griin tasarimcilari da dahil olmak lizere gesitli profesyonellerden olusur ve tutarli
tasarim sonuglari elde etmek icin ekip Uyeleri arasindaki karsilikli anlayis ve is birliginin nemini vurgular.

Sergileme tasarimi siireci temel olarak igerigin izleyiciyle etkili bir sekilde iletisim kuracak bir anlatiya donUstirilmesi cergevesinde
calismaktadir. Bu anlati, serginin omurgasini olusturur ve onu pasif sergileme eylemlerinden ayirir. Agik bir iletisimden yoksun olan
sanatsal sergilerin aksine, iyi hazirlanmis bir anlati, hedef kitleyi, icerigi ve sergi alanini dikkate alarak insa edilir. Gorsel tasarim asamasi,
izleyicilerin ilgisini gcekmek igin fotograf, gizim ve U¢ boyutlu grafik gibi unsurlarin kullanildigi bu anlatinin olusturulmasini takip eder.
Geleneksel grafik tasarimin aksine sergileme tasarimi, izleyicinin ilgisini stirdirmek ve genel deneyimi gelistirmek igin animasyonlar da
dahil olmak tzere son teknolojinin kullanildigi dinamik gorsel 6geler igerir.
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Artistic Discourse Through Sign
Language and Interpretation in Poetic
Art

Siir Sanatinda isaret Dili ve Yorumlama Yoluyla
Sanatsal Soylem

ABSTRACT

This paper corresponds to a personal experience through social and communicative discourse to
investigate human communication and its linguistic treatment in contemporary art, as well as a
social and artistic system that uses poetic creativity to create a set of discussions about artworks.
The artistic discourse involves creating interpretations related to intertextuality and the commu-
nicative act through the dialogical and independent space of the artwork. The purpose is to pro-
pose the integration of a series of interdisciplinary projects that incorporate original video art and
video performance works, making initiatives more flexible to create (and recreate) innovative artis-
tic experiences for the Deaf community and sign language interpreters by involving the projects,
depending on the commitment to the cultural accessibility of the art content for diverse audien-
ces. The linguistic treatment of bilingual speech to develop verbal communication (oral and soun-
ds) and non-verbal (gesture-visual and soundless) coommunication, that is, regardless of the use of
speech, both the verbal communication of hearing people and the non-verbal communication of
Deaf people to generate a public act; as well as the argumentative structure to incorporate poetic
art and different cultural interpretations through the use of sign language in various countries. In
conclusion, much remains to be done to achieve a complete contextual understanding of these
works within the scope of contemporary art remains a fundamental challenge.

Keywords: Deaf, art literature, video poetry, media art, performance art

6z

Bu makale, gagdas sanat iginde insan iletisimini ve bunun dilsel boyutunu arastirmak, ayni zamanda
sanatsal eserler hakkinda bir dizi tartisma yaratmak igin siirsel yaraticiligi kullanan sosyal ve sanatsal
bir sistemi incelemek amaciyla sosyal ve iletisimsel bir séylem Uzerinden kisisel bir deneyimi yan-
sitmaktadir. Sanatsal sdylem, sanat eserinin diyalojik ve bagimsiz alani araciligiyla metinlerarasilik
ve iletisimsel eylemle ilgili yorumlar yaratmayi icerir. Amag, 6zglin video sanati ve video performans
calismalarini igeren bir dizi disiplinler arasi projeyi entegre ederek, sanat iceriklerinin gesitli izleyiciler
icin kiltdrel erisilebilirligine bagh olarak, isitme engelli topluluk ve isaret dili tercimanlari igin yeni-
likgi sanatsal deneyimler yaratmayi ve yeniden yaratmayr mimkin kilmaktir. S6zlG iletisimi (sozli ve
sesli) ve sozsliz (jestsel-gorsel ve sessiz) iletisimi gelistirmek icin iki dilli konusmanin dilsel islenmesi;
yani, hem isiten insanlarin sozll iletisimi hem de isitme engelli insanlarin s6zstiz iletisimi, bir kamusal
eylem yaratmak igin kullanilmaktadir. Ayni zamanda, siirsel sanati ve farkli kiltirel yorumlari, gesitli
Ulkelerdeki isaret dili kullanimi araciliiyla bitinlestirmek igin argliman yapisini igerir. Sonug olarak,
cagdas sanat kapsami iginde bu eserlerin tam baglamsal anlasiimasini saglamak igin hala yapilacak
cok sey vardir ve bu, temel bir zorluk olmaya devam etmektedir.

Anahtar Kelimeler: isitme engelliler, sanat edebiyati, video siir, medya sanati, performans sanati

Introduction

What follows is intended to distinguish video poetry from poetry films, film poetry, poem videos, poetry
videos, cyber-poetry, cine-poetry, kinetic poetry, digital poetry, filming of poetry, and other unwieldy
neologisms, which have been applied, at one time or another, to describe the treatment of poetry in
film and video but which have also developed different and divergent meanings (Konyves, 2011).

It is a video poetry manifesto for generating social and technological democratization within poetic
literature artwork. There is a debate about supporting artistic work and social inclusion through liter-
ature and discourse. There is a conflict between visuals and technologies to sharpen artworks through
the use of poems. It is difficult to oppose video art and literature art to integrate poetic and narrative
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works. Thus, videography and video art have a lot of history and
artworks (Meigh-Andrews, 2013; Cubitt, 1993) to investigate and
incorporate comparative literature into artistic discourse.

The incorporation of video art and videopoetic work is crucial to
propose the participation of artists with and without disability —
just as inclusive artists transform the participation of artworks,
but there is no debate about choosing the new concept— in the
world of arts and literature (Bernaschina, 2018a; 2022; Benthien,
2012; Bovcon, 2013; Hoglund, 2017). By creating an innovative ex-
perience of poetic language from discursive interpretation, just
as the result of poems and multimedia (image, text, and sound)
to transform the screen into video art. They prevent these works
from being considered models for a new genre of technology-as-
sisted poetry (Konyves, 2011). Thus, a new language of artistic dis-
course towards social inclusion to deepen the work of technology,
literature, and the creativity of contemporary art. It is not easy to
analyze the research on the study of art and literature to highlight
the importance of selected works of media art and performance
art.

Our paper corresponds to a personal experience through social
and communicative discourse to investigate human communi-
cation and its linguistic treatment in contemporary art, just as a
social and artistic system that uses poetic creativity to create a
set of discussions about artworks.

Literature Review: a new language of artistic discourse to-
wards social inclusion

The relationship between art and inclusion’s part of nature of peo-
ple with disability to artistic employment, but the then consid-
er the potential of alternative about the social inclusion in light
of these enduring barriers (Hall & Wilton, 2011). Theoretical ap-
proaches to the impact of the arts therefore represent a variety of
geographical areas, project scale and duration, artistic approach-
es and art forms, including music, theater, dance, craft, writing,
photography, design and video making (Galloway, 2009).

The artistic discourse involves creating interpretations related to
intertextuality and the communicative act through the dialogical
and independent space of the artwork. Thus, artistic discourse as
the creative language for literature, society, technology, and cul-
ture, represents a powerful influence on art. However, there are
some key characteristics to define: The intertextual approach in
literary studies not only contributes to the study and critical as-
sessment of the relationships among different creations (Cerrillo
& Mendoza, 2003, p. 9). Beyond these intertextual issues, they do
not provide knowledge of diversity, media, or social discourse to
transmit different cultural interpretations. Although the artistic
discourse is familiar with the argumentative structure and the art
intervention to create the development of the creative project.

This evidence about the discourse is important to consider not
only the Artistic discourse but also some fundamental issues
about the incorporation of social discourse and/or communica-
tive discourse. This variety allows us to analyze the sociolinguistic
model —according to Cardenas Neira, in the review of a book on
Society and Discourse (2011) by the Dutch linguist, Teun van Dijk
on the debate in multiple disciplinary currents, depending on a
subjective model of the speakers/writers to act in linguistic func-
tion, both language as the interpretation of the social situation;
this approach derived from sociolinguistics to transform society

and discourse (Cardenas Neira, 2013)— that the social phenom-
enon offers us through the artistic field. In this approach, the fol-
lowing can be considered:

The various spheres of human activity are all related to the use of
language. The use of language is carried out in the form of con-
crete and singular statements (oral and written) that belong to
the participants of one or another sphere of human praxis. These
statements reflect the specific conditions and the purpose of
each one of the spheres not only because of their content (the-
matic) and, by their verbal style, that is, because of the selection of
the lexical, phraseological and grammatical resources of the lan-
guage, but above all by its composition or structure (Bajtin, 1998,
p. 3).

This relationship between social discourse and communicative
discourse consists in creating the thought or idea, which is why it
is defined as a reflective act for linguistic creativity, and the com-
municative competence to transmit a meaning of artistic inter-
textuality. Thus, it is defined as the “art of speaking” and the “art
of saying”. For Ramirez, it explains that: “Speaking and saying are
not the same, even when they are interdependent. To speak is to
act, an intransitive act; Saying is doing, which presupposes tran-
sitivity. Two complementary conceptions of rhetoric are derived
from the difference between speaking and saying” (Ramirez, 1999,
par. 1). For this reason, the art of speaking is defined as a commu-
nicative act in public; and the language that is defined as an act of
saying in the oral discourse as the written discourse to transmit
a linguistic analysis. Both introduce social language and linguistic
discourse to determine your own discursive speaker or your own
creative writing. Just as the “oratory”, “public speaking” or “ora-
tion” to improve discursive communication, responding with so-
cial and multicultural dialogue.

From this perspective, for Noemi Padilla (1999), the linguistic
study of the argumentative structure of the discourse is ana-
lyzed to deepen the socially and culturally accepted representa-
tion (Noemi Padilla, 1999). On the other hand, it is not about a
judgment about the discourse in any social status but status quo
—about the state or situation of something is a certain way of
balancing or harmonizing by agitation or commotion— as part of
the investigation or the linguistic study of media in contemporary
art. Thus, poetic art (or visual poetry), video creation, new media
art (or media art), sound art, etc., is developed by the creation of
art and its own theory of social art.

There are several iterative definitions of art and social transfor-
mation as the creative process. However, it is difficult to combine
his main changes in the concept or the significance of social art.
This project was created by “The Institute for Art and Innovation”
(Berlin, Germany) to strengthen the recognition of social artists
and the value of work. Likewise, the prize will be awarded every
two years, and these are the ones that are considered relevant to
the field of social art. There are no gender, training, or nationality
restrictions. Therefore, the project of “The Social Art Award” is de-
fined as:

Social art is any artistic expression that aims to create impact and
social change. This definition delineates the intention of the artist
as crucial. Art is dedicated to questioning and rethinking existing
systems and paradigms. Artists are visionaries, utopians, change
agents, with the ability to affect society by creating emotionally
captivating experiences. It is the aesthetic revolution that pre-



cedes the social revolution (The Social Art Award, 2021, n.p.).

This definition of social art has to do with the social conditions to
create debates and/or uses of cultural concepts. Although there
are various forms of manifestation or art interpretation of poet-
ic creativity. Art and literature have their historical-cultural roots,
under the influence of psychic systems (perception/conscious-
ness) and social systems (communication) on the art of society
(Luhmann, 2000, 2005) to understand the relationship between
society and sentiment by observing the emerging levels, that is, in
order to problematize the society-feeling relationship to interpret
or manifest the use of language (Lépez Pérez, 2018).

In these considerations, the problems through the language of
artistic discourse are discussed. Just as literature allows the de-
velopment of language, intertextuality and the artistic field to
contextualize the project of the poetic work of art and a diverse
discipline of arts, in order to develop participation and social
transformation.

The purpose is to propose the integration of a series of interdis-
ciplinary projects that incorporate original video art and video
performance works, making initiatives more flexible to create
(and recreate) innovative artistic experiences for the Deaf com-
munity and sign language interpreters by involving the projects,
depending on the commitment to the cultural accessibility of the
art content for diverse audiences.

However, to achieve these goals the project will focus on several
key areas:

1. Developing artistic discourse through the bilingual commu-
nication system, both written and sign language. The project
corresponds to creating a (or several) dialogue focused on sign
language interpretation. Encourage discussions and collabora-
tions between inclusive artists (Deaf and/or hearing) and the Deaf
community. This initiative incorporates sign language through in-
clusive artistic and cultural participation. This discourse not only
highlights the greater importance of sign language but also pro-
motes the expressive potential toward a deeper understanding of
its role in contemporary art.

2. Exploring social production through non-verbal communica-
tion in artistic contexts. An important aspect of the project is to
investigate and demonstrate how non-verbal communication,
particularly through sign language contributes to social produc-
tion within the creative sphere. This includes examining new me-
dia platforms (media art and performance art) to facilitate and
expand the representation of non-verbal communication in art.
By analyzing these interactions, the project seeks to discover and
understand the new ways in which art expression and social en-
gagement intersect through non-verbal forms.

3. Reimagining artwork as a new language of video performance
and video art. The project focuses on rethinking the concept of
inclusive artwork by viewing it through sign language. This in-
volves considering visual-performing art (performance art) and
media art to transform social engagement through sign language
as the primary mode of expression. By experimenting with sign
language in these art forms, the project is associated with new
traditional perspectives on creation and experimentation in con-
temporary art.

These different project efforts aim to enrich the art scene by inte-

grating sign language in meaningful ways, fostering greaterinclu-
sion and innovation within the artistic-cultural field.

About the discourse and the bilingualism: question of inclu-
sive terminology

In the Spanish version, this word is almost unknown and there
is no dictionary of the Royal Spanish Academy (RAE), nor Wiki-
pedia in Spanish to refer to that terminology. It explains that
“«Bilinguistico, -ca» (in Spanish word that belonging to or related
to bilingualism) is written with an accent because it is an esdru-
Jjula (stress in Spanish by the word of proparoxytone) voice, as is
the case with «linguistic»”. Thanks to the response by the RAE via
Twitter on the linguistic query in order to facilitate the search for
the preferred and verified concept. On the other hand, there is no
discourse and bilingualism on the question of inclusive terminol-
ogy to deepen artistic participation through social inclusion.

In the relationship of the linguistic system through inclusive lan-
guage terminology, however, we could say that this experience
of the Deaf community is based on communicative interaction
through art culture to recognize forceful reality and uncertainty.
According to Bernaschina (2018b), people often misunderstand
and overlook the terms related to hearing impairment. It's im-
portant to note that the term “deaf-mute”, whether lowercase or
not, is obsolete and incorrect and that there is a more inappropri-
ate current term to use.

This underlines current terminology —other terms associated
with the relationship of: “Deaf-mute (or mute)’, “with different
capacity”, “limitation”, etc. In each word “in quotation marks” he
responds to the current problem that affects, especially, the Deaf
community— for troubleshooting, the wrong meaning. Although
most Artistic discourse, for this reason, is highly questionable, and
sometimes neutral from lexicography to feedback message in hu-
man communication. That is why it is impossible to dominate the
linguistic context in human communication towards inclusion. It
is possible to categorize reality through the concept of language
to argue the linguistic treatment through the use of signed com-
munication or the non-verbal communication system (Berna-
schina, 2018b, 2020; Noemi Padilla, 2001). From this linguistic
point of view, we can say that these changes in the treatment of
professional activities in the artistic field, depending on the social
and cultural context. Likewise, avoidably as the variation of oral
discourse to dominate the participation of hearing artists in art.

However, faced with the impossibility of contemplating these
linguistic factors, such as lexicography and etymology. In this
sense, bilingual discourse corresponds to two languages within
the communicative act or code change, including the type of the
degree of individual and/or social bilingualism that they develop.
the speakers; as well as the variety of speech that measures the
degree of linguistic adaptation to the receiving language (Blas et
al., 2006, 2008). Therefore, it implies that the theory of discur-
sive communication represents the nature of “some type of code”
(Santibanez Yafez, 1999) of linguistic interpretation. As Berna-
schina (2020) points out, their perspective on our practice of bi-
lingual discourse discussed in the inclusive art seeks knowledge
and creative skills to develop aesthetic sensitivity and take into
account the rules of communicative exchange on the analysis of
aesthetic-visual discursive strategies to interpret and produce
coded messages (such as sign language) with different communi-
cative intentions —combining linguistic (verbal communication)
and non-linguistic (non-verbal communication) expressive re-



sources—, beginning to establish relationships between the Deaf
artist and his own deaf culture.

Although there is a proposal for bilingual speech that is related
to art includes. For example, the value of art as a discourse takes
on an expressive and creative form; thus, the increasing and pro-
longed use by human being as a means of communication (Na-
umburg, 1955). In this sense, not all expectations to influence
inclusive art involve the participation of artists with hearing dis-
abilities and hearing people, but also the approach to analyze
the new experience through sensitivity and creativity within the
discourse of sign language. Next, to refer to his own culture: this
question has a double perspective, both the creator of the artistic
production and the Deaf identity in their own culture of sign lan-
guage (Chilean) to rescue and dominate the changes in art values
includes, and their own social art profile; that is, interculturalities
and contemporary art entities (Bernaschina, 2020).

It is crucial to underline that there is linguistic treatment, such as
the bilingual discourse to develop verbal communication (oral and
with sounds) and non-verbal (gesture-visual and without sound);
that is, regardless of the use of speech, both verbal communica-
tion of people hearing as the non-verbal communication of Deaf
people to generate a public act, in which the presence of specta-
tors or public audiences is allowed, such as cultural and creative
events.

However, it is possible to deepen social inclusion as the Deaf
identity influences artistic creation that affects the perception
and value of art within different cultures. The inclusion of sign
language and the participation of Deaf artists in contemporary
art enriches the artistic panorama by offering cultural diversity,
it also familiarizes functional diversity (on the manifestation of
combating social exclusion and equal treatment of people with
disability) and inclusive diversity (the representation of different
people) to create and recreate a social space in artistic work, and
to expand cultural accessibility, challenging the different values of
art towards greater empathy and appreciation between literature
and the Deaf community.

Therefore, social inclusion transforms the discourse into sign lan-
guage to transmit the creative and artistic message in different
cultural spaces, depending on the interpretations related to in-
tertextuality and the communicative act through the dialogic and
independent space of the work.

Bilingual Discourse in New Media Art

The new concept of inclusive discourse is part of a language of
artistic discourse through media and social to create diversity.
Just as the argumentative structure incorporates poetic art and
different cultural interpretations through the use of sign language
in various countries. Just as, bilingual discourse in new media art
interacts with the combination of sign language and art literature
(poems and creative thinking) to integrate with media art (video
art, video creation and videopoetry), that is, the integration of sign
language in new media can configure expression and communi-
cation, creating a space at the intersection of visual art, digital art,
and textual art; just as inclusive artistic narrative not only values
the experiences of the Deaf community, but also expands the
great possibilities of interaction and understanding in the artistic
field.

However, some examples of works exhibited by different spaces
of museums and contemporary art galleries, both in Chile and

abroad, are presented to represent bilingual discourse through vi-
sual-linguistic studies on the meaning of Chilean Sign Language
(LSCh inside Chile) (see Figure 1to 4) and the social isolation of the
Deaf commmunity (see Figure 5).

Cédigo de sefias

Image 1.
Frames of “Cddigo de sehas” [Sign code] (2015). 1:48 min. Video art (DV).
Source: Own work

Image 2.
Frames of “Life of Chilean Deaf” (2015). 2:23 min. Video art (DV). Source:
Own work

Conversacién

silencio

Image 3.

Frames of “Conversacion en silencio” [Silent Conversation] (2015). 11:29
min. Sound of 2nd mov. from Beethoven’s 9th Symphony. Video art (HD).
Source: Own work

Image 4.

Frames of “Acceso denegado: En distinta mirada extrafa, confusa y sub-
titulo ausente” [Access denied: In different strange look, confused and ab-
sent caption] (2018). 6:50 min. Sound: “Environmental textures” by Oscar
G. Villegas at the INTEF Bank of Images and Sounds. Video art (HD). Source:
Own work



Image 5.
Frames of ‘Jo séc Sord [in Catalan] /I am Deaf” (2020). 4:26 min. Video art
(HD). Source: Own work

This connection of vision-gesture through the signed message,
both writing and sign language to create the artistic experience.
However, this consideration allows us to analyze:

It must be taken into account that differentiated humanity as
such, language and communication through different visual me-
dia and signs. Of course, the content of the visual language is fun-
damental —of course, the language (of art) of the new media—
in different artistic manifestations, through painting, drawing,
engraving, photography, sculpture, theater, cinema, and others
(Bernaschina, 2020).

The concept of using sign language for communication and ex-
pressing creativity through visual media helps to understand ar-
tistic expression, as Kuspit (2006) states, the creation of the code
or concept is now considered as the essential activity. There are
many changes in creativity, both the image code and the silent
message (non-verbal communication) for analyzing social criti-
cism, and even with contemporary works of art.

The gesture and the new language of performance art

For example, as a Chilean visual artist, Francisca Benitez —she
is hearing— and based in New York, exhibited a series of works
related to the Deaf community and sign language, both the Chil-
ean language and the foreign language, starting from creative
research, carried out by the linguistic and gestural field. Just as
the inclusive art approach, both the artistic discourse and the bi-
lingual discourse generate the interpretation of the gestures of
performance art (see Figure 6).

SAHNTO
UASODAR

Image 6.

Frames of “Canto Visual” [Visual Singing] (2013) by Francisca Benitez, at
the Museum of Visual Arts (MAVI), Santiago (Chile). Courtesy of the artist -
MAVI. Source: https://franciscabenitez.org/works/canto-visual/

It is a participatory work that consists of the transformation of
the museum into a sign language school, its central goal being
the creation of a space for integration between Deaf and hearing
people (Museo de Artes Visuales, 2012). This exhibition consists
of a search from the visual-gestural linguistic perspective on per-
formance art and its propagation of artistic knowledge on video.
In this way, the artist seeks to stimulate human communication
through signs/signs to use the linguistic medium through bilin-
gual discourse. This work is about:

Canto Visual [in Spanish of Visual Singing] —a title that seems
to allude to the hand dance of sign language— could be situ-
ated within the present discourse of the «relational» practices
proposed by the French art critic Nicholas Bourriaud in “Rela-
tional Aesthetics”: forms or expressions of socially committed
art, oriented to —or rooted in— society, experimental, partic-
ipatory and research-based (Villasmil, 2012, par. 6).

Just as the diverse artistic project aims to promote the activation
of intangible heritage through various media, Francisca Benitez’s
work encompasses photography, video, performance, and inter-
ventions in public spaces (Villasmil, 2012).

On the other hand, some works of video performance art by Beni-
tez de “Son en Seras” [in Spanish of Are in signs], which explores
poetry in Cuban Sign Language (LSC inside Cuba) in collaboration
with the National Association of the Deaf of Cuba to represent the
exhibition of the XII Biennial of Havana in 2015 (see Figures 7 to
10).

Image 7.

Some frames of “Son en Sehas” (2015) by Francisca Benitez, at the XIl Ha-
vana Biennial (Cuba). Courtesy of the artist. Source: https://franciscabeni-
tez.org/works/son-en-senas/

Image 8.

Some frames of “Son en Senas” (2015) by Francisca Benitez, at the Xl Ha-
vana Biennial (Cuba). Courtesy of the artist. Source: https://franciscabeni-
tez.org/works/son-en-senas/



Image 12.

Some frames of “Visible Discourse” (2013) by Francisca Benitez, at the Lis-
bon Architecture Triennial (Portugal), Courtesy of the artist. Source: https://

Image 9.

Some frames of “Son en Sehas” (2015) by Francisca Benitez, at the X/l Ha-
vana Biennial (Cuba). Courtesy of the artist. Source: https://franciscabeni-
tez.org/works/son-en-senas/

Image 10.

Some frames of “Son en Senas” (2015) by Francisca Benitez, at the XIl Ha-
vana Biennial (Cuba). Courtesy of the artist. Source: https://franciscabeni-
tez.org/works/son-en-senas/

This concept of performance art and poetic art in LSC has been
achieved in depth in both the social and inclusive interconnection
and the development of that work of the artist. Just as the result
of the collective work had an impact due to its visual strength and
content (Sola, 2015).

The artist analyzes the work of the Havana Biennial. This work has
evolved to involve more direct interaction with the public, creat-
ing performative actions that subvert established limits and gen-
erate unexpected areas of coexistence, interaction, and dialogue
(Sola, 2015).

Thanks to the social transformation of the experimental and per-
formative space of the previous work “Canto Visual” to interact as
the interconnection of Deaf and hearing people with the use of
LSCh in the Museum of Visual Arts of Chile.

Another work by Benitez, the artist comments on the develop-
ment of the personal idea Discurso Visivel (“Visible Discourse”, in
Portuguese), a part of the artistic intervention (or public space) at
the Lisbon Architecture Triennial (Portugal), with the participation
of Lingua Gestual Portuguesa (Portuguese Sign Language in Por-
tuguese, LGP inside Portugal) to include the Deaf community in
the visio-gestural linguistic medium (see Figure 11 and 12).

Image 11.

Some frames of “Visible Discourse” (2013) by Francisca Benitez, at the Lis-
bon Architecture Triennial (Portugal), Courtesy of the artist. Source: https://
franciscabenitez.org/works/discurso-visivel/

franciscabenitez.org/works/discurso-visivel/

Finally, Benitez is exhibited in the last two individual exhibitions
of “Poemas Concretos” [in Spanish of Concrete Poems] (2016) at
the Santiago headquarters and Communicating Bodies (2019)
at the Barcelona (Spain) headquarters, in both works at the Die
Ecke contemporary art gallery. Some works of photography, video
of performance art, of course, poetry in American Sign Language
(ASL inside the United States) (Rose, 2006; Kaneko, 2011; Klima &
Bellugi, 1976; Sandler & Lillo-Martin, 2006), and LSCh, focusing on
the social space between culture Deaf and hearing about bilingual
speech.

In general, these are concrete examples of the visuality and sym-
bolism of the hands. Both are fundamentally connected to each
other, although this is not always recognized. But all these works
are not enough to face these problems of the current situation in
art, including both the Deaf artist and the creative work. Thus, it
is about an artistic identity to acquire his own work and his own
thoughts in inclusive art (Bernaschina, 2020).

Discussion

On the approach of the inclusive work through artistic dis-
course

Our discussion allows us to raise the interpretation of intertex-
tuality and the communicative act for artistic discourse through
the use of sign language in different works of new media art and
performance art. However, understanding the linguistic treat-
ment allows for developing the knowledge of verbal and non-ver-
bal communication in the sign language itself, of course, digital
communication in the image and artistic writing. In this sense,
the bilingual discourse allows detonating in a certain argumenta-
tive and textual structure:

In the preceding linguistic tradition, linguistic competence
has basically been described either as a body of abstract
knowledge about the language, in the manner, for example, [..]
of the communicative act and the possibility of developing it
in terms of discourse; [..] (Noemi Padilla, 1999, p. 34).

For this reason, the range of linguistic competence to attribute
argumentative knowledge, such as bilingual discourse in new
media art and performance art, does not exist creating dialogical
spaces for art through human quality.

Not always the issue of sign language or the culture of the Deaf
community, but especially the different communities that do not
value acceptance, respect in relation to nature and society in gen-
eral, of course, the ability to have goodwill, specifying the morality
towards inclusion. Also, create cultural spaces for the inclusive



public, especially works related to the performance art of sign lan-
guage.

It is crucial to underline the support in the different Deaf com-
munities to value acceptance through artistic participation and
cultural space, of course, the ability to have goodwill, specifying
morality towards inclusion. Just as vision-gesture freedom is
quite complex such as the hearing artist Francisca Benitez has
achieved the advantage with the support of various Deaf profes-
sionals and volunteers together with hearing people with sign ex-
perience to incorporate the culture and also the more recovery of
the use of different sign languages in each country.

This example of media arts works to create and deepen bilingual
discourse, both moving images and still images. Just as the ex-
perimental video of the artistic discourse to propose and develop
more depth to the creative work. However, the only way to cre-
ate custom and independent work. Just as the visibility in work
to certain minority situations and even the type of disability sit-
uation for professional artists of visual arts or another discipline
related to linguistic art.

Conclusion

It allows us to observe the value of artistic discourse in different
cultural spaces with an inclusion focus. It is important to examine
the different understandings of video art and performance works
along with sign language in different countries within artistic par-
ticipation. In conclusion, much remains to be done to achieve a
complete contextual understanding of these works within the
scope of contemporary art remains a fundamental challenge. De-
spite the participation of professional artists with disabilities and
their contributions to the field, there is still a considerable way to
go to align these artistic expressions with their intended concep-
tual frameworks.

The integration of sign language into performance video and vid-
eo artis a complex process that requires ongoing exploration and
adaptation. While progress is being made, it is crucial to deep-
en engagement with cultural, social, and artistic contexts to fully
realize the potential of these works and their impact on the art
world. This continuous effort is essential to ensure that the inclu-
sion of sign language in art is not only recognized but also mean-
ingfully integrated into the broader artistic discourse.

Likewise, this artistic experience towards inclusion is proud to
present the works of its creative project and Francisca Benitez's
exhibition in different sign languages. It is not always the only lan-
guage or the exhibited works, but it also has its ideas through the
meaning of linguistic art, of course, the rest of the Deaf communi-
ty as the inclusive public through signed communication.

Although crucial, the sample works of this paper contemplate the
nature of linguistic art through the bilingual discourse about ar-
tistic thought —such as poetic art— for reflecting a greater need
to include the work together, both the use of sign language as the
use of creative work by the artist with a disability in contemporary
art.

Finally, it is possible to learn about the project, both of creative
art and literary art, towards social inclusion to transform the in-
clusive artistic discourse into sign language for all. Not always
the language of each country, but rather to value the approach of
cultural and work accessibility towards inclusive art, based on the
geographical variety or the culture itself in inclusive contempo-
rary art, and of course, the existing barriers.
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Yapilandiriimis Ozet

Sanat, dil ve kiltirin kesisimi, 6zellikle farkli iletisim yontemlerini yeni bir arastirma yaklasimiyla ele aldiginda yenilikci bir kesif sunar.
Bu makale, siirsel sanat alaninda isaret dili ve yorumlama etrafindaki sanatsal sdylemi derinlemesine inceler. Cagdas sanatla ilgili insan
iletisiminin karmasgikliklarini ele almayi amaclar ve kapsayici sanatsal deneyimler yaratmak igin dilsel ve dilsel olmayan entegrasyona
odaklanir. Sanatsal galisma ve sosyal katilimi edebiyat ve sdylem araciligiyla destekleme konusunda bir tartisma vardir. Gorsel ve
teknolojiler arasinda, siirlerin kullanimiyla sanatsal eserleri keskinlestirme noktasinda bir ¢catisma vardir. Siirsel ve anlatisal eserleri
bitlnlestirmek icin video sanati ve edebiyat sanati birbirine karsi ¢ikmak zordur. Sanat ile engellilerin sanatsal istihdamini dogdasi
geregi iceren sosyal dahil olma arasinda iliski vardir; ancak bu kalici engeller 1siginda sosyal dahil olmanin alternatifleri potansiyelini
disinmek gereklidir (Hall & Wilton, 2011). Sanatin etkisine yonelik teorik yaklagimlar bu nedenle cesitli cografi alanlari, proje 6lcegi ve
sliresini, sanatsal yaklagimlari ve muzik, tiyatro, dans, zanaat, yazi, fotografcilik, tasarim ve video yapimini iceren sanat formlarini temsil
eder (Galloway, 2009). Boylece, cagdas sanatin yaraticilidi, edebiyati ve teknolojisini derinlestirmek igin sosyal katima yonelik sanatsal
sOylemin yeni bir dili ortaya gikar.

Bu calismanin amaci, video sanati ve video performansi isaret dili ve siirsel yorumla birlestiren bir dizi disiplinler arasi projenin
entegrasyonunu onermektir. Bu unsurlari bir araya getirerek, arastirma hem isitme engelli topluluk hem de isaret dili tercimani igin
kilturel erisilebilirligi artirmayi ve yenilikgi sanatsal deneyimleri tesvik etmeyi amaglar. Bu galisma ayni zamanda sanatsal baglamlarda
iki dilli ve s6zslz iletisim igin bir gerceve gelistirmeyi, sanatsal séylemdeki s6zIU ve sdzsiiz unsurlarin dGnemini vurgulamayi hedefler.

Bu arastirma, isaret dili sGylemi iginde duyarl ve yaratici yeni bir deneyimi anlamak ve analiz etmek amaciyla, sosyal ve iletisimsel
sdylem ve kisisel deneyime dayanmaktadir. isitme engelli sanatgilar ve isiten insanlarin katilimiyla Francisca Benitez'in segilmis video
sanat eserlerini ve bazi video performanslarini analiz etmektedir. Ayni sekilde, isaret dili tercimanlarinin siirsel sanatin yorumuna ve
sunumuna nasll katkida bulundugunu arastirarak sanat ve iletisim arasindaki diyalogu inceler.

Sanatta iki dillilik ve kapsayici terminoloji tartismasi sinirlidir. isitme engelli topluluk genellikle "sagir dilsiz" gibi yanlis ve saldirgan olan
yanlis anlamalar ve gtincelligini yitirmis terimlerle karsilasir. Dogru temsil ve iletisim icin modern terimler ve kapsayici dil dnemlidir.
Kapsayici sanat, isitme engelli sanatgilari ve kiltirlerini sanatsal séyleme dahil ederek sosyal katilimi tesvik eder. Bu yaklagim, yaraticiligi
ve cesitliligi artirmak igin hem s6zIU (konusulan) hem de sozsuz (isaret) iletisimi kullanir. Yeni medya sanatinda iki dilli sdylem, sanat
alanini zenginlestiren ve kilttrel erisilebilirligi genisleten isaret dili ile gesitli sanat formlarini birlestirir.

Ancak, bazi sanat eserleri érnekleri sunlardir: Sili isaret Dili'ni kesfeden "Cédigo de sefias" video sanati; Sili'deki isitme engelli bireylerin
yasamlarini belgeleyen "Life of Chilean Deaf" videosu; Beethoven'in miizigi esliginde sessiz sohbeti iceren "Conversacion en silencio”
video sanati; isitme engelli bireylerin sosyal dislanmasini tartisan "Acceso denegado: En distinta mirada extrafia, confusa y subtitulo
ausente" video sanati. Ek olarak, Silili gorsel sanatgl Francisca Benitez tarafindan olusturulan eserler: Bir mizeyi isaret dili okuluna
déniistiiren "Canto Visual" projesi; Kiiba isaret Dili'ni kesfeden "Son en Sefias" performansi; Portekiz isaret Dili'ni igeren Lizbon Mimarlik
Trienali'nde bir midahale olan "Visible Discourse". Bu galismalar, isaret dilinin sanata entegre edilmesinin dnemini, kapsayici kltlrel
diyalogu tesvik etmeyi ve yaratici ifade yoluyla sosyal sorunlari ele almayi vurgular.

Tartismamiz, yeni medya sanati ve performans sanatindaki farkli eserlerde isaret dilinin kullanimi yoluyla sanatsal sdylem icin
metinlerarasilik ve iletisimsel eylemin yorumlanmasini ele almamiza olanak tanir. Dil yeterliligini anlamak, 6zellikle yeni medya sanati
ve performans sanati iginde iki dilli séylemin gelisimini dénlstirmek igin onemlidir. Tarihsel olarak, dil yeterliligi, dil hakkinda soyut bilgi
ve onun iletisimsel olanaklari olarak kabul edildi (Noemi Padilla, 1999). Ancak, kapsayici sanatta, anlaml diyalojik alanlarin yaratiimasina,
isitme engelli kiltlrl ve diger topluluklarla entegrasyon saglanmasina kadar uzanmalidir. Kapsayici sanat, yalnizca isaret dilinin dahil
edilmesiyle ilgili degil, ayni zamanda topluluklarda saygi ve iyi niyeti tesvik etmekle ilgilidir. Hem isitme engelli hem de isiten sanatgilarin,
isaret dili konusunda uzman profesyonellerle birlikte galistigi kiltlrel katilimi artiran kiltdrel alanlar yaratmayi icerir.

Sonug olarak, gagdas sanat alaninda bu eserlerin tam baglamsal anlagilmasini saglamak igin hala yapilacak ¢ok sey vardir ve bu, temel
bir zorluk olmaya devam etmektedir. Sadece her Ulkenin dili degil, ayni zamanda kapsayici cagdas sanatta kiltirel ve is erisilebilirligi
yaklasimini dederlendirmek, cografi gesitlilik veya kiltlrin kendisine dayali olarak ve elbette mevcut engelleri goz oniinde bulundurmak
gerekmektedir.
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Convergence of Art and Technology
in Character and Space Design with
Blender

Karakter ve Mekan Tasarimi Baglaminda Blender
Programinin Sanatla iliskisi

ABSTRACT

Blender is a 3D modeling and animation software widely used especially in the field of character and
space design. This program, which helps users realize their creative ideas thanks to the harmonious
combination of art and technology, allows the creation of virtual reality models, simulation, visual
effects, stage lighting, game design and many other digital works. Using the features provided by the
Blender software, individuals have the ability to craft unique designs and efficiently employ character
animation techniques. In this conrtext, artists can nurture their imaginative and unique concepts,
merging them with technical prowess through the utilization of the Blender software. Moreover, they
can organize their production methods within the framework of embracing the contemporary ar-
tistic landscape in the digital era. This article aims to emphasize that the Blender program creates
a space that combines art and technology in the same environment by addressing its relationship
with art. While reviewing the art created in the digital environment, the research emphasizes the
positive or negative aspects and the dimension of temporal gain, especially on the plastic arts and
many other industries. In this research, which is carried out as a case study, it is aimed to experience
the potential and competence of the Blender program in the production process of digital drawing
applications made by various undergraduate design department students in many industrial fields
and artistic disciplines.

Keywords: Art, design, character, space, blender

6z

Blender programi, ozellikle karakter ve mekan tasarimi alaninda yaygin kullanilan 3D modelleme ve
animasyon yazilimidir. Sanat ve teknolojinin uyumlu birlikteligi sayesinde kullanicilarin yaratici fikir-
lerini hayata gecirmelerine yardimci olan bu program, sanal gergeklik modelleri, simulasyon, gorsel
efektler, sahne aydinlatmasi, oyun tasarimi ve daha bir¢ok dijital calismanin olusturulmasina olanak
tanimaktadir. Kullanicilar, Blender programinin, sundugu araglarla 6zgtin tasarimlar yapabilmekte ve
karakter animasyonu konusunda da oldukga etkili kullanimlar gergeklestirebilmektedirler. Bu eksen-
de sanatgllar, Blender programi kullanarak yaratici ve 6zgln fikirlerini teknik becerilerle birlestirerek
gelistirebilir, glinimuz dijital caginin sanat anlayisini yakalama baglaminda Giretim pratigini yapilandi-
rabilirler. Bu makale, Blender programinin sanatla iligkisini ele alarak sanati ve teknolojiyi ayni ortam-
da birlestiren bir alan yarattigini vurgulamayi hedeflemektedir. Arastirma, dijital ortamda yaratilan
sanati gozden gegirirken, 6zellikle plastik sanatlar ve daha pek ¢ok endUstri tzerindeki olumlu ya da
olumsuz yonlerine ve zamansal kazanim boyutuna vurgu yapmaktadir. Bir vaka ¢aligmasi olarak yUrd-
tllen bu arastirmada, lisans diizeyindeki gesitli tasarim bolimi 6grencilerine yaptirilan dijital gizim
uygulamalarinin, farkli birgok endUstriyel alanda ve sanatsal disiplinlerin Gretim slirecinde, Blender
programinin potansiyeli ve yeterliliginin deneyimlenmesi hedeflenmektedir.

Anahtar Kelimeler: Sanat, tasarim, karakter, mekan, blender

Introduction

The first indicators of artistic expressions are clarified by formal formations aimed at various identifi-
cations that continue with a process of intertwining humans with nature has won (Berkli and Gultepe,
2016, p.47). These indicators have undergone renewal and transformations with the development of
humanity and have evolved into different forms. Today, it is observed that technology and commu-
nication are used in almost every field. Technology is developing in line with the requirements of the
age and expanding its sphere of influence, while analog uses are gradually decreasing. The effects of
technology are realized at different speeds and compatibility in different fields, and the fields domi-
nated by technology are progressing swiftly. Especially the relationship between digital art and tech-
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nology affects the development of space and character design.
This effect implies a radical change in the perception of time and
space in the design process. Designers gain new insights while
examining the relationship between content and form and con-
centrate on to every detail.

This research examines the contribution of technology to art
and the impact of digital art on digital space and character de-
sign. Furthermore, in the subsequent sections of the study, the
integration of technology within digital art and the evolution-
ary progression of 3D software programs are examined. In this
process, the speed of technology has transformed into a form
that can be directed by users, and the purpose and goal of the
first products have changed. In the last part of the research,
the current 3D programs that emerged with technological de-
velopments and the Blender program designed especially for
the sculpture, cinema and game sectors were focused on. The
working principle of the Blender program and its use for digital
space and character design are viewed comprehensively. At the
same time, the interaction between the artist and the Blender
program is also discussed. The information and data obtained
during the research process are evaluated and recommenda-
tions are given in the article.

Character And Space Design in Virtual Environment

When a model possesses a restricted count of polygons, it is
characterized as having a low-polygon structure. This type of
model can be updated faster in viewports and rendered faster
because it requires less computational power. These advan-
tages make them preferred in real-time video games. They are
also suitable for situations such as television or movies where
high-resolution results are required. In such situations, the
utilization of low-poly models is feasible during the animation
phase, which can subsequently be substituted with a high-poly
variant prior to the rendering stage. (Bousquet, 2005, p.4).

Real-time games aim to provide a fast and fluid gaming expe-
rience. For this reason, game characters and locations are de-
signed with fewer polygons to optimize performance. Low-poly
models can be rendered and displayed faster by game engines
because they require less computational power. This ensures
that the game’s frame rate does not drop and provides a smooth
visual presentation. Models with fewer polygons play an import-
ant role in character and space design processes. Using fewer
polygons makes the model lighter and more efficient. Low-po-
ly models are especially preferred in real-time games and TV
or movie projects that require high-resolution output (Beane,
2012, p136-137). Likewise, in projects that require high-reso-
lution output, such as TV or movies, models with few polygons
are preferred. Due to the nature of such projects, the render-
ing procedure can be considerably time-intensive, particularly
when dealing with models comprising a substantial number of
polygons, which could result in extended rendering durations.
Therefore, the workflow can be accelerated by using low-poly
models in the animation phase. Just before the rendering pro-
cess, the low polygon model is replaced with a higher polygon
version to increase detail and realism (Webster, 2005, p.131-133).

Image 1.
Character and Space Design (D. Rolands Hess, 2009: 30)

Also, for models to be updated and rendered quickly, artists
need to get quick feedback and complete their designs faster.
Furthermore, the utilization of low-poly models holds signifi-
cance within the realms of character and spatial design proce-
dures. They are preferred to meet performance requirements
and optimize the rendering process. In the gaming industry,
low-poly models are widely used in real-time games and proj-
ects that require high-resolution output. These models provide
efficiency to artists with faster update, and rendering processes
(Park, 2005, p.59-65).

Character Design

The virtual environment offers artists a significant advantage
in character design. Computer-aided design programs can be
used to push the limits of imagination regardless of reality. As
an illustration, 3D modeling software enables the generation of
intricate and lifelike characters. Artists can shape, color and an-
imate every detail of the characters as they wish. The virtual en-
vironment provides an excellent platform for characters to ex-
press their emotions and personalities (Maestri, 2006, p.43-50).

Artistic activities and designs shape human existence, life,
imagination, and intellectual universe. The artist’s unique and
independent perspective transforms into artistic values such
as painting, sculpture, music, and design through rational and
aesthetic forms (Oztiirk, A.,, 2022).

In the digital realm, these creative processes are further en-
riched by the innovations offered by the virtual world. Character



design and 3D modeling bring the artist’s imagination into the
virtual domain, offering an aesthetic and expressive form inde-
pendent of reality. Digital tools provide artists with freedom in
designing characters and objects with unprecedented detail
and depth. These technological advancements elevate artistic
expression to new dimensions, with works created in virtual en-
vironments enriching human experience both visually and inter-
actively.

Space Design

One of the oldest definitions of architectural space belongs to
Vitruvius, the famous Roman architect, and architectural theo-
rist. Vitruvius mentioned three basic concepts of architecture:
Venustas (beauty), Firmitas (durability), and Utilitas (functional-
ity). Venustas refers to the artistic dimension of structure and
space, Firmitas emphasizes the durability of the structure, and
Utilitas refers to the functionality and formal dimension of space
(Yildiz, 2015, p.2). For example, the Hellenes, who developed well
in the 5th century and reached a certain level of architectural
advancement, constantly built new structures instead of the ur-

Image 2.
Savas Sarthan, (Blender) Character Design, 2023

Image 3.
Savas Sarihan, (Blender) Character Design, 2023



ban spaces destroyed after the wars they fought. In fact, in the
5th century, practical needs led to the emergence of methods,
and at the same time, architects had acquired ideas about how
the ideal form of the city should be (Wycherley, 1991, p.13).

Image 4.
Roman Kico, Last of Us Diorama in Blender- 3D Modeling Process |
Polygon Runway, 2023 (KIco Roman, 2023)

There is a dual relationship between architectural design and
virtual reality technology. Architectural design can use virtual re-
ality techniques for evaluation, communication, and documen-
tation purposes. Virtual reality can use architectural design as
one discipline that can contribute to the design of virtual envi-
ronments (Bridges, 1997, p. 144). Designing spaces within virtual
realms provides individuals with the liberty to shape the realms
of their creative thoughts. Whether it entails an imaginative
backdrop or a lifelike area, the virtual setting presents an arena
in which any conception can transform into actuality. Utilizing
the tools and software accessible within the virtual realm, cre-
ators have the ability to construct intricate environments and
mold the ambiance through lighting and visual enhancements.
The boundless possibilities extended by the virtual environment
allow artists the opportunity to delve into and articulate their
creative visions.

Tools and Opportunities of the Virtual Environment

3D modeling software empowers artists to control every as-
pect of characters and places as they wish. Rendering and ani-
mation software allows characters and places to come to life in
a realistic way. The utilization of virtual reality and augmented
reality technologies adds interactivity to artists’ creations and
enables observers to immerse themselves in the virtual realm
(Ghani ve ark., 2019, p.180-181). The opportunities offered by the
virtual environment also make character and space design ex-
citing. An artist can have an unlimited imagination in a virtual
environment and create original designs without any physical
constraints. Interactive spaces and 360-degree virtual tours
that can be experienced in a virtual environment immerse the
audience in the designs and offer them a unique experience.
This enables artists to build a stronger bond with the audience
and experience their designs in an interactive way.

The use of virtual media has increased the opportunities for
learning and collaboration in the field of character and space

design. Artists can easily communicate with other profession-
als, get feedback and work on projects together. Moreover, the
digital dissemination and sharing of designs crafted within
the virtual realm allow artists to showcase their creations to a
broader public. The virtual environment offers great potential
for artists in the field of character and space design. Using tools
such as 3D modeling, rendering, animation and virtual reality,
artists can turn their imagination into reality and offer audienc-
es immersive experiences. Artists can use the tools and oppor-
tunities provided by the virtual world to come up with original
designs and connect interactively with audiences, all without
restricting their creative freedom. By employing virtual media,
the potential for enhanced learning and collaborative endeav-
ors within the domain of character and space design broadens,
consequently leading to increased international recognition for
artists. With the substantial contributions stemming from the
virtual environment, the realm of character and space design is
poised for further advancement, affording artists the opportu-
nity to unveil imaginative creations that transcend conventional
limits (Wang, 2015, p.466-468).

Image 5.
Saad Muhammad Faroogq, The Joy Of Zilhajj, 2024 (Farooq, 2024)

The Relationship of Blender With Art

As artistic evolution has unfolded across historical epochs and
novel technologies have arisen, artists have embarked upon the
quest for innovative instruments. In tandem with conventional
artistic mediums, digital art has garnered noteworthy prom-
inence in contemporary times. Within the realm of digital art,
the Blender software, occupying a significant position among
artists, assumes a pivotal role in shaping the creative trajectory.

Blender is a free and open source software for creating 3D com-
puter graphics, animation and visual effects. Blender is a pro-
gram that was established in 2002 and is constantly being de-
veloped. It offers many possibilities for artists with its advanced
tools, user-friendly interface and wide customization options



(Akar, 2020). Blender bestows artists with substantial creative
autonomy, spanning a diverse spectrum of applications includ-
ing 3D modeling, character animation, background design, and
visual effects. This software facilitates the crafting of digital
realms, the narration of fictional narratives, and the production
of lifelike visuals, all without confining artistic imagination. The
array of features and tools within Blender furnishes artists with a
platform to manifest their creative expressions (Jonathan Lam-
pel, 2015, p.45-49).

Blender has also had a big impact on the movie industry. Many
major film and animation studios use Blender to create visual
effects and manage animation projects. Especially for indepen-
dent producers with limited budgets, Blender opens up new
possibilities by making it possible to create professional quali-
ty visual effects. This means more freedom and independence
for artists to realize their ideas. In addition to many big-budget
productions, independent producers are also using Blender to
create professional-quality visual effects on a limited budget.
Blender’s easy-to-use interface and powerful tools help inde-
pendent artists realize their own projects. This gives them more
freedom, independence, and creativity.

Blender’s success in the movie industry is attributed not only

to its realistic effects utilized in films but also to its user-friend-
ly interface that simplifies the management of animation proj-
ects. Blender seamlessly integrates into professional animation
workflows, boasting features like synchronized management of
animations for multiple characters, creation of dynamic camera
movements, and the implementation of particle systems for
crafting intricate scenes (John M Blain, 2023, p.15-101). In addi-
tion, Blender’s open source nature and active user community
ensures that new features and enhancements are constantly
being added. This provides artists with innovative and up-to-
date tools that allow them to take their creativity to the next lev-
el. It helps artists express their creativity through the creation
of visual effects, the management of animation projects, and
the ability to create professional quality work for independent
producers. Blender’s rapidly developing features and constantly
updated structure play an important role in the digital trans-
formation of art by providing artists with innovative tools and
freedom.

Additionally, Blender consolidates functions such as modeling,
sculpting, animation, compositing, and video editing into a sin-
gle platform, eliminating the need for users to employ multi-
ple software tools. Blender’s extensive community and regular

Sample Studies in the Context of Character and Space Design within the Scope of the Relationship of Blender Program with Art
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Gizem Yagmur Ozkiran (Department of Cartoon and Animation, 3rd grade), (Advanced Animation Applications course) Space Design, 2023
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Melis Ayca (Department of Cartoon and Animation, 3rd grade), (Advanced Animation Applications course) Space and Character Design, 2023
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Image 6.
Damla Arslan, (Department of Visual Communication Design, 2nd grade), (Animation Application course) Space Design, 2023

Image 7.
Pelin Sude, (Department of Visual Communication Design, 2nd grade), (Animation Application course) Space and Character Design, 2023
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Image 8:
Oglin Demir, (Department of Graphic Design, 2nd grade), (Basic Aniamtion | course) Space Design, 2023

Image 9.
Feyza Ozcan, (Department of Fashion Design, 3rd grade), (3D modeling applications course) Space Design, 2023



updates support the learning process. However, its complexity
and steep learning curve may present challenges for new users.
Industry-standard software is more commonly used in profes-
sional settings and offers more educational materials, which
can limit Blender’s applicability. Furthermore, the lack of official
technical support leaves users dependent on community sup-
port. While Blender is an attractive option due to its cost-ef-
fectiveness and comprehensive features, commercial software
may be more suitable for certain professional requirements.
(Baechler, O., & Greer, X., 2020)

Blender is a 3D modeling and animation software preferred in
a wide variety of art fields. It is especially frequently used in the
following art fields:

1. Film and Animation: Blender has gained an important place
in the movie industry. Both major studios and independent pro-
ducers use Blender for visual effects creation, character anima-
tion, scene creation and post-production. Blender’s powerful
tools and flexibility are a major contributor to realizing the cre-
ative vision of movies and animations.

2. Game Development: Blender is also frequently preferred in
game development. Game designers use Blender for 3D mod-
eling, character design, environment creation and animation to
bring the game world to life. Blender’s user-friendly interface
and game engine integration allow game developers to create
fast and impressive graphics.

3. Visual Effects: Blender is an effective tool for visual effects
creation and post-production. It can be used in television series,
commercials and other visual media projects to create realistic
and impressive effects. Especially for productions with limited
budgets, Blender provides professional quality visual effects.

4. Architecture and Interior Design: Blender is also used in ar-
chitecture and interior design. Thanks to its architectural mod-
eling, visualization and animation capabilities, architects and
interior designers can present their projects in a realistic and
impressive way. Blender’s realistic materials and lighting sys-
tems help designers visualize their projects in a more vivid and
detailed way (Michelangelo Manrique, 2014, p.26-240).

These are just some examples where Blender is preferred. Blend-
er has a large user base and an active community. It is also pos-
sible to see Blender being used in other art fields. Artists adapt
Blender to their own needs and use it to express their creativity.
The power of art becomes visible when people of all ages reveal
and express their creative potential. Especially young people find
their own expression in various art forms by using their imagi-
nation. Blender offers students the opportunity to explore their
creativity and create digital artworks, bringing technology and
art together. Students create original designs by transferring
theirimagination to the digital world. For example, students de-
velop projects in different areas such as character animations,
3D models, virtual environments or visual effects.

The designs created by students not only showcase their tech-
nical abilities, but also mirror their emotional and intellectual

growth. Each design functions as a piece of artwork that cap-
tures the student’s individual creativity, point of view, and unique
self-expression. For example, the beauty of nature, cultural her-
itage, social justice are some of the elements that students are
inspired by in their designs. It can also be said how students are
influenced by different art movements, artists or cultural refer-
ences and how these influences are reflected in their designs.
When describing the relationship between Blender and art, it is
important to focus on students’ designs both to introduce their
work and to emphasize the creative possibilities that Blender
provides them. In this way, readers will better understand how
Blender supports and inspires students’ artistic expression.

In this context, to help students translate their thoughts into
a digital medium, basic information about Blender’s interface,
fundamental commands, and manipulation of objects in 3D
space was initially provided. Then, they were taught techniques
such as creating models using basic geometric shapes, adding
and subtracting surfaces, and manipulating vertices and edg-
es. More complex models were created using modifiers, various
materials were created using the shader editor, and textures
were applied through UV mapping. Lighting techniques and dif-
ferent light sources were used to illuminate scenes, and render
settings were optimized using Eevee and Cycles render engines.
Finally, simple animations were created using keyframes, and
skeletal systems were set up for character or object animation.
These processes were designed to help students understand
the 3D design process and explore their individual creativity.

Conclusion and Recommendations

In this article, which examines the practices offered by Blender
applications to users through the context of art and technolo-
gy, the potentials of the program, especially on character and
space creation processes, are questioned. The Blender program
is a powerful tool that helps artists realize their creative ideas
and enables them to create original designs. It also has a great
impact on character animation, special effects and stage light-
ing. As an area where art and technology merge, the Blender
program helps artists expand their imagination. As one of the
most successful programs used in the field of character and
space design, it allows impressive and original designs to be
made at the point of combining technical skills and creativity.
The character and space designs made by the students using
the Blender 3D modeling program constitute an important
part of their educational experience. These design works offer
students the opportunity to develop their creativity and tech-
nical skills and to observe the positive and negative aspects of
their experiences. One of the positive aspects is that students
developed the ability to use their imagination to create original
characters and spaces. The program provided students with the
flexibility to roam freely and realize their ideas during the design
process. At the same time, the animation and effects features of
the program supported students’ ability to bring their designs
to life and make them dynamic. One of the negative aspects of
students’ designs using Blender is the complex interface of the
program at the beginning. The world of 3D modeling and ani-



mation is challenging for beginners. It can take time to under-
stand and use all the features of the program. In addition, the
time and effort consuming nature of the projects also affects
the user as a challenge. Students are expected to pay attention
to detail in creating original designs, make an effort to stream-
line animations, and develop time management skills. Engaging
with the Blender 3D modeling program for character and space
design enabled students to foster their creativity, enhance their
technical proficiencies, and elevate their capacity for generating
innovative and authentic designs. Although these experiences
included challenges such as the complexity of the program and
the time-consuming nature of the projects, they helped stu-
dents expand their skills in design and develop a more confident
approach to their projects. The possibilities presented by Blend-
er, through the fusion of art and technology, enable artists to ex-
pand their unique and creative concepts. This includes technical
implementation methods and the facilitation of a hybrid artistic
field that merges art with digital terminology on a unified plat-
form.

In conclusion, this study has examined the effects of the Blend-
er program on 3D designs created by students and its role in
fostering creativity in education. Future research could focus on
comparing Blender’s advantages with other 3D modeling and
animation software to determine which tools are better suit-
ed for specific educational goals. Additionally, the impact of 3D
design education on different age groups, educational levels,
and cultural contexts could be investigated. This could help ed-
ucators develop design tools suitable for various student pro-
files. Studies evaluating long-term effects and supporting the
continuous development of technology-enhanced educational
methods will provide valuable insights for improving education-
al strategies and enhancing student creativity.
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Yapilandiriimis Ozet

GUnlUmUz dijital gaginda teknolojinin sanata katkisi blyik bir 5nem tasimakta, dijital sanat baglaminda karakter ve mekan tasarimi
lizerinde etkisini artirmaktadir. Bu makale, sanat ve teknoloji arasindaki karsilikli iliskiye odaklanarak ozellikle Blender Programi’nin
karakter ve mekan tasarimindaki etkisini incelemektedir. Esnek bir 3D modelleme ve animasyon yazilimi olan Blender, sanatgilarin
teknik yetenekleriyle hayal giglerini birlestirerek yaratici vizyonlarini gelistirmelerine olanak saglayan bir platform sunmaktadir.
Galisma, Blender’in sanat disiplinleri ve endUstriler Uzerindeki gesitli etkilerini vurgulayarak dijital sanatin zaman ve mekan algisi
lizerindeki etkisine odaklanmaktadir.

Blender'in sanat disiplinleri ve endustriler Uzerindeki etkisi sadece yaratici stiregleri degil, ayni zamanda dijital sanatin zaman ve
mekan algisini da yeniden tanimlamaktadir. Sanat eserleri artik sadece bir noktada degil, izleyicilerle etkilesime gegebilen ve farkli
zaman dilimlerinde yasayabilen yapilar haline gelmektedir. Bu da sanatin sadece bir gdrsel sunum olmaktan ¢ikip izleyiciyle aktif bir
iliski kurabildigi, zamanin ve mekanin sinirlarini agsabilen bir yapiya dénlismesini saglamaktadir. Blender, sadece sanat diinyasinda
degil ayni zamanda interaktif medya alaninda da blyUk bir etki yaratmaktadir. Bu yazilimin kullanimiyla sanatgilar, sadece kendi
yaratici sinirlarini zorlamakla kalmiyor, ayni zamanda izleyiciyle etkilesime gegebilen ve sanatin geleneksel algisini de§istiren eserler
ortaya koyabilmektedir. Bu da dijital sanatin ve teknolojinin sanat diinyasinda nasil bir devrim yarattigini gosteriyor.

Blender programinda tretilen dlistik poligonlu modellerinin kullanimi, &zellikle gercek zamanli oyunlar, televizyon ve film projelerinde
karakter ve mekan tasariminda hayati bir rol oynamaktadir. Bu modeller, performansi optimize ederek daha hizli iglenirler, verimli bir
is akisi saglarlar ve animasyon sirecini kolaylastirirlar. Sanatgilar, dislk poligon modellerini kullanarak hizli geri bildirimler almak ve
tasarim slreglerini hizlandirmak gibi avantajlardan faydalanirlar. Sanal ortamdaki sanatgilar, fiziksel kisitlamalardan bagimsiz olarak
karmasik karakterler ve mimari mekanlar tasarlamak igin genis bir 6zglrlik alanina sahiptirler. 3D modelleme, renderleme ve sanal
gergeklik teknolojilerinin bir araya gelmesi, sanatgilara tasarim ile izleyici arasinda derin etkilesimler yaratmanin yani sira 6grenme
ve is birligi icin yeni olanaklar sunar. Dislk poligonlu modeller, performans agisindan optimize edilmis yapilariyla bilgisayarlarin
kaynaklarini daha verimli kullanmalarini saglar. Bu da hem sanatgilarin daha gli¢li tasarimlar olusturmalarina olanak tanirken hem
de son kullanicilar igin daha akici ve sorunsuz bir deneyim sunar. Sanal ortamdaki sanatgilar, fiziksel kisitlamalar olmaksizin hayal
glglerini kullanarak karmasik karakterler ve detayli mekanlar olusturabilirler. Bu durum, sanatin sinirlarini genisleterek daha 6zgiin
ve etkileyici eserlerin ortaya ¢ikmasina olanak tanir.

Sanat eserleri artik sadece izlenen degil, deneyimlenen ve etkilesime gegilen yapilar haline gelmektedir. Bu da sanatgilarin eserlerini
sadece gorsel olarak degil, duyulari ve hisleri harekete gegirecek sekilde tasarlamalarina olanak saglamaktadir. Bu sekilde, sanatgilar
sadece eserlerini sunmakla kalmayip ayni zamanda izleyicilerle etkilesime gecerek ortak bir deneyim yaratirlar. Blender programi,
dijital sanat alaninda 6nemli bir arag olarak ortaya ¢ikmistir ve 3D grafikler, animasyon ve gorsel efektlerde yaratici potansiyel sunar.
Kullanici dostu arayizU, gelismis araglari ve agik kaynak yapisi, gesitli sanat alanlarinda benimsenmesine 6nemli katki saglamistir.
Blyuk film stldyolari ve bagimsiz yapimcilar, Blender’i profesyonel kalitede gorsel efektler ve animasyonlar olusturmak igin
kullanarak yaratici olanaklari arttirirlar. Blender’in film endUstrisindeki basarisi, gergekgi efektleri ve akici animasyon proje yonetimini
saglamasidir. Strekli gelisimi, sanatgilarin yenilikci 6zelliklerle ifade etmelerini garanti eder. Blender’in yayginhgi ve genis kullanici
tabany, film, animasyon, oyun gelistirme, gorsel efektler, mimari ve ic mekan tasarimi gibi birgok alanda kullanildigini gdstermektedir.
Ayrica blender programi, 6grenciler igin egitimsel bir platformdur ve onlarin dijital sanat yaratimindaki yeteneklerini geligtirir.
Ogrenciler, Blender araciligiyla yaraticiliklarini kesfederler ve gesitli sanatsal etkilerden esinlenerek dijital eserler iretirler. Blender,
ogrencilere yaratici firsatlar sunarken, programin karmasikhiginin baslangicta bir zorluk olusturabilecegini, ancak zamanla yetkinlik
kazanilabilecegini belirtir.

Bu calisma, Blenderin karakter ve mekan tasarimindaki énemini vurgularken, yazilimin yaraticilik ve teknik yetkinlik Gzerindeki
etkilerini gostermektedir. Makale, Blender’in tasarim becerilerini gelistirme ve ddrenciler arasinda 6zgivenli bir yaklagim olusturma
potansiyeli lizerinde durmaktadir. Oziinde, Blender'in sanat ve teknolojiyi birlestirerek dijital araclar sanatsal ifadelerle birlestirdigi
bir hibrit sanat alanini destekler. Zorluklara ragmen Blender, sanatgilara dijital sanatin evrilen manzarasinda ilerlemelerine olanak
tanirve yenilikgi ve 6zgin tasarimlar olusturmalarina yardimci olur. Bu yazilim, sadece karakter ve mekan tasarimi alaninda degil, ayni
zamanda sanal sanatin farkli boyutlarinda da sanatgilara ilham kaynagi olmaktadir. Blender’in sundugu imkéanlar sadece profesyonel
sanatgilaricin degil, aynizamanda egitimde de 5nemlibirrol oynar. Ogrenciler, Blenderaraciliiyla sanatin yeniboyutlarini kesfederken
ayni zamanda kendi yaraticiliklarini da gelistirirler. Karmasik araylizi baslangicta zorlayici olsa da 6grenciler programi kavradikca
tasarim becerilerinde dnemli ilerlemeler kaydederler. Bu sayede, Blender 6grencilere hem sanatsal hem de teknik yetkinliklerini
gelistirme firsati sunar.

Sonug olarak, Blender’in karakterve mekan tasarimindaki etkisi glin gectikge artmaktadir. Clinki bu yazilim, sanatile teknolojiarasinda
muazzam bir kdpri olusturuyor. Ozellikle licretsiz ve agik kaynak olmasi, kullanicilarin yaraticiliklarini sinirlamadan kesfetmelerine
olanak tanir. Blender, sanatgilar ve 6grenciler igin dijital sanatin sinirsiz potansiyelini kesfetme imkani sunarak, onlara kendi eserlerini
Ozglrce ifade etme sansi verir. Bu yazilim, karakter ve mekan tasariminda sagladigi genis ozellik yelpazesiyle dikkat gekmektedir.
Ozellestirilebilir modelleme araclari, doku ve 1sik efektleri ile birlestiginde, kullanicilar gergekiistii veya fantastik diinyalarin kapilarini
aralayabilmektedir. Ayrica, Blender'in animasyon ve render yetenekleri sayesinde, sanatgilar hayal ettikleri dlinyalari canlandirma
ve detaylandirma 6zgurligiine sahipler. Blender, sanat ve tasarim diinyasinda gelecekte daha da énemli bir konumda olacak gibi
gorunuyor. Surrekli gelisen ve glincellenen ozellikleriyle, kullanicilarin beklentilerini kargilamakla kalmayip ayni zamanda onlari agsan
bir potansiyele sahiptir. Sanat ile teknoloji arasindaki sinirlari giderek daha da bulaniklastirarak, yaraticilarin yeni ufuklara agiimasina
olanak taniyacak gibi goriiniyor. Gelecekte, Blender’'in sanatin 6zgUrligini ve ifade bicimlerini genisletmeye devam etmesi ve bu
alanda 6nct bir rol oynamasi beklenmektedir.
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