MADE BY ARTIST

JOURNAL

EDUCATION - - DESIGN

ISSN: 3062-1844

VOLUME 1 + ISSUE 1 + 2025 M PINELO

artgallery




MADE BY ARTIST JOURNAL

Cilt: 1 Say1 1, Ocak 2025

ISSN: 3062-1844

Yayimci / Publisher
Dog. Orhun Tiirker - Bolu Abant {zzet Baysal Universitesi

imtiyaz Sahibi / Publisher
Cem Aggelos Ustiiner - Pinelo Art Gallery

Editorler / Editors
Dog. Orhun Tiirker - Bolu Abant izzet Baysal Universitesi
Dog. Dr. Ozge Giirsoy Atar — Istanbul Beykent Universitesi

Yayin Kurulu / Editorial Board
Prof. Dr. Oguz Makal — Istanbul Beykent Universitesi
Prof. Nodar Amashukeli — Tiflis Devlet Sanat Akademisi
Prof. Tinatin Kldiashvili — Tiflis Devlet Sanat Akademisi
Dog. Dr. Aytiil Papila - istanbul Beykent Universitesi
Dog. Dr. Duygu Atalay Onur — Istanbul Beykent Universitesi
Dog. Dr. Ozge Giirsoy Atar — Istanbul Beykent Universitesi
Dog. Dr. Nihat Dursun — Istanbul Beykent Universitesi
Dog. Dr. Ulas Isiklar — Istanbul Beykent Universitesi
Ars. Gor. Isil Esen - Istanbul Beykent Universitesi

Genel Yayn Yonetmeni ve Sorumlu Yaz isleri Miidiirii / Lead Editor
Dog. Dr. Ozge Giirsoy Atar — Istanbul Beykent Universitesi

Yayin Koordinatorii / Publications Coordinator
Dog. Orhun TURKER (Bolu Abant izzet Baysal Universitesi (TURKIYE)

Web Sorumlusu
Dog. Orhun TURKER (Bolu Abant izzet Baysal Universitesi (TURKIYE)

Diizelti/Revision
Ars. Gor. Isil Esen - Istanbul Beykent Universitesi

Yazisma Adresi / Address
Halaskargazi Cad. Alyanak Apt, D:16/4, 34433 Sisli/Istanbul



Damisma Kurulu / Advisory Board

Prof. Dr. Adem Geng — Izmir Dokuz Eyliil Universitesi
Prof. Dr. Aslihan Ergiider — Erzurum Atatiirk Universitesi
Prof. Dr. Aydin Ugurlu — Istanbul Fatih Sultan Mehmet Universitesi
Prof. Dr. Bengisu Bayrak — Istanbul Beykoz Universitesi
Prof. Dr. Burak Buyan — Istanbul Beykent Universitesi
Prof. Dr. Biinyamin Ozgiiltekin — Istanbul Topkap1 Universitesi
Prof. Dr. Cafer Arslan — Eskisehir Teknik Universitesi
Prof. Dr. Cevat Demir — Istanbul Topkap1 Universitesi
Prof. Dr. Didem Atis Ozhekim — Sakarya Universitesi
Prof. Dr. Dilek Alpan — istanbul Istinye Universitesi
Prof. Dr. Ebru Ural — Istanbul Beykent Universitesi
Prof. Dr. Emre Becer — Istanbul Yeditepe Universitesi
Prof. Dr. Engin Alpat — Adana Cukurova Universitesi
Prof. Dr. Esin Sarioglu — Istanbul Beykent Universitesi
Prof. Dr. Fikri Salman — Izmir Katip Celebi Universitesi
Prof. Dr. Gaganidze Nino
Prof. Dr. Giiler Ertan — Istanbul Arel Universitesi
Prof. Dr. Giinay Atalayer — Istanbul Aydin Univesitesi
Prof. Dr. Halis Biger — Istanbul Marmara Universitesi
Prof. Dr. Hiisamettin Kogan — Istanbul Marmara Universitesi
Prof. Dr. lashvili Gia — Tiflis Devlet Sanat Akademisi
Prof. Dr. Iashvili Nana — Tiflis Devlet Sanat Akademisi
Prof. Dr. Ismail Kaya — istanbul Maltepe Universitesi
Prof. Dr. Kuteteladze Nana — Tiflis Devlet Sanat Akademisi
Prof. Dr. Kvirikadze Ketevan — Tiflis Devlet Sanat Akademisi
Prof. Dr. Mine Biret Tavman — istanbul Marmara Universitesi
Prof. Dr. Murat Ferman — Istanbul Beykent Universitesi
Prof. Dr. Mustafa Geng — Isparta Siileyman Demirel Universitesi
Prof. Dr. Nesrin Onlii — izmir Dokuz Eyliil Universitesi
Prof. Dr. Oguz Makal — Istanbul Beykent Universitesi
Prof. Dr. Ozer Kamburoglu — Istanbul Aydin Universitesi
Prof. Dr. Ozlem Biiyiikavruman — Tiflis Devlet Sanat Akademisi
Prof. Dr. Perihan Paksoy — Istanbul Beykent Universitesi
Prof. Dr. Piralishvili Lela — Tiflis Devlet Sanat Akademisi
Prof. Dr. Sefa Celiksap — Istanbul Aydin Universitesi
Prof. Dr. Selahattin Ganiz — {stanbul Arel Universitesi
Prof. Dr. Selahattin Yildiz — istanbul Aydin Universitesi
Prof. Dr. Sema Ilgaz Temel — Istanbul Marmara Universitesi
Prof. Dr. Sevim Arslan — Istanbul Marmara Universitesi
Prof. Dr. Shavgulidze Tamar — Tiflis Devlet Sanat Akademisi
Prof. Dr. Sibel Arik — Istanbul Marmara Universitesi
Prof. Dr. Sebnem R. Temir — Istanbul Hali¢ Universitesi
Prof. Dr. Veysel Giinay — istanbul Aydin Universitesi
Prof. Dr. Zeki Alpan — Istanbul Istinye Universitesi
Prof. Ahmet Ozol — Istanbul Beykent Universitesi
Prof. Ahmet Siireyya Kogtiirk — Istanbul Nisantas1 Universitesi
Prof. Aslamazishvili Barbare — Tiflis Devlet Sanat Akademisi
Prof. Bechvaia Jumber — Tiflis Devlet Sanat Akademisi
Prof. Kvrivishvili Nino — Tiflis Devlet Sanat Akademisi
Prof. Mgaloblishvili Nino — Tiflis Devlet Sanat Akademisi
Prof. Timchenko Oleg — Tiflis Devlet Sanat Akademisi



Prof. Tsitlidze Megi — Tiflis Devlet Sanat Akademisi

Prof. Turmanidze Archil — Tiflis Devlet Sanat Akademisi
Dog. Dr. Senem Ugurlu — Mimar Sinan Universitesi

Dr. Ogr. Uyesi Bahar Tiirk - Istanbul Beykent Universitesi

Dr. Ogr. Uyesi Pimar Biket - Istanbul Beykent Universitesi

Karaia Lana — Museum Director
Davetli Jordania Giorgi — Tiflis Devlet Sanat Akademisi
Davetli Ogretim Uyesi Dog. Dr. Manuela Maia — Instituto Superior de Educagdo e Ciéncias Lisboa
Davetli Ogretim Uyesi Silagadze Davit — Tiflis Devlet Sanat Akademisi
Davetli Ogretim Uyesi Skhirtladze Salome — Tiflis Devlet Sanat Akademisi



DiZINLENME BILGILERI
“Made By Artist Journal (MBAJ) yilda iki kez yayinlanan hakemli, akademik uluslararasi bir dergidir.
Dergimizde yayinlanan yazilarin bilimsel ve hukuki sorumlulugu yazarlarina aittir. Yayin dili Tiirk¢e olmakla
beraber diger dillerde de yazilar yayimlanmaktadir. Yayimlanan yazilarin biitiin yayin haklar1 Made By Artist
Journal (MBAJ)’e ait olup, yayincinin izni olmadan kismen veya tamamen basilamaz, ¢ogaltilamaz ve elektronik
ortama tagiamaz. Yazilarin yayinlanip yaymlanmamasindan yayimn kurulu sorumludur.

INDEXING INFORMATION
“Made By Artist Journal (MBAJ) is a peer-reviewed, academic international journal published twice a
year. The scientific and legal responsibility of the articles published in our journal belongs to the
authors. Although the language of publication is Turkish, articles in other languages are also published.
All publication rights of the published articles belong to Made By Artist Journal (MBAJ) and cannot be
partially or completely printed, reproduced or transferred to electronic media without the permission of
the publisher. The editorial board is responsible for whether the articles are published or not.

Google

Scholar



Hakem Kurulu
Made By Artist Journal (MBAJ), en az iki hakemin gorev aldigi ¢ift tarafli kor hakemlik sistemi kullanmaktadir.
Hakem isimleri gizli tutulmakta ve yayimlanmamaktadir.

Referee Board
Made By Artist Journal (MBAJ) uses doubleblind review fulfilled by at least two reviewers.
Referee names are kept strictly confidential.

Telif Haklar:
Dergide yayinlanan ¢alismalarinin telif haklar1 yazarlara aittir ve ¢alismalar1 Creative Commons Attribution-
NonCommercial 4.0 International (CC BY-NC 4.0) kapsaminda lisanslanmustir.

Copyrights

Authors own the copyright to their work published in the journal and their work is licensed under Creative
Commons Attribution-NonCommercial 4.0 International (CC BY-NC 4.0)

Vi



i¢indekiler / Contents

i/vi Jenerik/Generic
Makaleler / Articles

Aysun Erzincan, Nurcan Yildiz, Demet Hanci

1-29 Researching And Examining Traditional Blue-White Iznik Tile Patterns And Application Of
Their Contemporary Interpretations In Industrial Table Ceramics

30-37 Berkay Turgut
Art And Healing: From Ancient Spaces To Modern Therapeutic Design
Gvantsa Potskhishvili, Nutsa Papiashvili, Nana Kuprashvili

38-44 The Role Of Documentation And Digitalization In Wall Painting Conservation: Addressing
Fallen Or Detached Paintings

45.52 Baia Sikharulidze

) The Effects Of New Technologies On Culture
5361 Orhun Tiirker

Human Touch vs. Machine Precision: Navigating AI In Graphic Design

Vii



OZET

Geleneksel mavi-beyaz cinilerin Iznik’te iiretimi 14. yy.’da baslamis olup 16.yy’da altin cagmi yasamistir.
Doénemin ¢ini ustalari, bu konuda 6nemli eserler iireterek bir taraftan iginde bulunduklari ¢agi yansitirken diger
taraftan donemin kiiltiirel kodlarimi {iretmis olduklari eserlerle gliniimiize tasimigtir. Mavi-beyaz ¢iniler gerek
desenleri ve dekorlartyla gerekse formlariyla ve iiretim teknikleri ile seramik sanatina damgasini vurmustur.
Osmanli doneminde giinliik kullanimlarda 6zellikle de sofra egyas1 olarak kullanilan mavi-beyaz dekorlu ¢iniler,
daha sonra ¢esitli renklerin iiretime dahil olmasi ile karakteristik olarak ¢ok renkli ve farkli bir tarza biirinmiistiir.

Bu makalede, seramik sanatina damgasini vuran mavi-beyaz ¢inilerde kullanilan desen, form ve iiretim yontemleri
incelenmis olup, ¢agdas yorumlar1 arastirilmistir. Arastirma kapsaminda mavi-beyaz tiretimlerin giiniimiizdeki
durumu incelenerek ¢oziim Onerileri getirilmistir. Diger taraftan seramik sanati ve endiistriyel sofra seramiklerinin
giiniimiizde {iretimi hizla artmaktadir. Gliniimiiz sofra seramiklerinin iiretimlerinde mavi-beyaz ¢ini desenlerinin
cagdas yorumlarini iiretmek, bir taraftan geleneksel desenlerimizi, dolayisiyla kiiltiirel kimligimizi yasatma
cabasina katkida bulunurken, diger taraftan bu arastirma kapsaminda getirilen Oneri ile endiistriyel sofra
seramiklerinde yeni ¢cagdas tasarimlarin ortaya koymasina katki saglanacaktir.

Ayrica bu arastirmada mavi-beyaz ¢inilerden ¢ikish yapilan yeni ¢agdas tasarimlar ve {iretim siiregleri gorsellerle
desteklenerek anlatilacaktir. Bu aragtirmanin, geleneksel desenlerin ¢agdas yorumlarinin nasil tasarlanarak
iiretilecegi konusunda tasarimcilara ve bu konuda egitim alan 6grencilere ve kaynak olmasi umulmaktadir.

Anahtar Kelimeler: iznik, Cini, Mavi- Beyaz, Seramik, Endiistriyel Seramik.

Gonderim Tarihi: 19 Kasim 2024 « Kabul Tarihi: 10 Ocak 2025

Alntilama: Erzincan, A., Yildiz, N. ve Hanci D. (2025). Geleneksel Mavi-Beyaz iznik Cini Desenlerinin Arastirilip incelenerek Endiistriyel
Sofra Seramiklerinde Cagdas Yorumlarinin Uygulanmasi, Made By Artist Journal, 1(1), s. 1-29.



ABSTRACT

The production of traditional blue-white tiles in Iznik began in the 14th century and experienced its golden age in
the 16th century. The tile masters of the period produced important works in this regard, while reflecting the era
they were in on the one hand, and carrying the cultural codes of the period to the present day with the works they
produced. Blue-white tiles left their mark on ceramic art with their patterns and decorations, as well as their forms
and production techniques. Blue-white decorated tiles, which were used in daily use, especially as tableware during
the Ottoman period, later took on a characteristically multi-colored and different style with the inclusion of various
colors in production.

In this article, the patterns, forms and production methods used in blue-white tiles, which left their mark on ceramic
art, were examined and their contemporary interpretations were investigated. Within the scope of the research, the
current situation of blue-white productions was examined and solution suggestions were presented. On the other
hand, the production of ceramic art and industrial table ceramics is rapidly increasing today. Producing
contemporary interpretations of blue-white tile patterns in today's table ceramics will contribute to the effort to
keep our traditional patterns, and therefore our cultural identity, alive, while on the other hand, the proposal brought
within the scope of this research will contribute to the emergence of new contemporary designs in industrial table
ceramics. In addition, new contemporary designs and production processes based on blue-white tiles will be
explained in this research, supported by visuals. It is hoped that this research will be a resource for designers and
students receiving training on how to design and produce contemporary interpretations of traditional patterns.

Keywords: Iznik, Tile, Blue-White, Ceramic, Industrial Ceramic.



GIRIiS
CINININ TARIHCESI

Cini, Osmanlica kokenli sézciik olup, “Cin Isi”, “Cine Ait” anlamina gelmektedir. Cini pek ¢ok
kaynakta sirli kap olarak tanimlanmakta olup Osmanlida kilden yapilmis olan her {iriin ¢ini ad1
altinda toplanmistir. Cininin, tarihsel gelisimi dikkate alindiginda dogu toplumlarinda
uygulama yontemlerine gore ¢esitli tanimlara sahip oldugu goriilmiistiir. 18. yy. a kadar mimari
alanda kullanilmakta olan ¢ini, Kasi ve Evani isimleri ile de anilmistir. Cini tabaklar kasi adiyla
bilinirken, vazo ve diger dekoratif iirinler Evani olarak bilinmektedir. Bu iki kelimenin de
kokeni Osmanlicadan gelmektedir. Kasi, Iran’da bulunan Kesan sehrine 6zel ¢ini ve fayans
anlami tagimaktadir. Farsca kokenli Evani ise kap kacak anlaminda kullanilmaktadir. Cini
camurundan olusan farkli sekillere sahip olan karolarin biskiivi pigirimi olarak adlandirilan ilk
pisirimleri yapildiktan sonra desen ve dekorlarinin sir altina uygulanarak seffaf sirla sirlanmasi
sonucunda pisirim isleminin gerceklestirilmesi ile (900-1000 C) ¢ini olusturulmaktadir. Cesitli
bolge ve devirlere gore teknik degisiklikler gdsteren ¢inilerin ilk 6rnekleri, tugla tizerine renkli
sir uygulamalari ile eski Misir ve Mezopotamya bdlgelerinde ortaya ¢ikmustir. Islamiyet dncesi
Uygurlar tarafindan kullanilan sirli karolar tekniginin Tiirk sanatinin koklii bir gegmise sahip
oldugunu gostermektedir. Orta Asya’da Turfan, Askar ve Hoco bolgelerinde yapilan
arastirmalar neticesinde ortaya ¢ikan orneklerden, Tiirklerin 8. yy’den itibaren ¢ini sanatinda
iyi derecede tecriibeye sahip oldugu anlasilmaktadir. Glinimiizde Cin’in sinirinda kalan Dogu
Tiirkistan bolgesinde yer alan Kasgar sehrine oranla pismis toprakla ortaya ¢ikartilan duvar
kaplamalarina Kési, ad1 verilmistir. Uygurlar, Karahanlilar ve Gazneliler ise pismis topraktan
yapilan cinileri kitabe ve bina-yapi malzemelerinde kullanmistir. Cini sanati, Islamiyet
oncesinde Tiirk topluluklar: arasinda Goktiirkler ve Kirgizlarda goriilmiistiir (Doganay, 2010).
Anadolu’da ¢ini sanati Islamiyet sonrasi siirekli gelisim gostererek ic ve dis mimari
siislemelerinde kullanmis ve donemin ¢inileri ile mimari yapilar daha da gorkemli hale
gelmistir (Sekil 1). Anadolu Selguklu doneminde ¢ini, cami ve medreselerde slisleme elemani
olarak yogun bir sekilde kullanilmistir. Cininin siisleme elemani olarak kullanildigi en 6nemli
eserlerden birisi de Karatay medresesidir. Karatay medresesi igerisindeki kubbede yer alan
¢iniler donemin en 6nemli slisleme elemanlarina sahiptir. Merkez kubbede dort siradan olusan
papatyay1r andiran yildizlar bulunmaktadir. Yildizlarin arasi geg¢meli kivrim motifleri ile
doldurulmustur. Kubbe kasnagi ve tepedeki goz iizerinde kufi yazi ile ayetler yer almistir. Besli
licgenlerin ortalarina kufi hatlarla Muhammed digerlerine ise Ebubekir, Ali, Omer ve Osman
adlar1 islenmistir. Bu yapilan bezemeler ile dort halifenin isimlerinin kullanilmas1 Sunni Islam
anlayisinin kabul edildigi anlamina gelmektedir (Odabasi, 2016). Selguklu dénemi ¢inilerinin
onemli 6rneklerinin yer aldig1 bir diger eserde Sahip Ata Camii’ dir. Sahip Ata Camii tag kapisi
tizerinde bulunan ¢inileri donemin 6nemle silislemeleri arasinda yer almigtir. Camii girisi
saglayan bu ta¢ kapi lizerinde yer alan yazi seridi, geometrik diizenlemeli seritler ve diigtimlii
silmelerden meydana gelen dikddrtgen cercevelerden olusmus tag¢ kapinin iki yani simetrik
olarak tasarlanmistir. Kapinin yan kisimlarinda yer alan sirli tugla panolar, alt kisimda iri
silmelerden olugsmus diiglimlii mazgal tencereler ve onun da altinda sebil pencereleri yer
almaktadir. Bat1 yonde bulunan minarenin alt kisminda bulunan kaide konumunda yer almis
tugla kitlenin 6n yiizeyine bulunan firuze renkli sirli tuglada Ebubekir ismi dogu kisminda ise
Ali ismi kufi yazi olarak yerini almistir (Cobanoglu, 2016).



Sir¢ali Medrese, Konya sehrinin Dis Kale surlart igerisinde yer almaktadir. Medrese adini
icerisinde kullanilmis olan pek c¢ok c¢iniden almaktadir. Orta Anadolu’da ¢iniye sir¢a adi
verilmektedir. Muhammed bin Muhammed bin Osman el-benna’el-Tusi adli usta tarafindan
hazirlanan yapimin mimari ve ¢ini ustasi da yine bahsi gegen Muhammed bin Muhammed bin
Osman el-benna’el-Tusi’dir. Medresenin eyvaninda yer alan mihrap, Iznik cinilerden olusan
mozaik slislemeleriyle tinliidiir (Kahya, 2015) (Sekil 1,2).

Sekil 1. Eyvan Gorseli, (Konya Sir¢ali Medrese, 2020).

Sekil 2. Keramika Tasarim Merkezi Arsivinden, (Topkap1 Sarayi, 2021).

Anadolu Selguklu Devleti’nin 14. yy’da dagilmasiyla, ¢ini sanatt Osmanli Devleti ile yeni bir
caga adim atmistir. Selguklu donemindeki ¢ini sanat1 ayn1 zamanda Beylikler doneminde de
varliginm siirdiirmiis olup Anadolu Selguklu mimarisinde kullanilmis olan sirli tugla ¢ini ve
mozaik gibi tek renkli ve yaldizli ¢inilerden olusan siisleme ve ¢esitli kompozisyonlardan
olusan eserleri devam etmistir. Beylikler ve Osmanli donemi sirli minare 6rneklerinde renk
sayisindaki artis dikkat ¢ekmektedir. Beylikler doneminde sirlt ¢inileri ile dikkatleri iizerine
ceken en 6nemli eserlerden biri Beysehir Esrefoglu Camii’dir. Esrefoglu Beyliginin merkezi
olan Beysehir de 700 yillik gecmise sahip olan bu eser icerisinde Islam diinyasinin en giizel
¢ini ve ahsap eserlerini barindirmaktadir (Cobanli ve Oney, 2007). Selguklu ve Beylikler
doneminden sonra ortaya ¢ikan erken Osmanli donemi ¢ini sanatinin en biiyiik 6rneklerinden
birisi Bursa Yesil Camii’dir. Bursa Yesil Camii Tiirk sanati tarihinde biiylik 6nem tasiyan eserler



arasindadir. Hem mimari hem de ¢ini siislemeleriyle doneme damgasini vurmustur (Xodjoyeva,
2019). Osmanlilarin baslangicindan itibaren ¢ini sanatinda ¢esitli teknikler kullanilarak
zenginlik gosterilmis ve ilerleme kaydedilmistir. Osmanli Doneminin ilk 6nemli iretim merkezi
Iznik’tir. Iznik, mavi-beyaz cinilerinin iiretimleri ile seramik sanatinda diinyaya damgasini
vurmustur. 16. yy.’1n ikinci yarisindan sonra Osmanli donemi ¢ini sanati biitiin teknikleri
birakarak sadece sir alt1 teknigi ile liretimler vermistir. Cini sanatinda sir alt1 teknigi; ¢ini
blinyeden olusturulmus deri sertligindeki ¢ini karolarin dnce astarlanip, daha sonra istenilen
desenin bu karolarin {izerine komiir tozu yardimiyla aktarilarak desenlerin 6zel ¢ini firgalar
yardimiyla sicaklifa dayanikli (900-1000 C) c¢ini boyalarla dekorlanmasi ile Tretilir.
Dekorlanmis karolar; dnceden hazirlanmis seffaf sira daldirma usulii ile sirlandiktan sonra
kurutulup firinlanma islemi gerceklestirilmektedir. Pisirim isleminden sonra ince bir sir
tabakasi altindaki desenlerin renkleri parlak bir sekilde ortaya c¢ikmaktadir. Osmanl
imparatorlugunun gerilemesiyle birlikte sarayin vazgecilmez ¢ini merkezi olan iznik ¢inileri
etkisini yitirmis, daha sonra iiretimini tamamen durdurmustur. 17. yy. sonlarinda 6nemini
yitiren Iznik ¢inisi yerini 18. yy. da Kiitahya ¢inisine birakmustir (Yardimei ve Irdelp, 2013).

iznik Cinilerinin Tarihcesi

Cini sanatinda dzel bir konuma sahip olan Iznik sehrinin eski adi Nikaia, antik ¢cagda kullanilan
ad1 ise Askania Limne olarak bilinmektedir. Iznik, giiniimiizde Bursa sehrine ait olan 25
kilometrelik Iznik Gélii’niin kenarinda daglarla ¢evrilmis olan bir alanda yer almaktadir. M.O.
6. yy. dayanan bir gegmise sahip oldugu bilinen iznik bdlgesi Roma, Bizans ve Osmanli
donemlerine ait olan anitlari ve yapilan kazilar sonucunda ortaya ¢ikartilan iznik ¢ini
firnlarinin buluntularryla taninmaktadir. iznik bolgesi onemli bir ¢ini ve seramik iiretim
merkezidir. Ozellikle mavi-beyaz iiretimleri ile ddneminde ¢ok popiiler olmus ve halen de bu
popiilerligini korumaktadir. Iznik, 1071 Malazgirt Zaferinden sonra Anadolu’nun ilk Tiirk
baskenti olmustur. I. Hagli Seferinden sonra sehrin egemenligi 1204-1261 yillar1 arasinda
Haglilara gegmistir. 1331 yilinda Orhan Gazi tarafindan fethedilen Iznik, erken Osmanl
Doéneminde bir kiiltiir merkezi haline gelmistir. 16. yy.’da ¢ini ve seramik sanatiyla 6n plana
c¢ikarak sanat sehri olmustur.

Anadolu’da yasanan kiiltiir ¢esitliliginin yaninda Mezopotamya, Misir ve Orta Asya’da
kullanilan Islam seramigi geleneklerinin erken donemlerinin Iznik iiretiminde etkili oldugu
goriilmektedir. Iznik’i ¢ini ve seramik baskenti yapan asil bilyiik gelisme 15.yy. ortalarinda
teknolojinin gelisimiyle kendini gostermis olup, 17.yy. sonuna kadar ilerleme devam etmistir.
Iznik’in ¢ini {iretim merkezi olarak 6n plana ¢ikmasinin ardinda gesitli nedenler bulunmaktadir.
Bu nedenlerin ilk sirasinda Iznik’in o ddnemde baskent olan Istanbul’a yakin olmasi, Istanbul’u
Anadolu’ya ve Ipek yoluna baglayan ticaret yolunun iizerinde bulunmas: gelmektedir. Istanbul
sehrine olan yakinlig1 nedeniyle nakliyenin daha kolay olmasi ve yapilan harcamanin asgari
diizeylerde oldugu bilinmektedir. Cininin pisirimi esnasinda kullanilan odunlar, {iretim yapan
atdlyeler tarafindan iznik ve ¢evresinde bulunan bol agacli ormanlardan kaynak saglanmis ve
bu konuda da boélgenin avantajlari ortaya ¢ikmigtir. Seramik {iretimi i¢in gerekli malzemeler
civardaki verimli toprak alanlardan elde edilmistir. 15. ve 17. yy. da Osmanli Imparatorlugu
genis bir cografyaya yayilarak pek cok kiilliye ve binalarda siisleme elemani olarak Iznik
¢inisini kullanmistir. Bu yapilarda kullanilan Iznik ginileri bélgeye ¢ini iiretiminde bir imge



kazandirmistir. Ozellikle Kanuni ddneminde Mimar Sinan tarafindan tasarlanan ve insa edilen
yapilarda Iznik cinisi tercih edilmis ve bununla birlikte doruk noktasina ulasmistir (Tosunoglu
Demir, 2023) (Sekil 3).

Sekil 3. Keramika Tasarim Merkezi Arsivinden, (Topkap1 Sarayi, 2021).

Iznik kenti Osmanli egemenliginde 17. yy.’a kadar en parlak dénemlerini yasamistir. Bu
donemde Osmanli’nin sehre getirmis oldugu bilim adamlar1 ve yapr ustalar1 ile gelismis ve
giinimiize kadar pek cok eseri ortaya cikartip ulasmasma katkida bulunmustur. 17.yy.’da
sehirde ortaya c¢ikan salgin hastaliklarin baslamasiyla birlikte ¢inicilik ve seramikgilik
gerilemeye baslamis olup, sehir zayiflayarak 6nemini kaybetmistir. Iznik ¢inisi iiretim teknigi
ve desenleri ile diinyanin linlii pek ¢ok onemli yapisinda yerini almis ve diinyaya adim
duyurmustur. iznik ¢inileri iiretimlerinin en baginda ¢ogunlukla Osmanli Imparatorluguna ait
saraylarin bulundugu Istanbul’da kullanilmis ve bundan sonra ihra¢ edilmesinin arkasindan
bolgeler arasinda bir sanat akimi yaratilmasina neden olmustur. Cini tasarimlarinin kalitesi ve
giizelligi Iznik ¢inisinin diinyanin en popiiler sanat eserlerinden biri haline gelmesini saglamustr.
Giiniimiizde iznik ginisine ait olan pek ¢ok giizel érnek diinyanin nde gelen birgok miizesinde
yerini almistir (Kirl1 Ozer ve Cahantimur, 2022) (Sekil 4).

Sekil 4. Tekrarlanan desenli ¢ini pano, (Victoria ve Albert Miizesi, Yaklasik 1580, 2024).

Iznik Cinisinin Kullanim Alanlar:



Iznik ¢inisinde kullanilan sir alt: tekniginde biskiivi pisirimi olarak ta adlandirilan ilk pigirim
asamasini tamamlamis olan formlar iizerine desenler uygulanarak seffaf sirlarla sirlanip ikinci
kez pisirimi yapilarak {iretim tamamlanmisti. Osmanli donemine ait sir alti Iznik
seramiklerinin bircogunun {lizerinde Milet isi, mavi-beyaz ve Hali¢ isi gibi bezemeler
bulunmakta olup Karamemi, Baba Nakkas, Sam isi ve Rodos isi olmak {izere pek ¢ok {iislup
kullanilmistir (Khodjoeva, 2020). Osmanli dSneminde kullanilan iznik ¢inileri koskler, camiler,
mescitler, tiirbeler, sandukalar, imaret ve medreseler, hamamlar, kiitliphaneler, ¢cesmeler gibi
dini ve sivil yapilarda yerini almigtir. Mimari yapilarin siislenmesinin yani sira Topkapi
Saray1’nda giinliik kullanim i¢in Iznik ¢inisi tabak, ¢anak ve kaseler kullanilmistir (Tosunoglu
Demir, 2023). Giinliik yasamda da seramik kap kacaklarda yer bulmus, bu da iznik ¢inisinin
sadece estetik degil, fonksiyonel bir deger tasidigini gostermektedir.

Iznik ¢inilerinin kullamldig1 cesitli yap ve siis esyalarinin yer aldig1 bazi1 rnekler; Cinili Kosk,
Stileymaniye Cami ve Konya Sir¢ali Medrese bulunmaktadir.

1472 yilinda Sarayburnu’nda bulunan korulukta Topkapi Sarayi’ni ¢evreleyen surlarin
igerisinde yer alan Cinili Kosk i¢ ve dis alanlarini kaplayan ¢iniler nedeniyle "Kasr-1 Kasi" ve
"Sir¢a Saray" isimleriyle bilinmektedir. Yapinin mimari tam olarak bilinmese de devrin mimar
bas1 Atik Sinan tarafindan yapildig: diistiniilmektedir. I1. Mehmet tarafindan yapilan ¢inili kdsk
I'V. Murat zamaninda birtakim degisiklere ugramistir. Bu degisiklikler esnasinda kose odalardan
birisinde ayna tagindan bir tavus kusu kabartmasi ile ¢esme yapilmis ve ¢esmenin iki tarafina
kitabe uygulanmistir. Kogkiin dis yapisi incelendiginde giris kisminda bulunan eyvanin
¢inilerden olusan mozaiklerle kapli oldugu goriilmektedir. Koskte yer alan ¢iniler sir alt1 teknigi
ile yapilmis olup, geometrik dekorlu Selguklu motiflerinin kullanildig1 goriilmektedir. Lacivert,
firuze ve patlican morunun kullanildig1 ¢inilerde altin yaldiz bezemeler bulunmaktadir. Ciniler
tizerinde kullanilan altin yaldiz bezemeler zamanla dokiilmiis olup, bunun nedeni ise sir iistii
uygulama yapilmis olmasidir. Selguklu izleri tasiyan Cinili Késk Osmanli sivil mimarisinin
Istanbul’daki tek 6rnegidir (Kahya, 2015) (Sekil 5).

Sekil 5. Caner Cangiil Arsivinden, (Cinili Kosk Girisi, 2008).

Siileymaniye Camisinde yer alanda Iznik ¢inileri mihrap ¢evresindeki duvarda yerini almistir.
Mermer mihrap, biitiin gosterisiyle boylelikle daha da etkili olmustur. 1550-1557 yillarinda



yapilan ¢iniler 1552 yilinda Iznik’ten 1smarlanmistir. 16. yy.’1n ikinci yarisinda Iznik ¢inisinin
karakteristik Ozelligini ortaya ¢ikartan sir alti kabank kirmizisi ile ilk O6rnek ¢ini olarak
kullanilmustir. Siileymaniye Camisinde yer alan iznik cinileri genel bir siisleme biitiinliigii
olusturmaktadir. Yuvarlak madalyonlar icerisindeki yazilarin benzerleri, Hasan Celebi’nin eseri
olan kalem islerinde de goriilmistir. Kullanilan cam siislemelerde c¢inilerle biitiinliik
saglayacak sekilde tasarlanmistir. Camide yer alan siislemelerin tamaminda tslup birligi
kurulmus olup, 6zellikle ¢inilerden yola ¢ikilarak biitiinliik saglanilmaya calisilmistir (Yetkin,
1988) (Sekil 6).

Sekil 6. Keramika Tasarim Merkezi Arsivinden, (Siileymaniye Cami, 2021).

Victoria ve Albert Miizesi’de yer alan 1545-1550 yillar1 arasinda yapilmis olan “Tas” Iznik
seramiklerinin turkuaz ile bulugsmus oldugu muhtesem 6rneklerden biridir. Bu renk ile objelere
canlilik getirilerek yapilan yenilikler dikkat ¢ekmistir. Baba Nakkas teknigi olarak bilinen bu
kompozisyonlarda kalitenin doruk noktasina ulastig1 goriilmektedir. Baba Nakkas donemine ait
son kompozisyon olan Hali¢ Isi, Tugrakes ve Sarmal Spiral gibi desenler Iznik ¢inilerini
siisleyen motifler arasinda yerini almistir. Baba nakkas Fatih Sultan Mehmet déneminde
yasamis olup Osmanli sanatina tezhip, cilt, ahsap, ¢ini, kalem isleri ve maden gibi pek ¢ok
alaninda ornekler vermis donemin 6nemli sanatg¢ilarindan biridir (URL 1) (Sekil 7).
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Sekil 7. Tas Ornegi, (Victoria ve Albert Miizesi, 1545-1550).

XV ve XVII. yy. Mavi-Beyaz Iznik Cinilerinde Kullanilan Desenler



XV ve XVII yiizyillar arasinda iznik’te iiretilen mavi-beyaz cinilerdeki motifler, bitkisel
motifler, hayvansal motifler, yazi ve geometrik motifler 6nde gelen bezemelerdir.

Bitkisel motifler, Tiirk ¢ini sanatinda en ¢ok kullanilan motiflerden biridir. Bitkisel motiflerde
On plana ¢ikanlarin en basinda ¢icek motifleri gelmektedir. Cini ve seramik ylizeyler {izerine
uygulanan ¢icekler bazi eserlerde gergek goriintiilerinde bazi eserlerde de stilize edilmis soyut
ve girift olacak bi¢cimde betimlenmistir. Natiiralist bi¢imlerde hazirlanan cicek ve yaprak
desenleri ile birlikte agac ve bahar dallar1 gibi motifler 16. yy. Osmanli dénemi iznik ¢ini ve
seramiklerinde goriilmektedir. Cini ve seramiklerde kullanilan stilize edilmis bazi cigek
cesitlerinin kokeni farkli kiiltlirlere ait olmasindan dolay1 orijinallerinin taninmasinda zorluk
cekilmektedir. Bu desenlere 6rnek olarak hatayi bezemelerinde goriilen sakayik cicegi
gosterilmektedir. Stilize edilmis sekillerdeki bu desenlerden iisluplastirilmis sakayik, hatayi
cicegi ve nar ¢igegi gibi motiflerin yaninda gonca, rozet, ii¢ yaprakli yonca ve kili¢ sekilli
yapraklar yer almaktadir. Hatayi grubu olarak adlandirilan diger ¢igeklerden palmet ve lotusta
stilize edilmis ¢i¢ek desenleridir (Khodjoeva, 2020) (Sekil 8).

Sekil 8. Osmanl1 17.Yiizy1l Iznik Cigek Motifli Seramik Tabak, (2024).

Asma yaprag: ve iiziim salkimi motifleri, sanatin her doneminde kullanilan eski bir ge¢gmise
sahiptir. Ozellikle Helenistik ve Roma dénemine ait eserlerde asma yapragi ve dallart mimari
yapilar1 siisleyen en énemli motifler arasinda yerini almistir. Islam sanatinda, ilk yiizyillarda
itibaren farkli sanat donemlerinde ortaya c¢ikartilan eserlerde en fazla kullanilan motiflerden biri
olmustur. Osmanli donemin de kullanilan sama yapragi ve liziim salkim1 motifleri seramik ve
¢ini panolarda rastlanmaktadir. 16. yy. ilk yarisina ait olan mavi-beyaz Iznik seramik
tabaklarina liziim salkim1 ve asma yapraklari en ¢ok tercih edilen motifler arasindadir. Osmanli
donemine ait ¢ini sanatinda ise asma yapragi ve liziim salkimlarina 16. yy.’in ortalarinda
rastlanmaktadir (Sekil 9). Istanbul’da bulunan Takkeci Ibrahim Aga Camii’n de bulunan biiyiik
bir panoda asma yapraklar1 ve bahar dallarinin birbirine paralel kivrimlar tarafindan tasvir
edildigi ornekler bulunmaktadir. Serviden olusan ana motiflerin yer aldigi ¢ini panolarda
zeminde, agaca sarili olacak bicimde onu c¢evreleyen asma dallart ile doldurulmus olarak
tasarlanmistir. Klasik Osmanli mimarisinin en 6nemli eserlerinden biri olan Eyiip Sultan
Tirbesindeki Hiinkar Yeni Cami Kasrindaki ¢iniler ise 17. yy.’da bu motiflerden olusan eserlere
ev sahipligi yapmaktadir (URL 2).



Sekil 9. Osmanli 16. yy. Bas1 “Mavi-Beyaz”, (Iznik Tabak, 1530).

Rumi motifi, Tiirk siisleme sanatinda oldukc¢a fazla kullanilan, figiirler {izerinde degisiklikler
yapilarak tisluplastirilmis yaprak motiflerinden olusan siisleme elemanidir. Rumi s6zciik anlami
itibari ile “Anadolu’ya ait” anlamina gelmektedir. Rumi motifi, Tiirk siisleme sanatinin en
onemli elemanlarindan biri olma 6zelligi tasimaktadir. Kokeninin bitkisel mi hayvansal kokenli
mi oldugu tartisma konusu olmustur. Teknik agidan uygulamasi zor olsa da bir o kadar estetik
ve dikkat ¢ekici bir motiftir. Bu motif yapi itibariyle yuvarlak bir gévdeden yola ¢ikilarak uca
dogru estetik bir bicimde daralmasi ile incecik bir ugtan olusan goriintiiye sahiptir. Sarmal dallar
tizerinde belirli araliklarin yer aldigi rumi desenler bazi tasarimlarda govdeden yana dogru
kanat bi¢iminde uzanarak veya kisalarak tasvir edilirken, kendine 6zgli bicimlere
biirlinmektedir. Olusturmus oldugu bicimler dogrultusunda yalin, sarilma, hiirde, dendanl,
tezyini, sencide ve kanatli olmak {izere ¢esitli rumi motifleri ortaya ¢ikmaktadir (Karaca, 2022).
Bazi arastirmacilar Rumi’yi islup olarak kabul etmis olup, bazi arastirmacilar ise desen
tekniklerinde kullanilan bir motif olarak kabul etmislerdir. Rumi motifinin, peng, yaprak ve
bulut gibi diger motiflerle birlikte kullanilmis olmasi, bu motife temel 6ge sifati kazandirmis
olup, ayrica siisleme sanatlar1 incelendiginde her bir dalin tek basmma da kullanildig:
goriilmektedir. Motifin bu o6zelliklerinden dolayr kompozisyon diizenleri arasinda Rumi
deseninin ayr1 bir 6nemi bulunmaktadir. Diger motif gruplari ile birlikte kullanilabilen Rumi
deseni Hatayi motifi ile ayn1 sap iizerinde kullanilamaz. Rumi motifinin ayr1 bir hat {izerine
yerlestirilmesi mecburidir. Motifin bu 6zelligi ile de ayr1 {islubu oldugu goriilmektedir (Yavuz,
2008) (Sekil 10).



Sekil 10. Osmanl 16.Yiizy1l iznik Seramik, (“Rumi” Tabak, 2024).

Cicek motifleri, siisleme sanatlarinda natiiralist olarak ¢izilerek veya stilize edilerek
tisluplastirilmis desenlerdir. 16. yy. slisleme sanatlarina seramik, ¢ini, tezhip ve diger sanat
alanlarma ¢iceklerin stilize edilerek kullanilmis oldugu goriilmektedir. Cini sanatinda
kullanilan ¢igek motifleri yapisal olarak cizim sekillerine gore iistten, yandan ve profilden
olmak iizere ii¢ farkli baslik altinda toplanmustir. Ustten goriiniis ile olusturulan gigek motifiyle
peng, yandan goriiniis ile olusturulan ¢icek motifiyle hatayi, profilden goriiniis ile olusturulan
cicek motifleriyle de giil, lale, karanfil 6rnekleri desenleri olusturulmaktadir. Cigek motifleri
tisluplastirilmis olmalarina ragmen orijinal goriintiilerinden bir sey kaybetmemelerinden dolay1
hazirlanan kompozisyonlar i¢erisinde kolaylikla taninmaktadirlar (Tosunoglu, 2023) (Sekil 11).

Sekil 11. Osmanli Dénemi 16. Yiizy1l Cigek Motifli Iznik Seramik Tabak, (2024).

Yaprak motifleri, Selcuklu doneminde geometrik motiflerin sik¢a kullanilmasindan dolay1
gelisim gosterememis olup, Osmanli doneminde dnemini arttirmis ve 16. yy.’da altin ¢agini
yasamistir. Yaprak motifleri, hatayi tislubuna uygun olarak peng, gonca giil ve hatayi motifleri
ile birlikte kullanilarak kompozisyonlar i¢inde 6nemli bir motif haline gelmistir. Osmanl
donemi ¢ini ve seramiklerinde yer alan yaprak motifleri farkli sekillerde betimlenerek
cizilislerinde gore siiflara ayrilmislardir. Bu siiflandirmalarda, sade ce kiiciik boyda, iri disli,
parcali ve dilimli, ortadan katla kivrimli yapraklar olmak iizere stilize edilerek ¢izilen motif
cesitleridir. Yaprak motifiyle birlikte kullanilan ve sap ¢ikmasi olarak da adlandirilan motifler
bulunmaktadir. Bu motifler, uzun saplar1 6rtmek, kesisme noktalarin1 kapatmak ve bosluklari



doldurmak i¢in tasarlanmisladir. Kiigiik boy yaprak ve yapragin kendisine bagli olan gonca giil
veya yarim penglerden meydana gelerek i¢ ice yerlestirilmis budaklar1 simgelemektedir
(Tosunoglu, 2023) (Sekil 12).

Sekil 12. iznik 'Sam Tarz1' Seramik Tabak Yaprak Motifi Ornegi, (1549).

Hatayi, kelime kokeni itibariyle Hatay, Hata, Huten ve Hitay isimleri Cin iilkesi anlamina
gelmektedir. Motif temelini buradan aldig1 i¢in Hataya ait Hatayli anlaminda “Hatayi” olarak
kullanilmaya baglanmistir. Orta Asya ve Cin etkileri tasiyan ve stilize edilerek kullanilan hatayi
motifinin hangi ¢icege ait oldugu anlagilamamaktadir. Tarihin pek ¢ok déneminde kullanilan bu
motif zamanla stilize edilerek giintimiize kadar ulasmistir. Tiirk siisleme sanatinin her alaninda
kullanilan ana motiflerden biri olan hatayi, dikine kesilmis ciceklerin tam stilize edilmesiyle
olusturulmustur. Marul ¢igegi, nar ¢igegi, sakayik, iri yapraklar1 olan goncalar bu motife
verilecek baslica ornekledir. Hatayi motifi, 16. yy.’da Tiirk siisleme sanati karakterine 6zgii
bigimlerine ulasarak bir¢ok siisleme sanatina oranla ¢ini ve seramik sanatinda farkli renk ve
motif ¢esitliligine ulagsmistir. Hatayi motifi, Tiirk ¢ini sanatina Anadolu Selguklular1 zamaninda
girmis olup, gonca, rozet veya merkezsek hatayi olarak da bilinen penglerin dis kistmlarinin
acik kobalt renklerle boyanmast ile olusturulmustur. Mavi-beyaz Iznik ¢inilerinde kobalt ile
olusturulan bu motifler ve dallar kullanilarak, alan doldurma ve motif boyama isleminin yan
sira bu renkler ile tahrir cekme ve kontur uygulama islemleri ile c¢inilerde oldukga sik
kullanilmistir (Karaca, 2021) (Sekil 13).

Sekil 13. 16. yy. Osmanli iznik Sultan ITII.Murad Han Dénemi (Hatayi Ornegi, (1574—1595)).

Spiral Sarma Dallar, Hali¢ isi olarak da adlandirilan beyaz zeminli seramik ylizeyler iizerine
mavi spiral formlarda ince dallara kii¢iik c¢icek desenlerinden olusan motiflerdir. Bu motifin

10



farkli sanat dallarindaki uygulamalar1 “helezon tugrakes” olarak da adlandirilmaktadir. Spiral
sarma dallar Iznik seramiklerinde Helezoni tugrakes iislubunda yapilmis olan Italya’ya ihrac
edilen ilk seramik Ornekler olma ozelligi tasimaktadir. Bu motifin yer aldig1 seramikler,
simetrik helezon olarak bilinen diizenli araliklardan olusan stilize yapraklar, kivriml filiz ve
gercekei yapraklar ve net simetri ile olusturulan dallardan olusan c¢icek ve kus desenlerinden
olugmaktadir. Spiral sarma dallar daha 6nce belirgin mavi tonlarindan olusurken daha sonra
cesitli renklerle bezenmistir. Iznik seramiklerindeki spiral sarma dallarla ince filizlerle i¢ ice
sarmalanmis kivrimlardan olugsmakta olup, stilize minik yaprak ve ¢iceklerin diizenli birlerde
siralanmasi ile ortaya ¢ikmistir (Ilicali, 2013) (Sekil 14).

Sekil 14. Spiral Sarmal Dalli Seramik Tabak, (Beautiful Peace from Islamic Museum, 2024).

Hayvan figiirleri, insanlarin tarima elverisli olmayan topraklarda gocebe hayat siirdiikleri ve
hayvanciliga yoneldikleri donemlerde yasamlarinda 6nemli bir yer isgal eden hayvanlarin
figlirlere donmesiyle birlikte mu motifler sanatlarinda yerlerini almisti. O donemlerde
kullanilan hayvan figiirleri gii¢, kudret, bereket, sans, ugur, iyilik ve katiiliikk imgeleri olarak
kullanilmistir. Tiirk slisleme sanatinin en Onemli alanlarindan biri olan Cini Sanatinda da
kullanilan hayvan figiirleri, bulundugu dénemdeki inan¢ ve yagam bicimine gore ortaya ¢ikmis
ve siisleme araci olarak yiizeylerde yerini almistir. Tiirkler ¢evrelerinde gérmiis olduklari stilize
ederek orijinal goriintiilerinde uzaklastirarak motif haline getirmislerdir. Ortaya cikan bu
motifler tek bir hayvanin ya da tek bir cigegin stilizasyonu olarak soyut bir bi¢imde
resmedilmigstir. Motifler gergek¢i bir bakis acisiyla dogadan alinmis olsalar da yapilan
tsluplastirma ile ana hatlarin1 koruyarak detaydan kacinmis ve sanat¢inin kendi begenisine gore
uygulanmiglardir. Cini siisleme sanatinda kullanilan hayvan figiirlerinin dogay1 oldugu gibi
degil yorumlanarak ¢izilmesi Tiirk ¢ini sanatinda bir gelenek haline gelmistir (Ocakoglu, 2018).
Osmanli Donemi ¢ini sanatinda kullanilan hayvan figiirleri genellikle mimari kaplamalar yerine
evani adi verilen giinliik kullanim egyalar1 lizerinde kullanilmistir. Topkap1 sarayinda, siinnet
odasma yer alan Iznik cinilerinde basarili hayvan motiflerinin kullanilmis oldugu eserler
bulunmaktadir. Bu eserlerde yer alan hayvan motifleri, tavus kusu, maymun, fil, ejderha, yilan,
kus ve baliklardir. ilerleyen dénemlerde hayvan motiflerinin yer aldigi orneklere pek
rastlanilmamaktadir (Pamuk ve Oyman, 2016) (Sekil 15).

11



Sekil 15. 15. yy. Yilan Figiirlii iznik Cinisi, (1530-1540).

Tavus Kusu Motifi, farklh kiiltiir ve inang sistemlerinde, giizellik, asalet, ihtisam ve kibrin
sembolii olarak kullanilmigtir. Ayrica yeniden dogmanin, dliimsiizliigiin, sonsuz hayatin ve
cennetin simgesi olarak da iliskilendirilmektedir. Islam diinyasinda cennet kusu olarak
karsimiza ¢ikmaktadir. Cini ve seramik sanatinda kullanilan tavus kusu desenleri Hz. Adem ve
Hz. Havva’nin yasak meyveden dolay1 cennetten kovulmalarini tasvir etmektedir (Karaca,
2020). Anadolu Sel¢uklu doneminde, edebi hayat ve oOliimsiizliikkle bagdastirilmaktadir.
Osmanli déneminde ise seramik yiizeylerde kullanilan tavus kusu motifi sembolik anlamlarin
yitirmis ve sadece kompozisyonlarin bir parcasi olarak kullanilmaya baglanmustir. iznik seramik
ve cinilerinde kullanilan tavus kusu motifinin en erken Ornegi Louvre Miizesinde
sergilenmektedir. Bu Ornek sir alt1 teknii ile natiiralist bir yaklasimla Sam isi tislubunda
hazirlanmistir. Sam isinin karakteristik renklerinin kullanildigi tavus kusu motifi, tiiyleri, boynu
ve kuyruk detaylari ile resmedilmistir. Selguklu doneminde kullanilan stilize edilmis halinin
aksine gergege yakin olarak ¢izildigi goriilmektedir (Corakli, 2012) (Sekil 16).

Sekil 16. iznik Cinisi Tavus Kusu Tabak Ornegi, (Louvre Museum, 1540-1555).

Ejderha motifi, seramik ve c¢ini eserlerde en ¢ok karsimiza ¢ikan ejderha motifi, c¢esitli
bicimlerde tasvir edilmistir. Kelime anlami1 olarak, hayali, dev yilan, korkun¢ hayvan, masal
veya mitolojik yaratik olan ejderhalarin, bircok hayvanin giiciinii ve 6zelliklerini bir arada
barindirdig1 diistiniilmektedir. Ejderha figiiriiniin bir¢ok sembolik anlami bulunmaktadir. Tiirk
kozmolojisinde bulunan ejderhalar yer ve gok ejderleri olarak tanimlanmaktadir. Yerin altinda
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bulunan ejderler bahar doneminde ortaya cikip pul ve boynuzdan olusarak gokytiziine
cikmaktadir. Boylelikle yagmurun yagmasina sebep olarak bereket ve refaha ulasilmasina
katkida bulunduklarina inanilir (Ocakoglu, 2018). Ejderha motifi seramik dekor 6gesi olarak
¢ini karo ve tabak yiizey tasarimlarinda kullanilmistir. Yiizey tasarimlarinda goriilen ejderha
motiflerinin genel 6zellikleri, simetrik ve karsi karsiya, diigiim bi¢imli, yliz yilize bakar sekilde
cift sekilli veya ¢ift basli olarak kullanildig1 goriilmektedir. Ejderhalar betimlenirken agz1 agik,
catal seklinde sivri disli, dik kulakli ve badem gozlii olarak tasvir edilmistir. Ejderha motifleri
¢ini ve seramiklerde kullanilan diger motiflerle beraber pek cok eserde kullanilarak gesitli
kompozisyonlarda yerlerini almiglardir (Savas, 2021) (Sekil 17).
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Sekil 17. Ejderha Motifli Rumi Desenli Camii Kandili, (British Museum, 1549).

Simurg (Anka Kusu) motifleri, Tiirk siisleme sanatinda sembolik anlamda yaygin olarak
kullanilan 6nemli bir yere sahip olan bir figiir olma 6zelligi tasimaktadir. islamiyetten sonra
cok fazla kullanilan ve 6n plana ¢ikan Simurg kusu, farkli isimlerle ¢esitli kiiltiirlerde karsimiza
cikmustir. Ziimriidii Anka veya Anka Kusu genel olarak Iran kaynaklarinda bulunan Simurg ile
ayni varsayillmis olup, Hint mitolojisinde bulunan Garuda kusu ile de benzerligi oldugu
sOylenmistir. Tiirklerde 6nemli bir sembol olan Kartal, Tugrul gibi yirtic1 kuslarla iligkisi
oldugu da diistiniilmektedir. Pek cok sanat eserinde kullanilan efsanevi kus figiirii gogu yerde
kanatl ya da kanatsiz bir aslanin govdesinde ya da kartalin penge ve basina sahip bir bigimde
betimlenmistir (Coruhlu, 2014). Mitolojik motif olarak kullanilan Simurg Osmanli Saz
tislubunda ¢ini bezemelerinde kullanilmistir. Osmanli donemine ait olan ¢ini ve seramiklerde
geometrik ve bitkisel motiflerin yaninda figiirlii desenlerden faydalanilmis olup, dini yapilar
hari¢ diger stislemelerde kullanilmistir (Khodjoeva, 2020) (Sekil 18).
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Sekil 18. iznik Seramik Tabak Anka Kusu, (Ecouen, musée national de la Renaissance, 1600).

Balik motifi, insanlik tarihi boyunca c¢esitli sanat dallarinda cesitli bicimlerde kullanilan bir
dene haline gelmistir. Sanat eserlerinde bollugu, bereketi ve verimliligi ifade eden balik figiiri,
stisleme sanatinda kullanilmasinin en bilyiik nedeni olmustur. Siisleme sanatinin en énemli
alanlarindan biri olan ¢ini ve seramik sanatinin géze ¢carpan en dnemli motiflerinden biri hayvan
figlirleridir. Hayvan figiirleri bitkisel motifler ile birlikte desteklenerek ¢ini ve seramik
ylizeyleri siisleyen kompozisyonlar olusturmaktadir. Balik motiflerinin kullanilmasi ¢ini ve
seramik eserlerde ayri bir tarz olusturmustur. Balik figiirii genel olarak kalyonlarla, deniz
dalgalar1 ve bulutlarla beraber kullanilmistir. Bu figiiriin kullanildigi ¢ini ve seramiklerde mavi,
kobalt, turkuaz, kirmiz1 ve yesil renkler kullanilmistir. Cini ve seramik yiizeylerde kullanilan
balik figiirleri ¢esitli desenlere sahip renkli ve hareketli olarak betimlenmistir. Deniz dalgalari
ile beraber resmedilen balik figiirleri diger slisleme elemanlarina oranla daha biiyiik boyutta
tasvir edilmekte olup balik {izerine vurgulama yapilmis ve daha gosterisli bir motif haline
getirilmistir (Dilay, 2011) (Sekil 19).

Sekil 19. Iznik Seramigi Balik Figiirlii Tabak Gérseli, (1600).

Kus motifleri, Osmanli doneminde hazirlanan ¢ini ve seramik eserlerde natiiralist bigimlerde
tasvir edilmistir. Hem mimari hem de giinliik kullanilan esyalarda yerini alan bu motiflerde
kartal, siiliin, tavus kusu ve avci kuslar 6zellikle hayat agaci motifleriyle birlikte kullanilarak
bir kompozisyon olusturmuslardir. Hazirlanan nu tasvirler saraylarda kullanilarak ¢ini ve
seramik silislemeleri bakimindan zenginligi vurgulamaktadir (Alsan ve Sezaver, 2020) (Sekil
20).
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Sekil 20. Osmanli 17.Yiizy1l iznik Seramik “Kuslu” Tabak, (2024).

Bulut motifi, stilize edilerek farkli sanat dallarinda ortaya ¢ikan iisluplarla birlestirilmis bir
motif olarak ortaya ¢ikmistir. Bulut, gegmisi ejderha bezemeleri ile baglantili bir motiftir. Cin
ve Tiirk mitolojisinde kuvvet, korumacilik, su ve bereket gibi unsurlar1 temsil eden ejderha
motifi bu iki kiiltiirii ortak paydada bulusturmaktadir. Efsanevi bir yaratik olarak bilinen
ejderhalarin ilkbaharda yeraltindan gokytiziine kadar eristigi ve bulutlar arasinda gezindigi
rivayet edilmektedir. Bulut motifinin iki temel ¢izim bi¢cimi mevcuttur. Bunlardan ilki
gokyiiziinde bulutlar1 ifade etmek igin kullanilan y1gma olarak tanimlanan bulutlardir. Ikinci
tasvir ise motiflerin yaninda kullanilan, bos alanlar1 doldurmak amaci ile kullanilan, iki farkl
motifi baglayabilmek amaciyla kullanilan dolant1 motiflerdir. Bu iki motif ¢esidinde ayirma
dolant1, ortabag, tepelik, hiirde ve serbest dolant1 bulutlar1 gibi ¢esitli motifleri bulunmaktadir.
Osmanli donemi Iznik ¢ini sanatinda bulut motifleri pek ¢ok eserde tercih edilmistir. Ilerleyen
donemlerde tasarimcilar kendi tarzlarimi olusturarak bulut motiflerini glinlimiize kadar
tasimiglardir (Coruh ve Atalan, 2023) (Sekil 21).

Sekil 21. 15. yy. Iznik Cinisi Bulut Motifli Siirahi Ornegi, (Victoria and Albert Museum, 1585).

Geometrik motifler, en gilizel Ornekleri ile Selcuklu doneminde goriilmiistiir. Osmanh
doneminde bitkisel motiflerin 6n plana ¢ikmasi ile birlikte geometrik motifler daha az
kullanilmaya baglanmistir. 16. yy. ¢ini ve seramik eserlerde ¢ok fazla olmasa da Selguklu
donemine ait geometrik desenler kullanilmaya devam edilmistir. Osmanli donemine ait ¢ini ve
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seramiklerde ¢ogunlukla geometrik desen olarak adlandirilan zencerek olarak adlandirilan ince
bordiirler kullanilmistir. Zencerekler (ge¢meler) ¢ini deseni igerisinde kullanilan ince
bordiirlerdir. Farkli ¢izgilerin kirilarak ya da kivrilarak birbirleri igerisnden ge¢mesi ile zincir
goriintiisii olusturulur. Zencereklerle yapilan tasarimlar 6zen ve ustalik istemektedir. Alanlarin
boliinme igleminin yapilabilmesi i¢in ince hesaplarin yapilmasi gerekmektedir (Bakir, 1993)
(Sekil 22).

Sekil 22. 16. yy. Baba Nakkas Mavi-Lacivert-Siyah Iznik Cini Tabagi, (2024).

Yazi, yiizyillar boyunca insanlarin ilgisini ¢eken bir beceri olma 6zelligi tagimaktadir. Yazinin
belge niteligi taginasinin yani sira bir sanat dali olarak gelisim gdstermesi ve bir soyut resim
niteligi tasiyarak kullanilmas: Islam sanatiyla birlikte essiz eserlerin ortaya cikmasini
saglamistir. Zamanla gelisim gostererek ¢esitli yaz tiirlerinin de kullanilmasiyla zenginlesen
hat sanati, Anadolu Sel¢uklu dénemine ait mimari yapilarda ¢ini kaplamalar iizerinde yerini
almistir. Bu donemde ortaya ¢ikan kufi yazilardan olusan 6rneklerin yani sira siiliis ve nesih
yazilarina da yer verildigi goriilmektedir. Osmanli dénemi ¢ini sanatinda kullanilan yazi,
siisleme elemani olarak epey 6nem kazanmistir. Bu doneme ait 6rnekler belge niteliginde olan
kitabe ve dini metinlerde yer almakta olup dekoratif amagli mihrap kusaklarinda da karsimiza
ctkmaktadir. Selguklu donemindeki kufi yazilar Osmanli doneminde yerini nesih ve siiliis
yazilara birakmis olup, kufi yazilar yok denecek kadar az tercih edilmeye baslanmistir (Bakaur,
Turan, 1993) (Sekil 23).

Sekil 23. Iznik Seramigi Lamba, (Victoria ve Albert Miizesi, 1648).
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Mavi-Beyaz Iznik Cini Desenlerinin Seramik Sofra Endiistrisinde Cagdas Yorumlan

Iznik ¢inileri, Tiirk el sanatlarinda 6nemli bir yeri olan seramigin en gézde ve koklii drneklerine
sahiptir. 15. yy. itibariyle Osmanli doneminde gelisim gdsteren bu sanat dali, mavi-beyaz
renkleri ile olusturulan desenleriyle dikkat ¢ekmektedir. Geleneksel Iznik cinisi, 6zellikle
estetik ve fonksiyonellik agisinda énemli bir yere sahiptir. Giinlimiizde, bu sanatin modern
tasarim anlayisiyla birlesmesi seramik sofra esyasi endiistrisinde yeni yorumlarin ve
uygulamalarin ortaya ¢ikmasini saglamustir. iznik ¢inilerinin 6ne ¢ikan 6zellikleri canli renkler
ve karmagsik desenlerdir. Mavi-beyaz desenler genel olarak ¢icek, yaprak, geometrik ve
dogadan esinlenerek hazirlanan stilize edilmis motiflerden olugmaktadir. Bu desenler, hem
gorsel agidan estetik goriiniim sunmakta hem de kiiltiirel mirasimizi yansitmaktadir. Geleneksel
Iznik ¢inileri, Osmanli Dénemi’nin zarafetini ve sanatsal anlayisin1 giiniimiize yansitmaktadr.
Son yillarda ortaya ¢ikan ve Iznik ¢ini desenlerinin giiniimiiz yansimasi olarak sunulan ¢ini
desenleri, cagdas tasarimcilar ve sanatgilar tarafindan yenilikg¢i bir sekilde yorumlanmaktadir.
Bu siire¢ hem geleneksel estetigi korumak hem de modern yasamin dinamiklerine uyum
saglayabilmek adina énem tasimaktadir. Geleneksel Iznik ¢ini desenlerinin karmasikligina
karsilik olarak giiniimiizde bazi tasarimcilar bu desenleri minimalist bir yaklagim igerisine
girerek tekrar ele almaktadir. Sade ve yalin ¢izgiler kullanilarak ge¢misin izleri modern
goriinlimlere dontistliriilmektedir. Bu tarz tasarimlar 6zellikle ¢agdas sofra setlerinde tercih
edilmektedir. Cagdas tasarim anlayisiyla birlikte ¢evre dostu ve siirdiiriilebilir malzemelerinde
kullanim1 artmustir. Geleneksel Iznik cinisinin iiretiminde kullanilan yéntemler, yenilikci
malzemelerle birleserek hem estetik hem de saglik agisindan giivenli iirlinler ortaya
cikartmaktadir. Mavi-beyaz iznik desenleri, sadece Tiirk kiiltiiriinde degil, aym zamanda
uluslararas1 bir etkilesimi de ortaya koymaktadir. Farkli kiiltiirlerdeki tasarimcilar, Iznik
desenlerini kendi estetik anlayislariyla bir araya getirerek farkli koleksiyonlar olusturmakta ve
bu sayede global pazarda yeni firsatlar yaratmaktadir. Mavi-beyaz Iznik ¢ini desenleri,
geleneksel sanatin cagdas yorumlarla bulustugu 6nemli bir noktada yer almaktadir. Seramik
sofra endiistrisindeki bu donilisim hem geg¢mise saygi niteligi tagimakta hem de modern
yasamin ihtiyaglarini karsilamaktadir.

Sekil 24. Dolce Gabbana Mavi-Beyaz Porselen Dekor Tasarimi Ornegi, (2024).

Dolce Gabbana tarafindan hazirlanan modern ¢izgilerle geleneksel motifleri bir araya getiren
yemek takiminda 15. yy. Italyan mayolikalarinim ve Osmanli dénemi iznik ¢inilerinin izlerini
barindiran yemek takiminda Akdeniz mavisinin (Blu Mediterraneo) desenlerine yer verilmistir.
Bu tasarim Italya’da narin porselenden iiretilmis olup markanin cesur ¢izgisi ve estetik
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anlayisiyla gecmisin izleri bir araya getirilmistir. Mayolikalarda Persian Palmet (iran palmeti)
olarak bilinen Iznik ¢ini sanatinin vazgegilmez unsurlarindan biri olan palmet motifleri modern
cizgilerle birlikte bu tasarim da yerini almistir. Mavi-beyaz renklerin hakim oldugu bu tabak
tasariminda floral motifler sade ve dikkat c¢ekici bir bicimde kullanilmistir. Desenin kivrik
yapist barok dénemini andirsa da genel olarak incelendiginde Iznik dénemi cinilerinde ve
Mayolikalarda yer alan stilize edilmis bitki motiflerini andirmaktadir (Sekil 24).

Sekil 25. Karaca x st Collection Harem Pasta Tabagi, (2024).

Karaca X Ist New Collection Harem serisinde yer alan desen tasarimi estetik agidan zengin bir
goriintii sergilemektedir. Desende yer alan mavi ve beyaz tonlarmn hakim oldugu detaylar iznik
¢inilerinin zerafetini gozler oniline sermektedir. Merkezde yer alan motif, simetrik bir sekilde
stilize edilmis ¢icek motifi etrafinda ince c¢izgilerle desteklenmis geometrik figiirlerle
cevrelenmistir. Desen icerisinde kullanilan kivrimli yapraklar, Osmanli Doénemi Iznik
c¢inilerinin goz alict desenlerine gonderme yapmaktadir. Hazirlanmis olan bu tasarimla hem
geleneksel hem de modern ¢izgiler harmanlanarak zarif bir goriintii ortaya ¢ikartilmistir. Desen
tasarimi lizerinde bulunan ince detaylar 6zenle islenmis her bir ayrint1 diisiiniilerek ¢agdas bir
yorum katilmak istenmistir. Harem serisi, hem kiiltiirel mirasin yansimasi hem de geleneksel
Tiirk sanatinda yer alan desenlerin modernize edilmis hali olarak 6n plana ¢ikmaktadir (Sekil
25).

Sekil 26. Bonna, Lotus Gourmet Diiz Tabak, (2024).

Bonna Lotus serisi Iznik ¢ini stiline olduk¢a uygun bir bigimde tasarlanmistir. Mavi-beyaz
renklerin kullanildig1 desenler birbirini tekrar eden bir diizende hem simetrik hem de estetik bir
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dokuya sahip olup, Iznik tarzin1 yansitmaktadir. Sonsuzluk hissini tekrar eden motiflerle veren
bu tasarim Iznik ¢inilerinin 6nemli bir motifi olan Lotus ile ge¢cmise gdnderme yaparak
giiniimiiz modern yaklasimi tiiketiciye yansitmaktadir. Renk paleti ile geleneksel Iznik
cinilerinin ozelliklerini tasimakta ve Iznik ¢inilerinin modern yorumlamasi olarak
goriilmektedir (Sekil 26).

Mavi-Beyaz Iznik Cini Desenlerinin Seramik Sanatinda Cagdas Yorumlari

iki déneme ayrilan mavi-beyaz akimi, Diinya’y1 yiizyillar boyunca etkisi altina tutmustur. Bu
donemlerden ilki Anadolu’da ortaya ¢ikip biiyiiyen, digeri ise Cin’de dogup biiyliyen donemdir.
Cin porselenleri Osmanli Dénemi ¢inilerine gore erken tarihli olmalarindan dolay1, Osmanlt
mavi-beyaz doneminin gelismesinde katkida bulunmus olup her iki dénemin etkileri giiniimiize
kadar ulagsmistir. 16. yy. Osmanli donemi mavi-beyaz ¢ini ve seramikleri Cin’in etkisi altinda
goriilse de ilerleyen zamanlarda desenlerde gelismeler ve 0zgiin tasarimlar ortaya ¢ikmustir.
Geleneksel sanatlar, tilkelerin kendi kiiltiirlerine bagl olarak, ¢agdas sanatlarda ortaya ¢ikan
eserlerine ilham kaynagi olmaktadir. Mavi-beyaz akimi hem iilkemizde hem de diinyadaki pek
¢ok sanatciya desen ve renk agisindan ilham kaynagi olmus ve tasarimcilara da yeni {iriinlerin
gelistirilmesi agisindan genis bir yelpaze sunmustur. Giiniimiiz sanat eserleri incelendiginde,
mavi-beyaz donemin etkileri ¢cagdas sanatlarda heykel ve yerlestirmeler iizerinde, gesitli
yontemlerle uygulandigi goriilmektedir. Bu uygulamalar basi eserlerde serigrafi yontemiyle
bazi eserlerde de firga ile uygulama olarak sir alti, sir i¢i ve sir iistii dekorlama teknikleriyle
yapilmistir. Mavi-beyaz eserler gelenekseli temsil eden klasik ve gilinlimiiz eserlerinde yer
almakta olan ¢agdas cizgiler tasimaktadir. Cagdas eserleri ortaya ¢ikartan sanat¢ilar kendilerini
tarihsel, elestirel, politik, sosyolojik ve kiiltiirel agidan ifade etmek i¢in mavi-beyaz akimi
kullanmaktadirlar (Danabas, 2023).

Higbir donemde etkisini kaybetmeyen bir moda haline gelmis mavi-beyaz iznik Cinileri 15.
yy’da iretilen ilk 6rneklerden bugiine kadar gegen siire icerisinde, Dogu’dan Bati’ya kadar
geleneksel tretim tekniklerinden, sanayideki endiistriyel iiretimlere, soylularin seckin
yasantilarindan halk tarafindan kullanilan iiriinlere kadar daima popiilerligini korumus klasik
ve ¢agdas bir sanat akimi olmay1 bagsarmistir. Genis bir cografyaya yayilmis olan bu seramikler
sahip oldugu giiclii etki, teknik acidan iistiinliigli, gecmise ait olan ve mavinin kisiler tizerinde
birakmis oldugu etki ile pek ¢ok sanat¢iya ilham kaynagi olmustur. Cagdas sanatlarda diinyada
iin yapmis olan Cinli sanat¢1 Ai Weiwei Cin porselenlerini ve mavi-beyazi hem tarihle hem de
giiniimiizdeki anlaml1 olaylari malzeme olarak ele almis ve geleneksel formlarla dili eserlerinde
kullanmaya 6zen gostermistir. Sanat¢1 2016 yilinda Tirkiye’ye yapmis oldugu bir ziyarette
Islam Eserleri Miizesinde yer alan Cin porseleni ile Osmanl1 zanaatinin bulusmasi sonucunda
ortaya ¢ikan eseri gérmiistiir. Daha sonrasinda bu eserden almis oldugu ilhamla ortaya ¢ikartmis
oldugu sergide Odysseia adl1 mavi-beyaz porselen tabaklari Istanbul Sakip Sabanci miizesinde
sergilenmistir (Sekil 27).
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Sekil 27: Ai Wei Wei, Istanbul Sakip Sabanci Miizesi, (2018).

ABD’nin en bastan ¢ikarici sanatgilarindan biri olan Charles Kraff, konular ve kiiltiirler ile ilgili
zor ve huzursuz temalar hazirlamakta olup, eserlerinde yer vermis oldugu kan dondurucu
konulart mavi-beyazin zarif diliyle eserlerine yansitmaktan c¢ekinmemektedir. Kraff
doksanlarin bagindan bu yana Afet Tabaklar1 (Disasterwares) olarak adlandirdig: serilerinde
mavi-beyaz gelenegi kullanmis ve dogal ve sosyopolitik felaketleri restoran tabaklarina
resmetmistir (Sekil 28).

Sekil 28. Charles Krafft, Mavi-Beyaz, Hapishane Serisi, (2018).

Howard Kottler, Sofra esyalar lizerine ¢gikartmalarla yapmis oldugu Amerikan siyasetini tiye
alan seramik sanatinda geleneksel kurallart bozmus bir sanat¢idir. Kottler’in eserlerinde yapmis
oldugu uygulama sadece hazir c¢ikartma dekorlar1 farkli sekillerde degistirerek tabak
ylizeylerine uygulamaktir. Kottler’in kullanmis oldugu indirekt transfer yontemini seramik
sanayisinde ilk kez Ingilizlere ait olan firma Johnson Matthey 1954-55 yillarinda kullanmistir
(Sekil 29). Transfer baski tekniginin bulunmas: ile birlikte sanayide kullanilmaya baslanilmis
ve bu teknigin Ingiltere’de icat edildigi diisiiniilmektedir. Bu teknik sayesinde gdsterisli mavi-
beyaz Cin porselenleri ve ¢ini desenleri hizli bir bi¢imde taklit edilmeye baslanilmistir
(Agatekin, 2018).
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Sekil 29. Howard Kottler, Smithsonian Amerikan Sanat Miizesi, (Porselen Tabak Baba Gibi Ogul, 1969).

MAVI-BEYAZ iZNiK CiNI DESENLERINDEN YOLA CIKILARAK UYGULANAN
KERAMIKA SOFRA SERAMIKLERI DEKOR TASARIM VE UYGULAMALARI

Uygulama Ornegi 1
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Sekil 30. Keramika Tasarim Merkezi Arsivinden, (2024).

Sofra seramigi sektoriine uyarlanan dekor tasarimi uygulama 6rnegi 1°de yer alan desenler,
Iznik ¢inilerinin modernize edilerek yeniden tasarlanan bu yorumunda geometrik Ogelere
cagdas yorumlar katilarak ele alimmistir. Yildiz motiflerinin simetrik bir bicimde desenin
merkezinden baglamasi diizenli bir yildiz dizilimini ortaya ¢ikartmistir. Merkezden disa dogru
miikemmel bir simetri ile hazirlanan bu tasarim Iznik ¢inilerinin karakteristik dzelliklerini
yansitmaktadir. Desenin dis kismindaki uzun ince dikdortgenler i¢c kisimdaki yildizlarla
biitiinlik saglamis ve Iznik g¢inilerinin ritmik yapisini giiniimiize tasimsti. Bu desen
tasariminda klasik Iznik ¢inileri, geometrik motifler mavi-beyaz kombinasyonla bir araya
getirilerek geleneksel ¢izgileri modern bir bakis agisi ile yeniden yorumlanmistir (Sekil 30).

Uygulama Ornegi 2
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Sekil 31. Keramika Tasarim Merkezi Arsivinden, (2024).

Uygulama 6rnegi 2’de yer alan sofra seramigi desen tasariminda bulunan geometrik desenler
Iznik ¢inilerinin karakteristik 6zelliklerini zengin bir kompozisyonla yansitmaktadir. Klasik
Iznik ¢inilerinde sik¢a kullanilan beyaz zemin iizerine mavi renk kombinasyonu modernize
edilmis olan bu desen tasariminda da kullanilarak desenin geometrik yapisi belirgin bir bicimde
ortaya ¢ikartilmistir. Desende yer alan geometrik sekiller iznik ¢inilerinde kullanilan bitkisel
motiflerin stilize edilmis ¢agdas yorumlariyla zenginlestirilmistir. Parlak bir beyaz sir yiizeyine
uygulanan bu desende mavi renk belirgin bir bicimde 6ne ¢ikmaktadir. Bu desen tasarimi
modern bir geometrik yapiya sahip olmasina ragmen iznik ¢inilerinin geleneksel dzelliklerini
ortaya koymaktadir (Sekil 31).

Uygulama Ornegi 3

Sekil 32. Keramika Tasarim Merkezi Arsivinden, (2024).

Uygulama &rnegi 3’te yer alan sofra seramigi yiizey tasarimi klasik iznik c¢inilerindeki
geometrik motiflerin modernize edilmis cagdas yorumlamasi olarak tanimlanabilir. Iznik
c¢inilerinin vazgecilmez bir 6zelligi olan mavi-beyaz renkler desenin tiim ayrintilarini1 6n plana
cikarmaktadir. Desende kullanilan geometrik bigimlere ¢evrilmis bitkisel motif yorumlamalari
tasarima ayr1 bir sadelik ve siklik katmaktadir. Modern bir yapiya sahip olan bu tasarimin dikkat
cekici Ozelligi minimalist yapiya sahip geometrik temalardir. Geleneksel motiflerin
yorumlanmast ile ortaya ¢ikan bu 6zgiin ve estetik tasarim hem ge¢mise saygiy1 hem de ¢agdas
yorumlarla geleneksel el sanatlarini glintimiize tagimay1 amaglamistir (Sekil 32).

Uygulama Ornegi 4
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Sekil 33. Keramika Tasarim Merkezi Arsivinden, (2024).

Sofra seramigi sektoriine uyarlanan dekor tasarimi uygulama 6rnegi 4’te hazirlanan desende
farkl1 boyut ve sekillere sahip ¢icek ve yaprak motifleri kullanilmistir. iznik ¢inilerinde sik sik
karsimiza ¢ikan dogadan esinlenilerek stilize edilen bu motifler donemin izlerini tagimaktadir.
Merkezden disa dogru belirgin bir simetrige sahip olmadan dagilan ¢igek motifleri gérsel agidan
bir denge saglamaktadir. Dalgali hatlar ve yumusak gecislere sahip olan bu tasarim hareketli bir
goriiniime sahiptir. Desen igerisindeki pozitif ve negatif alanlarin uyumlu dagilimi gorsel
dengeyi 6n plana ¢ikarmaktadir. Bu uygulama iznik ¢inilerinde siklikla kullanilan bir teknik
olma 6zelligi tasimaktadir. Klasik Iznik ¢inilerinde bulunan bitki motifleri bu yiizey tasarrminda
modern bir bakis agisiyla yorumlanmigtir (Sekil 33).

Uygulama Ornegi 5

Sekil 34. Keramika Tasarim Merkezi Arsivinden, (2024).

Sofra seramigi desen tasarimi olarak hazirlanan uygulama drnegi 5’te yer alan calismada Iznik
cinilerinde siklikla kullanilan geometrik motifler yer almaktadir. Bu geometrik motifler
gliniimiiz ¢izgilerine uygun olarak yorumlanmis ve ¢agdas bir gbriinlim kazanmistir. Orta
merkezde belirgin bir bicimde yer alan geometrik sekil ve cevresinde bu sekli tamamlamakta
olan geometrik motifler {iriine siklik ve denge kazandirmistir. Desenin dis kisminda yer alan
dalgali hatlar firga etkileri ile birleserek geometrik motiflerle biitiinlik olusturmustur.
Uygulanan bu tekrarlamalarla ritmik bir yap: ortaya c¢ikartilmistir. Tabak iizerinde pozitif ve
negatif alanlarin uyumlu dagilimlar1 gorsel bir denge saglayarak Iznik ¢inilerinde siklikla
kullanilan ritmik yapiy1 giiniimiize tasimistir (Sekil 34).
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Uygulama Ornegi 6

Sekil 35. Keramika Tasarim Merkezi Arsivinden, (2024).

Uygulama &rnegi 6°da yer alan desen tasariminda Iznik ginilerinde kullanilan bitkisel motiflerin
modern yorumu dikkat ¢ekmektedir. Farkli boyut ve sekillerde stilize edilmis bitkisel motifler
desen tasarimu iizerinde simetrik bir etki yaratarak iznik cinilerinin karakteristik 6zelliklerini
ortaya ¢ikartmistir. Hazirlanan desen tasarimi dalgali hatlar ve yumusak gegislerle hareketli bir
goriiniim kazanmigtir. Desen igerisindeki dolu ve bos alanlar motiflerin modern bir yapiya
biirlinmesini ve ¢cagdas bir tasarim olarak ortaya ¢ikmasini saglamistir (Sekil 35).

Uygulama Ornegi 7

Sekil 36. Keramika Tasarim Merkezi Arsivinden, (2024).

Hazirlanmis olan bu desenin genelinde farkli boyut ve sekillere sahip olan stilize bitki motifleri
uygulama 6rnegi 7’ nin diger desen tasarimlariyla arasindaki farki ortaya koymaktadir. Desenin
merkezinden disa dogru genisleyen simetrik yapisi modern ¢izgilerin geleneksel goriintiisiini
ortaya koymakta ve karakteristik bir yapiya biiriinmesini saglamaktadir. Desenin genelinde
uygulanmus olan ince is¢ilik Iznik ¢inilerine 6zgii ritmik yapiya génderme yapmaktadir. Bu yapi
ile birlikte cinilerde sik kullanilan kompozisyon teknigi bu desen tasariminda da vurgulanmigtir
(Sekil 36).

Uygulama Ornegi 8
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Sekil 37. Keramika Tasarim Merkezi Arsivinden, (2024).

Uygulama 6rnegi 8’de hazirlanan geometrik desenler iznik ¢inilerinin soyut ve tekrarlayan
motiflerine dayanmaktadir. Ozellikle desenin simetrik yapisi, koseli sekilleri ve bos-dolu
iliskisi Iznik cinilerinin karakteristik &zelliklerinin modernize edilmis ¢agdas yorumlamasi
olarak hazirlanmistir. Beyaz zemin {izerine mavinin tonlariyla olusturulan bu desen ince hatlarla
olusturulmus bitkisel ve geometrik desenlerin harmanlanmasiyla ortaya ¢ikartilmigtir. Modern
bir geometrik yapiya sahip olan bu tasarim Iznik cinisinin geleneksel &zelliklerini ortaya
cikartmaktadir. Hem klasik hem de modern bir yapiya sahip olan bu desen Iznik ¢ini sanatinin
zengin motif ¢esitliligi ile 6zgiin bir tasarim ortaya ¢ikmasini saglamistir (Sekil 37).

SONUC

Geleneksel mavi-beyaz cinilerin Iznik’teki iiretimi, Tiirk seramik sanatinin en &nemli
orneklerinden birini olusturur. Bu makalede, Iznik cinisi ve onun tarihsel gelisimi, teknikleri,
desenleri ve giiniimiizdeki uygulamalar1 detayli bir sekilde ele almmistir. Iznik ¢ini, Osmanl
doneminde ozellikle 14. ve 16. yilizyillar arasinda 6nemli bir sanat dali olarak 6ne ¢ikmus,
mimari siislemelerden giinliik kullanima kadar genis bir yelpazede yer almustir. Iznik, 6zellikle
mavi-beyaz ¢inileriyle taninmis, 16. yiizyilda zirveye ulasmistir. Bu donemde, geleneksel
iiretim yontemleri ile birlikte gesitli desenler ve renkler kullanilmaya baslanmustir. Iznik
¢inilerinin iiretim teknikleri, sir alti teknigi lizerinden ilerlemektedir; bu teknikte desenler,
pisirimden sonra seffaf bir sirla kaplanarak vurgulanmaktadir. Iznik cinilerinde kullanilan
desenler arasinda tavus kusu, asma yapragi, hatayi, yazi, rumi ve ¢igcek motifleri bulunmaktadir.
Bu motifler hem estetik hem de sembolik anlamlar tagimaktadir. Ornegin, tavus kusu motifi
cennet bahgesini simgelerken, hatayi motifleri doganin giizelliklerini yansitir. Glinlimiizde,
Iznik ¢inileri hem geleneksel tasarim unsurlarini koruyarak hem de cagdas yorumlarla yeniden
hayat bulmaktadir. Modern tasarimcilar, mavi-beyaz ¢ini desenlerini giincel tasarim
anlayislartyla harmanlayarak, bu kiiltiirel miras1 yasatma c¢abasini stirdiirmektedir. Arastirma,
cagdas tasarimlarin nasil gelistirilebilecegi konusunda 6nemli Oneriler ve gorsel ornekler
sunmaktadir.

Iznik ¢ini sanati, yalnizca gegmiste degil, giiniimiizde de dnemli bir kiiltiirel miras olarak
varligmi siirdiirmektedir. Bu makalenin, Iznik cinileri ve mavi-beyaz desenlerin giincel
yorumlarn {izerinde calisan tasarimcilara ve Ogrencilerine ilham vermesi hedeflenmektedir.
Geleneksel sanatin modern tasarim diinyasinda nasil yer bulacagmi ve nasil evrilecegini
anlamak, gelecek nesiller i¢in biiyiik bir onem tagimaktadir. Bu ¢alisma, hem ge¢cmise 151k tutan
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hem de gelecege dair yol haritasi ¢izen bir kaynak niteligindedir. iznik ¢inisinin sadece bir sanat
dali degil, ayn1 zamanda kiiltiirel kimligimizi yansitan bir miras oldugunun alt1 ¢izilmektedir.
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OZET

Sanat, mimarlik ve sifa arasindaki iliski tarih boyunca siirekli gelisim gdstermis; antik kutsal mekanlardan
giiniimiiz terapotik ¢evrelerine kadar uzanan énemli bir arastirma ve tasarim alani haline gelmistir. Bu ¢aligma,
mimarligin ve doganin farkli tarihsel dénemlerde sifa siireglerine nasil katkida bulundugunu ve bu yaklagimlarin
cagdas saglik mimarliginda nasil yeniden yorumlandigini incelemektedir. Antik sifa merkezleri; Misir
tapinaklari, Mezopotamya kutsal alanlari, Yunan Asklepionlar1 ve Roma hamamlar1 gibi drnekler araciligiyla
fiziksel, ruhsal ve sosyal iyilesme siireglerini biitiinciil bir yaklasimla bir araya getirmistir. Orta Cag ve Ronesans
donemlerinde ise manastir bahgeleri, revirler ve hastaneler; simetrinin, dogal 15181n, mekénsal diizenin ve
tefekkiirlin fiziksel ve duygusal iyilik hali iizerindeki terapétik etkisini vurgulamistir.

Giiniimiizde biyofilik tasarim yaklagimi, bu tarihsel siirekliligi siirdiirerek terapotik mekéanlara dogal sistemler,
bitkilendirme, giin 15181, su 6geleri ve duyusal deneyimler entegre etmektedir. Maggie’s Centres, Khoo Teck Puat
Hastanesi ve Eden Project gibi ¢agdas drnekler, doga ile biitiinlesen mimari yaklagimlarin bireylerin psikolojik ve
fizyolojik sagligi tizerinde olumlu etkiler olusturdugunu gostermektedir. Cevresel psikoloji, ndroestetik
arastirmalar ve kanita dayali saglik tasarimi ¢alismalar1 dogrultusunda bu makale, terapdtik mimarligin yalnizca
islevsel bir saglik altyapisi olarak degil, ayn1 zamanda stresi azaltabilen ve biitiinciil iyilesmeyi destekleyebilen
deneyimsel bir ¢evre olarak degerlendirilmesi gerektigini savunmaktadir. Caligma, gelecegin saglik yapilarinda
doga, duyusal tasarim ve insan odakli mekénsal yaklagimlarin biitiinlesik bi¢imde ele alinmasinin uzun vadeli
iyilik hali, duygusal konfor ve dayaniklilik agisindan 6nemli oldugunu ortaya koymaktadir.

Anahtar Kelimeler: Sifa Mimarisi, Terapotik Mekéanlar, Biyofilik Tasarim, Néromimarlik, Duyusal Tasarim, Saglik
Yapilart Tasarimi
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ABSTRACT

The relationship between art, architecture, and healing has evolved continuously throughout history, extending
from ancient sacred environments to contemporary therapeutic spaces. This study investigates how architecture
and nature contributed to healing practices across different historical periods and how these principles continue to
influence modern healthcare design. Ancient healing environments such as Egyptian temples, Mesopotamian
sanctuaries, Greek Asklepions, and Roman bath complexes integrated physical, spiritual, and social dimensions
of healing through carefully organized spatial systems (Gesler, 1992). During the Medieval and Renaissance
periods, monastic gardens, infirmaries, and hospitals reinforced the therapeutic role of symmetry, natural light,
spatial order, and contemplation in promoting physical and emotional well-being (Gesler, 1992).

In contemporary architecture, biophilic design extends this historical continuity by integrating natural systems,
vegetation, daylight, water elements, and sensory experiences into therapeutic environments (Kellert et al., 2008).
Case studies including Maggie’s Centres, Khoo Teck Puat Hospital, and the Eden Project demonstrate how
nature-integrated architecture contributes positively to psychological and physiological health (Tekin &
Gutierrez, 2023). Supported by environmental psychology, neuroaesthetic research, and evidence-based
healthcare design, this paper argues that therapeutic architecture should be understood as an experiential
environment capable of reducing stress and supporting holistic recovery (Nanda et al., 2009). The study
concludes that future healthcare environments should integrate nature, sensory design, and human-centred spatial
approaches in order to promote resilience, emotional comfort, and long-term well-being.

Keywords: Healing architecture, therapeutic spaces, biophilic design, neuroarchitecture, sensory design, healthcare
design
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ART AND HEALING: FROM ANCIENT SPACES TO MODERN THERAPEUTIC DESIGN
INTRODUCTION

Architecture has always shaped human experience beyond its purely functional role. Throughout
history, societies recognized that built environments influence emotional states, behaviour,
spirituality, and physical health (Gesler, 1992). Spaces associated with healing were therefore
designed not only to accommodate medical practices but also to create psychological comfort,
sensory engagement, and spiritual balance. Ancient civilizations incorporated water, gardens, ritual,
light, and symbolic architecture into healing environments long before the emergence of modern
healthcare institutions (Ulrich et al., 1991).

Contemporary scientific research increasingly validates many of these historical intuitions. Studies
in environmental psychology and evidence-based healthcare design demonstrate that built
environments significantly affect stress levels, emotional recovery, cognitive performance, and
patient outcomes (Kaplan, 1995). Ulrich (1984) demonstrated that surgical patients with views of
natural landscapes recovered more quickly and required fewer pain medications than patients whose
rooms faced brick walls. Kaplan’s Attention Restoration Theory similarly argues that natural
environments restore mental fatigue and improve cognitive functioning (Kaplan, 1995). More recent
studies in neuroaesthetics suggest that aesthetically stimulating environments positively influence
emotional regulation and reduce stress within healthcare settings (Nanda et al., 2009).

At the same time, modern healthcare architecture increasingly acknowledges that hospitals and
therapeutic environments should support not only physical treatment but also emotional resilience
and psychological well-being (Tekin & Gutierrez, 2023). This shift has encouraged the development
of biophilic and human-centred design approaches that reconnect individuals with nature through
architecture (Kellert et al., 2008).

This paper examines the continuity of healing architecture from antiquity to the present. It first
investigates ancient healing spaces in Egypt, Mesopotamia, Greece, and Rome before examining
Medieval and Renaissance healthcare environments. It then explores contemporary therapeutic
architecture through case studies such as Maggie’s Centres, Khoo Teck Puat Hospital, and the Eden
Project. Finally, the paper discusses theoretical frameworks including environmental psychology,
phenomenology, neuroaesthetics, and neuroarchitecture in order to demonstrate how architecture
continues to influence human well-being through sensory and spatial experience (Higuera-Trujillo et
al., 2021).

2. HISTORICAL SURVEY OF HEALING SPACES
2.1. Ancient Egypt and Mesopotamia

In the earliest civilizations, healing practices were closely associated with sacred architecture, ritual,
and environmental symbolism. Ancient Egyptian healing temples dedicated to Imhotep, later deified
as a god of medicine and wisdom, functioned as environments where spiritual and physical healing
were integrated (Gesler, 1992). These temple complexes frequently included sacred pools, ceremonial
chambers, incubation spaces, and areas for herbal medicine preparation. Healing was understood not
merely as the treatment of bodily illness but as a holistic process involving spiritual purification,
emotional balance, and harmony between the human body and cosmic order (Higuera-Trujillo et al.,
2021).

Similarly, Mesopotamian civilizations developed temple-based healing sanctuaries connected to
deities associated with medicine and protection. Priests and healers employed rituals, incantations,
herbal remedies, and sensory elements such as incense, water, and controlled atmospheres to establish



therapeutic environments (Gesler, 1992). Medical cuneiform texts suggest that architecture,
symbolism, and environmental control played essential roles in healing practices, reflecting an early
understanding of the relationship between space and well-being (Higuera-Trujillo et al., 2021).

In both Egyptian and Mesopotamian contexts, architecture functioned as more than physical
infrastructure. Therapeutic environments were carefully designed to create emotional reassurance,
symbolic protection, and sensory harmony. These early healing spaces established a historical
foundation for later therapeutic architecture by recognizing that built environments could
significantly influence psychological and spiritual conditions (Gesler, 1992).

2.2. Greek Asklepions and Roman Baths

The Greeks institutionalized healing through Asklepions, sanctuaries dedicated to Asclepius, the god
of medicine (UNESCO World Heritage Centre, n.d.). These therapeutic complexes represented some
of the earliest organized healthcare environments in architectural history. The Sanctuary of Asclepius
at Epidaurus integrated temples, theatres, dormitories, baths, gardens, and treatment spaces within a
unified landscape (UNESCO World Heritage Centre, n.d.). Patients participated in rituals such as
incubation, during which dreams were interpreted by priests and physicians as part of healing
practices (Gesler, 1992).

The architectural organization of Asklepions emphasized landscape integration, movement, balance,
and sensory calmness. Natural surroundings, fresh air, water, and social interaction were considered
essential therapeutic components (Ulrich et al., 1991). The inclusion of theatres and communal areas
reflected the belief that emotional and cultural experiences contributed to physical well-being (Gesler,
1992).

Roman bath complexes expanded these therapeutic ideas into large-scale urban public architecture.
Thermae and balnea functioned as social and healing environments combining bathing, exercise,
relaxation, and social interaction (Gesler, 1992). Bath complexes often included libraries, gardens,
massage rooms, hot and cold pools, and exercise courtyards. Water, acoustics, spatial sequence, and
communal interaction collectively contributed to holistic well-being (Ulrich et al., 1991).

Roman baths demonstrated that architecture could simultaneously support public health, social
cohesion, and emotional comfort. Their sophisticated integration of environmental conditions and
sensory experience influenced later healthcare and recreational architecture throughout Europe
(Gesler, 1992).

2.3. Medieval and Renaissance Healing Architecture

During the Medieval period, monasteries became important centres of healing and care. Monastic
infirmaries were commonly connected to cloisters, gardens, and chapels, emphasizing silence,
contemplation, and spiritual recovery (Gesler, 1992). The St. Gall Plan illustrates how medieval
healthcare environments integrated herb gardens, treatment rooms, kitchens, and spaces for prayer
into coherent therapeutic systems (Higuera-Trujillo et al., 2021).

Gardens became especially significant therapeutic elements during this period. Medicinal plants were
cultivated for physical treatment while enclosed gardens also provided psychological calmness and
opportunities for reflection (Ulrich et al., 1991). Nature was increasingly understood as both
spiritually symbolic and physically restorative (Kaplan, 1995).

During the Renaissance, healthcare architecture reflected broader humanist ideals emphasizing
symmetry, geometry, proportion, and visual harmony (Gesler, 1992). Hospitals were organized
around courtyards and open circulation systems that improved daylight access, ventilation, and
hygiene. Architects and patrons believed that beauty and spatial order positively affected emotional
and spiritual well-being (Higuera-Trujillo et al., 2021).



Decorative elements such as frescoes, sculptures, and landscaped courtyards contributed to creating
environments intended to comfort and reassure patients. Renaissance healthcare environments
therefore reinforced the historical idea that architecture and aesthetics could actively contribute to
healing processes (Gesler, 1992).

3. CONTEMPORARY BIOPHILIC DESIGN AND THERAPEUTIC ARCHITECTURE
3.1. Biophilic Design and Evidence-Based Healthcare

Contemporary therapeutic architecture increasingly integrates biophilic design principles that
reconnect individuals with nature through built environments (Kellert et al., 2008). Biophilic design
is based on the understanding that human beings possess an inherent psychological affinity for natural
systems (Kellert et al., 2008). In healthcare settings, this approach incorporates daylight, vegetation,
water features, natural ventilation, sensory materials, and environmental diversity into spatial design
(Tekin & Gutierrez, 2023).

Research strongly supports the therapeutic effects of nature-based environments. Ulrich et al. (1991)
demonstrated that exposure to natural settings accelerates stress recovery and reduces physiological
indicators of anxiety. Kaplan (1995) further argued that natural environments restore cognitive
attention and mental clarity. Neuroaesthetic research additionally suggests that aesthetically
stimulating environments positively influence emotional states and reduce stress within healthcare
contexts (Nanda et al., 2009).

As a result, healthcare architecture increasingly emphasizes emotionally supportive and patient-
centred environments rather than purely clinical spaces (Tekin & Gutierrez, 2023).

3.2. Maggie’s Centres

Maggie’s Centres in the United Kingdom represent one of the most influential examples of
contemporary healing architecture. Founded by Maggie Keswick Jencks in 1996, these centres
provide emotional and psychological support for cancer patients and their families (Tekin &
Gutierrez, 2023).

Unlike conventional hospitals, Maggie’s Centres intentionally reject institutional aesthetics. Each
centre is designed by internationally recognized architects such as Frank Gehry, Zaha Hadid, and
Foster + Partners. The buildings emphasize domestic atmospheres, natural light, gardens, warm
materials, fireplaces, and communal kitchens (Nanda et al., 2009).

Research indicates that users experience reduced anxiety, emotional reassurance, and increased
feelings of comfort within these environments (Tekin & Gutierrez, 2023). Tekin and Gutierrez (2023)
identify Maggie’s Centres as paradigmatic examples of human-centred therapeutic design due to their
integration of biophilic principles and emotionally supportive spatial organization.

The success of Maggie’s Centres demonstrates how architecture can actively contribute to emotional
resilience and psychological recovery by creating humane and sensory-rich therapeutic environments
(Nanda et al., 2009).

3.3. Khoo Teck Puat Hospital

Khoo Teck Puat Hospital in Singapore represents one of the most comprehensive examples of
biophilic healthcare design within a dense urban environment (International Living Future Institute,
n.d.). Completed in 2010, the hospital integrates vegetation, rooftop gardens, water systems, natural
ventilation, and biodiversity throughout the complex (International Living Future Institute, n.d.).

The building organizes patient wards around a large central courtyard functioning as a “garden



hospital.” Vegetation extends vertically across facades, terraces, and interior spaces, while naturally
ventilated corridors and water features create continuous sensory connections with nature (Tekin &
Gutierrez, 2023).

Post-occupancy evaluations revealed significantly higher levels of patient satisfaction, emotional
comfort, and perceived well-being compared to conventional healthcare facilities (International
Living Future Institute, n.d.). The project demonstrates how biophilic design strategies can improve
both environmental sustainability and therapeutic quality within contemporary hospitals (Tekin &
Gutierrez, 2023).

Khoo Teck Puat Hospital illustrates the growing recognition that healthcare architecture should
support emotional and psychological well-being alongside medical treatment (International Living
Future Institute, n.d.).

3.4. Eden Project

Although not designed as a medical facility, the Eden Project in Cornwall represents an important
example of therapeutic environmental architecture (Eden Project, n.d.). Designed by Grimshaw
Architects and opened in 2001, the project consists of large geodesic biomes containing immersive
ecological environments (Eden Project, n.d.).

Visitors experience vegetation, humidity, daylight, spatial enclosure, and environmental diversity
through multisensory interaction (University of Oxford, 2026). The project emphasizes reconnection
with nature while simultaneously producing calming and restorative psychological effects (Kaplan,
1995).

Recent collaborations between the University of Oxford and the Eden Project further investigate how
interaction with natural environments affects mental health and emotional well-being (University of
Oxford, 2026). The Eden Project therefore demonstrates how architecture can function as a
therapeutic landscape capable of supporting psychological restoration through environmental
immersion (Kaplan, 1995).

4. THEORETICAL FRAMEWORK

Healing architecture can be understood through several interconnected theoretical perspectives.
Environmental psychology explains how spatial conditions influence emotional states, stress levels,
and cognitive restoration (Kaplan, 1995). Ulrich’s Stress Reduction Theory and Kaplan’s Attention
Restoration Theory both emphasize the therapeutic importance of natural environments (Ulrich et al.,
1991).

Phenomenological theories of architecture further suggest that healing environments operate through
multisensory and emotional experience. Pallasmaa argues that architecture should engage all human
senses rather than privileging visual perception alone (Higuera-Trujillo et al., 2021). Norberg-Schulz
similarly emphasizes the emotional and existential significance of place and atmosphere (Higuera-
Trujillo et al., 2021).

Recent developments in neuroarchitecture attempt to quantify neurological responses to architectural
environments through physiological and cognitive measurements. Sternberg and Wilson (2006) argue
that architecture and neuroscience together can explain how spatial qualities influence emotional and
physiological conditions. Collectively, these theoretical frameworks reinforce the idea that
architecture significantly shapes psychological and physiological well-being (Nanda et al., 2009).

5. DISCUSSION AND IMPLICATIONS FOR FUTURE DESIGN



Historical and contemporary healing environments reveal remarkable continuity in their therapeutic
principles. Across different periods, healing spaces consistently integrated nature, sensory richness,
spatial harmony, social interaction, and emotional reassurance (Gesler, 1992). Ancient temples,
monastic gardens, Renaissance hospitals, and contemporary biophilic environments all demonstrate
the enduring relationship between architecture and healing (Ulrich et al., 1991).

Contemporary healthcare environments should therefore prioritize human-centred design strategies
that support emotional comfort in addition to medical functionality (Tekin & Gutierrez, 2023).
Natural light, vegetation, water elements, multisensory materials, and flexible social spaces can
significantly improve psychological well-being and recovery experiences (Kaplan, 1995).

Future healthcare architecture will likely continue integrating research from neuroscience,
environmental psychology, sustainability studies, and architecture (Sternberg & Wilson, 2006).
Evidence-based and biophilic approaches increasingly suggest that therapeutic environments should
actively participate in healing processes through environmental and sensory experience (Nanda et al.,
2009). The growing recognition of mental health, emotional resilience, and environmental
sustainability further reinforces the importance of therapeutic and human-centred design approaches
in future healthcare environments (Tekin & Gutierrez, 2023).

6. CONCLUSION

The relationship between architecture and healing has persisted throughout history, evolving from
sacred ancient environments to contemporary therapeutic architecture (Gesler, 1992). Across
civilizations and historical periods, healing spaces consistently integrated nature, sensory experience,
social interaction, and spatial harmony to support human well-being (Ulrich et al., 1991).
Contemporary research in environmental psychology, evidence-based healthcare design,
neuroaesthetics, and neuroarchitecture validates many historical healing principles by demonstrating
that built environments directly influence emotional states, stress levels, and recovery processes
(Kaplan, 1995). Therapeutic architecture therefore extends beyond functional healthcare
infrastructure and becomes an active participant in healing itself (Nanda et al., 2009).

Future healthcare environments should continue integrating natural systems, sensory richness, and
emotionally supportive spatial strategies in order to promote holistic well-being, resilience, and long-
term human health (Tekin & Gutierrez, 2023).
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ABSTRACT

Documentation of wall paintings is essential for studying, inspecting, and monitoring monuments in conservation.
This non-invasive approach is increasingly valuable for preserving cultural heritage. Technological advancements
in digitization offer innovative solutions for systematically documenting movable and immovable heritage sites of
significant historical importance.

This study focuses on wall paintings at risk of falling off or those that have already been detached. In these cases,
combining established design techniques with modern digital technologies is crucial for preventing further damage
and developing effective conservation strategies.

Methods such as 2D and 3D photography, digital modeling, and advanced imaging techniques play key roles in
documentation. When damage is extensive, these tools are vital for capturing the artwork's original state and
preserving its significance.

Recent disasters from armed conflicts and natural disasters underscore the need for innovative documentation
techniques. Often, these digital methods are the only means to safeguard a monument's history, ensuring that the
stories within these wall paintings endure for future generations.

Keywords: Digitalization of Cultural Heritage, Non-Invasive Investigations, Documentation Of Phenomena Of
Wall Paintings, Detached And/Or Fallen Wall Paintings.
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INDRODUCTION

The text was prepared with the support of the Shota Rustaveli National Science Foundation of
Georgia. Three-year, fundamental research project (FR- 22-2778), “Research into the problems
related to the preservation of fallen and/or detached wall paintings and determination of the
preservation methodology™.

In contemporary Georgian conservation practice and academic fields, as well as throughout the
world, the integration of modern technologies and documentation methods into the research
process of works of art and cultural heritage monuments is quite relevant and important. This
topic is especially noteworthy in the direction of wall painting preservation.

The list of cultural heritage monuments of Georgia widely presents outstanding monuments of
wall paintings from both the early (9th century) and the late period (19th century), which are
mainly found in churches, although they are also common in secular buildings of the 19th-20th
centuries. Therefore, in the process of studying the history of a monument and during its
rehabilitation, it is necessary to consider not only the original materials and technology of the
monument but also the results of historical or previous restoration interventions and alterations,
which are often irreversible and constitute an integral part of the painting today. It is precisely
the assessment of the above-mentioned characteristics and phenomena, the determination of the
current state of the monument, its causes of damage and deterioration, and environmental
conditions, that is the prerequisite for developing the correct conservation methodology. In the
process of studying each monument, specialists need to include various research methods,
which are being improved along with the development of technologies and allow researchers
to obtain the most comprehensive information possible with minimal physical impact on the
monument.

To discuss the current issues of the modern conservation and restoration school of wall painting
in Georgia, it is important to briefly review the experience of the restoration school of the
previous century, where we would like to focus special attention on one of the methods of
restoration intervention, namely when the wall painting is detached from the original support —
a wall (Mora et al., 1984; Bianca, 2022). It should be noted that the formation of the wall
painting restoration school in Georgia began in the 20th century (approximately 1920-1930’s),
when, among various restoration interventions, in extreme cases, the method of detaching wall
paintings was also used (Bakuradze, 1974). The main reason for removing paintings was their
protection and survival, and from the very beginning, this intervention was considered an
extreme form of restoration intervention, although the risks of the intervention and its negative
consequences were less emphasized. There are many well-known examples of wall painting
detachment/falling off in Georgia, including such prominent monuments as David Gareji
(Buchukuri, 2000), Bertubani (Gagoshidze, 2013), Gelati Monastery, Zemo Krikhi
(Potskhishvili et al., 2022-2023), etc. There is also a second reason, when, due to the poor
condition of the wall painting, fragments of the painting naturally fell off. It is necessary to note
clear differences between these events:

The term "detached wall painting" refers to fragments of wall paintings that have been
deliberately separated from their original context, which may include the exterior and interior
parts of the buildings.
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The term “fallen wall paintings” refers to paintings that have incurred damage and have
detached from their original context due to natural catastrophes, anthropogenic factors, or
architectural conditions (Skhirtladze and Buchukuri, 2004; Collalucci, 2011).

As a result of both above-mentioned prerequisites, we obtain individual fragments of paintings
removed from their original context, in an unstable state, and numerous obstacles arise in the
direction of their future care, placement, and exhibition. Moreover, the number and scale of the
fragments may include both small fragments (5-50 cm) and entire scenes of paintings removed
from the interior of the church, the scale of which may reach several tens of meters. A clear
example of such a case is the removed wall painting of the village of Likhauri (Guria, 15th -
16th centuries), 80% of which has been detached and is now presented in fragments (Figure 1).
It includes a fragment of painting measuring tens of square meters, which is currently preserved
in the laboratory of the Faculty of Restoration, Art History and Theory of the Tbilisi State
Academy of Arts. However, there are many cases when most of such samples have not been
properly studied to date, complete documentation is not found on them, and they are not
properly maintained, moreover, in many cases, they are permanently damaged, or the process
of deterioration is activated, and they are placed in inappropriate environmental conditions.

Figure 1. Fragment of the detached wall painting from the church of Likhauri (Guria), 2022. Tbilisi State
Academy of Art. (© Gvantsa Potskhishvili)

It should be noted that in the literature related to detached wall paintings, the focus is more on
the removal process, the methodology, and the materials used in this process. And less is written
about the transportation of the painting, its long-term conservation, or its presentation in the
exhibition space. This is noted by the Danish author Isabelle Brajer (Brajer, 2002), who mainly
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draws on Danish experience, although she cites several international examples and sources that
will be of great help to the researcher interested in this direction. Briar also notes that there are
many examples of removed wall paintings, in which documentation is insufficient or
completely absent. Which, in turn, creates several other problems. The author named cases
when fragments of paintings were exhibited in the wrong order. In addition, insufficient
documentation/identification makes a sample worthless and, in some cases, even useless for
research.

The detachment of wall paintings is practically no longer used in the modern field of
conservation, as it is too aggressive and invasive (Lobell and Sorrentino, 2014), although the
experience of the last century remains largely ignored in the Georgian conservation field. It
seems that the results of the intervention have not yet been properly assessed and analyzed, as
there is still no general information, a guide or a manual in Georgian language, on how to carry
out initial emergency and long-term conservation measures on examples of fallen wall paintings
that are discovered in the future (Figure 2). Also, what methodology should be used to remove,
transport, transfer to new support, and exhibit wall paintings in cases where it is objectively
impossible to preserve the wall paintings in their authentic context. Therefore, it is of utmost
importance to initiate appropriate research in this direction, to complete documentation and
inventory of existing fragments, which will lay the foundation for developing an appropriate
methodology and long-term conservation plan for such examples.

Figure 2. Fallen fragments of the wall paintings in the Church of the Archangel in Tsvirmi, Mestia, Upper
Svaneti, 2020. (OGvantsa Potskhishvili)

THE IMPORTANCE AND ROLE OF DOCUMENTATION IN THE CONSERVATION
PROCESS OF WALL PAINTINGS

About the given issue, the role of documentation and the modern digital world is of paramount
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importance. High-quality documentation of such examples is the primary and most important
stage of the process. Many years of experience have shown that documentation is of special
and decisive importance in the field of conservation-restoration. Its production and compilation
are considered an unconditional part of the code of "professional ethics" and are mandatory for
all specialists (Bomin et al., 2014).

It can be said that recordings and documentation are the research methods, during which
specialists carry out the initial identification and study of all the features of the monument.
Accordingly, the documentation must be carried out and/or wall painting conservation
specialists are involved in this process. The conservation process is an interdisciplinary field,
where the expertise of specialists from different fields and their cooperation to obtain the
desired result are important. However, it is fundamental that a wall painting conservation
specialist directly participates in the process of research and the use of modern documentation
methods, because it is precisely the process of compiling documentation and close observation
that reveals the characteristics and peculiarities of the monument (Cather, 2006; Cather, 2010).

The importance of documentation has been emphasized since the 1950s. The Venice Charter
emphasizes the importance of documentation: “Article 16: In all works of preservation,
restoration or excavation, there should always be precise documentation in the form of
analytical and critical reports, illustrated with drawings and photographs. Every stage of the
work of clearing, consolidation, rearrangement and integration, as well as technical and formal
features identified during the course of the work, should be included. This record should be
placed in the archives of a public institution and made available to research workers. It is
recommended that the report should be published” (ICOMOS, 1964).

The documentation process should run parallel to the work on the monument, from the
beginning of the project to its completion, and should cover all stages of the work carried out.
Documentation can be considered a language of communication between specialists, which
simplifies relations, cooperation and collaboration with both colleagues and stakeholders.

It is important to define the purpose of documentation in the practice of wall painting
conservation, as it is essential for investigating techniques and conditions, setting conservation
priorities, planning interventions, monitoring long-term changes, facilitating communication
with stakeholders, and creating archives for future reference.

The purpose of the documentation is to describe and demonstrate the condition of the cultural
monument and its historical significance. To provide a visual and textual description of the
monument at the beginning and after its completion. The purpose and methods of intervention
on the monument should be described and justified. The intervention methodology and the date
of the project should also be presented. In addition to the fact that the documentation should
include research notes and types of intervention, it should also include recommendations for
future care. This process involves systematic organization, sorting, and correcting information,
easy access to existing data and its use during research, treatment and monitoring (Fiorillo et
al., 2020).

It is important to define criteria for selection methods to ensure successful documentation,
which may include but are not limited to methods that are safe for both conservators and
paintings, precise, affordable, user-friendly, portable, and lightweight. Non-invasive techniques

40



that do not require sampling are the most suitable based on these criteria.

Within the framework of the above-mentioned ongoing research project (“Research on the

problems related to the preservation of fallen and/or removed wall paintings and definition of

the preservation methodology”, Shota Rustaveli National Science Foundation of Georgia,
project: FR- 22- 2778), it is planned to document wall paintings detached from their original
context, using non-invasive research methods (macro and micro imaging using incident and
raking light, collection of inventory data, description of the condition and determination of
needs). This work is necessary to start working on a database of detached and/or fallen wall
paintings.

A brief description of methods includes:

Regular imaging: Capturing images under visible incident and raking light to document
surface details.

Micro-imaging: Using a portable microscope to examine the paintings with high
magnification. This method allows for detailed observation under incident, raking, and
UV light (Figure 3).

Graphical documentation: Mapping the types and distribution of the most significant
deterioration phenomena.

Visual (illustrated) glossary: Creating a glossary of defined terms for conditions,
described and illustrated to ensure precision and consistency when referring to specific
phenomena.

As part of the research, a database will be created to document and organize the
collected examples of detached wall painting fragments.

Figure 3. Process of examination of the paintings with high magnification using a portable microscope. (©

Heritage Conservation Laboratory)

41



It was useful to obtain responses from colleagues from all around the world regarding these
topics. The questionnaire developed as part of the research project was distributed to over 200
wall painting conservation specialists and art historians, including Georgian and foreign
professionals, via direct outreach and social media, yielding 41 responses (16 from Georgia and
25 from abroad). It explored documentation methods during the detachment process and the
availability of digital records. Most specialists reported using a combination of methods, such
as written reports, photography, graphic documentation, and occasionally video recordings,
though many noted that the documentation was done rather briefly.

PAST EXPERIENCE OF THE GEORGIAN CONSERVATION AND RESTORATION
SCHOOL IN DOCUMENTING WALL PAINTINGS

It is noteworthy that the archive of the Georgian Restoration School is not enriched with
restoration reports reflecting the work, which may include the purpose of the intervention,
methodology, stages, and materials used. In most cases, this is a short report. Generally, the
most informative are archival photographs, which are used to determine the condition of the
wall painting and the chronology of the interventions and to identify the alleged interventions
that are visible on the illustrations, although the scarcity of textual material is a major problem.

It is important to note that in describing the removal of wall paintings and subsequent works in
Georgia, the authors of the articles inconsistently and incompletely convey the details of the
removal of the paintings and the subsequent works. We also believe that the problem remains
in the justification of the extreme necessity of removing the wall paintings, which, as a rule, is
conveyed in one sentence and an affirmative form and does not consider either alternative
methods or the negative aspects of removing the paintings. Moreover, all such cases are
assessed by the restorers carrying out the works as successful interventions.

We would like to highlight a few examples where the need for documentation and the problems
resulting from its scarcity are very clearly visible. One of the most striking examples of this is
the wall painting of the Likhauri village church (15-16th centuries), the largest part of which
has been removed from the wall, although there are no archival photographs or textural material
and/or documentation depicting the process and methodology of the painting. As a result, the
joining of fragments separated into small (2-15 cm.) pieces to make it possible to restore the
image/scene is a very long and laborious task (Marsella and Garzia, 2018).

It is also important to focus on examples that have been damaged by natural disasters, such as
earthquakes, or prolonged neglect and are currently stored in inappropriate and unsafe
conditions, leading to their further damage and even loss.

CONCLUSIONS

We would like to draw attention to the importance of documentation and knowledge/mastery
of modern technologies by wall painting professionals. They need to have access to basic tools
and equipment, such as a camera, a handheld microscope, a computer, etc. It is necessary to
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overcome the stigma that producing written and visual documentation is the responsibility of
representatives of other fields, is difficult, and that a conservator cannot do it. It is necessary to
create basic guidelines on the use of various documentation techniques and retrain personnel
working in this field. In conservation professional circles, the scarcity of the use of modern
technologies and the problems of correctly compiling documentation are still clear. In addition,
in this direction, there is still no appropriate standard and a requirement for high-quality
documentation from commissioning organizations. This process is especially important in
terms of raising public awareness and disseminating information.
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ABSTRACT

The new technologies have given rise to new forms of culture and changed attitudes towards reality and identity.
Typography, woven into the urban fabric, together with architecture, presents us with the appearance of a modern
city and describes the state of culture represented in this city. Typographic patterns on the streets, sometimes strictly
structured, sometimes chaotically combined, tell us about the values and inclinations of subcultures in different
layers. Typography as a visual narrative of the modern globalist city of Tbilisi is of paramount importance,
reflecting socio-political, economic, legal, aesthetic, ethical, and cross-cultural contexts. The power of typography
lies in the ability to imprint; this is the “stamp.” Because it needs to become "familiar," or identical, the evolution
of a sign's visual form must be replicated everywhere in the same manner, imprinted. Comparative analysis
methods reveal differences between the specific cultural patterns of different groups. Culture lies in the middle of
these two extremes, researching stable elements of culture. Every cultural dimension has two opposing sides, each
with unique characteristics, as demonstrated by the psychology and perception points of view in cultural research.
For signs and typography, both graphical and in-depth analysis techniques are applied.
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INTRODUCTION

The relevance of the topic stems from the study of the processes taking place in this field, which
is the most important direction of cultural creativity, modern design, within the framework of
modern aestheticism. Examining Georgian typography and writing's present and future in light
of emerging global issues. How Georgians' sociopolitical, economic, and artistic predicament
represented in typography.

How do modern Georgian typography and writing reflect emerging global issues? The capital's
urban typography, it turns out, reflects the socio-political, economic, and aesthetic dilemma of
the nation. It is feasible to sketch the general features of a new local cultural regime based on
introspection. The features of local culture are under a lot of pressure from new technologies in
today's globalized world. A "superstructure" imposed on culture by foreign aesthetics, which
impose their own standards. We have two processes in Tbilisi's urban typographic landscape:
an internal process that comes from the organic growth of local writing and an external, global
process that comes from fonts made based on the identity and motifs of Latin, Arabic, or other
scripts. There are two major trends in the nation: fonts made locally and fonts inspired by the
Arabic or Latin designs of foreign cultural representatives.

THE PROBLEM OF GEORGIAN TYPOGRAPHY TODAY

The existence and development of writing has always depended on new technologies.
Moreover, the development of writing is unthinkable without technological innovations. At
least, Gutenberg's printing press testifies to this fact. New technology based on a strong
economy. First, this is "branding," where the company's logo needs to be displayed using the
same typeface and design in every nation. In this situation, the brand's framework must use to
accommodate the local writing and font. In such a case, the local writing and font placed in the
framework provided by the brand. The graphic features in the framework affect the local
alphabet and change its appearance and shape. On the one hand, local typography tries to keep
up with global brands; on the other hand, designers and typographers cannot adapt the local
version to foreign brands, which harms local writing, which represented in a degraded way in
urban space.

Representatives of different cultures perceive a specific Western font differently. The design of
the same font may be modern to a Georgian, but outdated to a European. When crossing
cultures, the perception of images is different. Therefore, it is important to know how we
perceive our own graphics so that we can understand the representation of our culture.

It is true that the Georgian alphabet and script, like the Western one, written from left to right
and therefore all visual communication strongly influenced by this direction. In Georgian, as in
Western culture, in general, any visual information red from left to right. However, the Georgian
mythological scheme realized in a circle, roundness, and arc, while the Western one is realized
in an angle and a square. Is it possible to find a middle ground between these two extremes?
The Australian School and Theo van Leuven try to identify the unifying principles of the
fundamental oppositions of the curve and the angular, the square and the circle. The circle and
the curve denote the organic, i.e., mystical world. The square and the angular denote the
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inorganic, the technological, and the rational, which, unlike the mystical, you can grasp,
"understand." The organic world is not our creation. Therefore, it is an element of mystery.
Curved shapes are characteristic of people who think in terms of organic growth, which is more
natural than artificial. In the realm of art, this is known as "biomorphic abstractionism". These
are the “technological” and “natural” poles, and their values differ. The square, a symbol of
power and progress, denotes technology either positively or negatively—that which oppresses
us, “imprisons” us (e.g., a prison).

If the pressure continues and local designers and typographers fail to overcome conceptual
challenges and find a visual “salvation,” the Georgian script will face obstacles. Namely, it will
no longer resemble itself, lose its connection with its own characteristics, and become alienated.

A global brand such as H&M, which represented in the urban space of the Georgian capital,
does not have an exact correspondence between the Georgian and Latin versions (Photo 1.). In
the case of H&M, the typographer translated the ampersand (&) into Georgian, thus making the
brand “domestic.” For instance, Indian typographers have similar reservations about
Devanagari. They believe that Devanagari is not a secondary design of the Latin script. It is a
more complex script than Latin. Simplifying it to match Latin, of course, makes identification
difficult.

A targeted survey conducted on the visual nature of brand signs in urban spaces revealed that
adolescents (15-17 years old) and students believe that the “Zara” font is rather aggressive
(Photo 2). Artists, teachers of the Academy of Arts, also believe that the “Zara” lettering is not
friendly. The reason for this may be the additional strokes that accompany the lettering. Only
two of the surveyed artists believe that the “Zara” typography is artistic, which is a completely
different characteristic. A font can be both aggressive and artistic at the same time.

One of the main issues today is the compatibility of Georgian and Western alphabets and the
linguistic, typographical, and ethical problems of their joint use.

Unlike the bilingual Georgian and English signs on other streets of Tbilisi, a large part of the
signs and inscriptions of urban artisans contain Russian (Cyrillic) inscriptions. The reason for
this is the older generation of artisans, among whom there are many of Armenian or Russian
origin. This is the only segment in Tbilisi that uses Cyrillic in urban space. Artisans’ hands
create signs and inscriptions that stand out for their vibrant graphic lines. However, these
samples undoubtedly represent a colorful, characteristic niche of the urban life of the capital.

At the same time, we must take into account that the "transformed" identities created by Soviet
scientists towards the alphabet and writing still have an impact today and continue to influence
various foreign and Georgian contemporary scientific circles.

Modern Georgian typography has emerged as a living connection between the alphabet and our
capital's current visual environment. This research led to the creation of a visual narrative of
the city that reflected Georgian culture. From this, we can point out the perspectives of the
modern Georgian alphabet and writing. We must comprehend the fundamentals of Georgian
typography in order to comprehend the problem more fully.
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THE RELATIONSHIP BETWEEN THE ALPHABET AND TYPOGRAPHY

The ideas on the origin of the alphabet from antiquity to the present day constitute a
bibliographical chain, including the Georgian alphabet. As assumed, writing and the alphabet
played an important role in the formation of the Georgian nation and its culture, and due to the
scarcity of early epigraphic monuments and historical references, a sequential analysis of the
creation of writing and its formation into a unified culture is difficult. The question of whether
a cultural discourse on the Georgian alphabet and writing is feasible or not is also up for debate,
given the archaeological evidence that discovered recently.

In her 2022 book, “The History of the Alphabet,” University of California researcher Joanna
Drucker notes, “the spread of the alphabet over time and geography makes it one of the most
important inventions of humanity. However, when confronted with the forces of normalization
and colonization, it turns destructive. Education is power, and oppression, as well as
liberalization. The alphabet is a way of organizing information and knowledge within a
framework of standards that becomes so organic that the problem of its acceptance disappears.
Nevertheless, the alphabet’s durability and flexibility are easily noticeable features of its
identity.

In the modern era, when writing has moved into the space of technology (external machines)
(computer fonts), the fact is that the alphabet, which is also a technology of writing, has
acquired a new dimension, and the technique of writing itself has become possible only through
an external technological process. This form of communication with the alphabet and the
technology of recording made it obvious that there was a need to study new forms of visual
signification. Calligraphy (which had been elevated to the height of graphic art) replaced by
computer fonts, which also became the field of activity of artists and designers.

As Darker observes, in the context of current developments, where the decolonization of
knowledge is a familiar theme, the alphabet no longer considered a neutral technology. More
clearly, the alphabet is a complex system of culture, the control of which is partly instrumental,
partly accidental, and sometimes purposefully exercised with positive or negative effects. Any
regime of literacy grants or takes away power. Nevertheless, the right to the alphabet will
endure as long as cultures are engaged in memory and communication — because what is
precious, unique, and universal preserved by the existence of the alphabet. The alphabet as an
artefact has coexisted with many global systems over a long historical period. The letter-sign
as a "seal"(stamp).

The development of the visual form of the sign, which must be repeated everywhere in the same
way, is imprinted, because it must become “familiar,” identical. The identity of the letter-sign
determined by typography. It creates a set of “stamps,” a frame in a once-established form,
which does not change when imprinted on different media, be it paper, wood, or digital media—
where today we have a sea of digital “stamps” placed. Digital media has increased the space
where “imprints” are placed, making the volume “boundless.”

What is a “stamp,” an “imprint” in its essence? The mirrored, “inverted” form, which is
characteristic of graphic art, and organic for such graphic fields as engraving, etching,
lithography, and others, implies the mirrored execution of the imprinted image on the material;
the “printing” form, created and “stored,” becomes representable, repeatable. The “printing,”
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like a mother, can endlessly give birth to a new version of its “child,” an inverted copy, an
image, or an artistic composition, which is its mirror analogue. That is, the idea stored on the
” “awakens,” is born only because of consumption, “awakening.” Specifically, a mirror-
like, inverted version of the creator's composition is engraved on the selected material (wood,
linoleum, or zinc), covered with typographic (printing) ink, placed in an easel, covered with

“matrix

paper or cardboard, and held under the easel's press, "imprinting" this "inverted version" onto
the sheet.

The fields of classical graphics (rightfully) bear the typographic principle. Because the "creation
of letters and characters," typography, traditionally includes graphics, graphic design, and
graphic art in its essence. Moreover, it is an integral branch of graphics.

The graphic artist creates a “typeface,” a “font,” which is directly the construction of a letter-
sign, the artistic appearance of letter. While the typographer “arranges” the letter-signs in
relation to each other, creating a single order, where the developed rule is repeated in the forms
of letters and between them, turning into a law of general expression (for example, the thickness
of the font lines is 1.3 mm), which creates a common style. The artist-designer-typographer is
that sectoral bond of graphics in which the letter-sign passes before its “birth,” before its “birth”
on the easel or in digital space. Putting each letter-sign within visual boundaries, frames is
equivalent to turning it into a seal, and we very often encounter or “encounter” the set of seals
in everyday life and “read” them, perceiving them mainly as verbal information. In many cases,
we have a reduced ability to perceive typographic patterns graphically, to understand visual
information. The reason for this reduction in ability is the education system, which reorganized
from a verbal to a visual representation system. In order to train the “reduced” ability to perceive
visual information, students of the Tbilisi State Academy of Arts’ Graphic Arts Department
given an exercise: to alienate themselves from the meanings of letters and symbols and their
verbal meanings, which can only be achieved by analyzing numerous examples and artistic
searches.

The “seal” stores information, the encoded content, in the material and form in which it was
created. As soon as the seal print used for its intended purpose, that is, as soon as imprinted, the
visual information is revealed, the purpose of the seal is fulfilled, but its decoding, what content
the image carries, is almost impossible without prior preparation. The “captured” code that the
seal stores revealed only to the entrusted, the initiated, who can read it, receive it.

In today’s profane world, at first glance, the number of "initiates" corresponds to the mass, but
in reality, this is not the case. The new task for the initiate is to read and "collect" the codes
scattered in the sea of information, i.e., to process and clean the verbal-visual flood of
information, to separate the code from the unnecessary mass, and to "leave it." Thus, the sunken
or scattered codes are "retrieved" from the bottom of the information ocean.

Therefore, the power of the coded "seal" is distributed over large spaces, while at the same time
the "candidate" is on the path of "initiation." To increase its power, he can imprint the code
within himself, figuratively speaking, only by swimming in the waters of the information ocean.

The “seal” placed in a homogeneous and “colorless” mass, multiplied and distributed in the
digital sea. It is simultaneously simple and difficult to understand because it is built on
“algorithms” (an algorithmic game?).

48



The digital seal does not have any distinctive form or character. It is as uniform as the masses
of people for whom it is intended. The digital seal is available to anyone who can access digital
machines. Nevertheless, it cannot be decoded by just verbal reading. It is a kind of paradox; the
simplest is the most difficult—picking out a sea of decoded seals is like walking a mythological
path.

In the old days, we had a rare device that operated through a mechanical process—a printing
press. Today, at the Tbilisi Academy of Arts, the printing presses in the graphic direction
perform the same task in principle, although we do not have the seals cast in the form of letters
and symbols, which also had to be placed in a mirror image in the press to obtain a “correct”
image. The letter seal is associated with the signet, a visual icon, a modern "image," one of the
original purposes of which was to mark the owner's product, equivalent to a laconic and
minimalist signature, with the message "I created this (I create this)," where it would gain
"recognition" (earthenware, coin, etc.).

Let me give you an example of branding again: gaining recognition for a brand remains a
relevant and primary task today. Therefore, in today's "branding," which serves to gain a niche
of distinction and uniqueness, an irreplaceable role is played by a seal, in the form of a logo,
and a set of letter seals, which are specially made for the brand name. Graphic designers and
typography art masters create letter seals. The goal of their creativity is to identify the
graphically and typographically developed brand name among many thousands of other
companies, where the form is revealed along with the content. Simply put, create a different
style and appearance based on the mission and concept of a given brand. For example, a new
technology company presents with a different typography than a construction, clothing, or other
industry company.

Handwriting and the use of paper led us from monumental “Asomtavruli” to “Mkhedruli”
script. Fact approved by performing a simple graphic exercise. Since the typography freely
allowed in Georgian urban space excludes handwriting and is closer to carving (using new
technologies and materials), urban script, to some extent, “returns” to the principles of
monumentalism. As a universal script existing through the open air, it displays itself through
monumental execution.

It is an interesting question whether this great turn towards modern "monumentalism" will teach
or make possible the semantic overloading of Georgian alphabetic signs, which have long
served the service of verbal representation, i.e., liberation from the yoke of the signifier. At the
same time, the interdependence (interaction) of Georgian urban typography with Latin
typography is in the spotlight and is an object of study. The “tandem” of the two alphabetic
systems is today comprehensive, i.e., it is found at every step.

THE FUTURE OF THE GEORGIAN ALPHABET AND TYPOGRAPHY

If we accept that typography is a reflection of culture in a broad sense, it can help us understand
where we are and where we are going. The popularity of a certain typeface style is a cultural
nostalgia, often accompanied by economic recession. Visual perception is the result of
communication. That is the cultural perception of type. Type is a resource that graphic designers
use, just as architects use glass, stone, steel, and other materials.
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Today, in the age of increasing visual representation, the verbal era is a two-thousand-year-old
"tradition." As left behind, and this is precisely what is being discussed. A visual sign also
carries connotation, just like a word written in letters and symbols. The new generation of the
country, teenagers, receives information mainly not verbally, but visually, and there is no
alternative to this path (or influence). It must be said that the advent of the visual era has not
yet been reflected in Georgian schools or in universities, including the Tbilisi State Academy
of Arts, which has a completely new and key function in the Georgian cultural space
transformed in the visual era.

The Georgian alphabet has proven to be a means of Georgian identity and expression that has
withstood the test of time. Despite difficulties and some effort, it has found its niche in the
digital world. Today, the Georgian alphabet has a mainly verbal purpose. And only because of
Western influences we do have visual analogues. In other words, today the Georgian alphabet
not fully endowed with a visualization tool (connotative function).

If the verbal era is being replaced by the visual era, and many already agree on this, even
numerous opponents who fear that education is in serious danger (“probability” or ,,what-about-
ism*), then we should all think about expanding the purpose of the Georgian script and the
functions it can carry. Is there a danger of a decrease in the use of the Georgian alphabet? How
much and in what language does a young Georgian citizen read? Are the problems of non-
verbal education felt? Questions arise that declare the future of Georgian verbal culture and
give rise to concern. According to Georgian scientist Lela Piralishvili, the alphabet is a graphic
description of linguistic vibration. The Georgian alphabet is a visible form of the inner voice;
this “youself” speaks. When we “recognize” it (read it) with its revived code, we “recognize”
and understand our native, and then the entire world. That is, the world in which the will to
exist expresses itself is described, expressed for us in Georgian letters-signs. Of course, any
other alphabet is also the building blocks of the world.

CONCLUSION

The Georgian alphabet is the instrument, the matrix, that creates, gives flesh to the world we
construct. It is the mold through which form—three-dimensionality, the prerequisite for the
execution of form and force. What awaits the Georgian alphabet in the era of artificial
intelligence? Who will create the modern Georgian font(s), a designer, a typographer, or AI?
Rethinking the purpose of the Georgian alphabet as the most powerful key to identity—i.e., the
question of whether the Georgian alphabet today is such a powerful tool of visualization that it
can join and support the global visual era that is already established in the world, which is not
fully realized in the country.

The state of Georgian typography directly reflects Georgia's socio-political problems and the
country's place on the regional and world map. Here, the country's attempt to keep up with
global processes is clearly visible, despite the fact that it also wants to preserve its own
uniqueness. The two extremes, following global trends and conservative approaches, cannot
lead us to the horizon of the future if we do not move towards new perspectives of creative
search. Accumulated knowledge is the main factor that new technologies and the present have
brought. The only problem is that accumulated knowledge equally shares with us the false or
true, or superficial or unnecessary knowledge that humanity has accumulated abundantly over
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the centuries. Every effort should be focused on gathering and analyzing the necessary historical
and contemporary knowledge.

Figure 2. “Zara” Tbilsi

Figure 3. “Hush” author: Ana Lalishvili
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Figure 4. “Welcome to the brave new world” by Baia Sikharulidze
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ABSTRACT

Graphic design is continuously evolving under the influence of technological innovations, with artificial
intelligence (Al) playing a pivotal role in this transformation. This article explores the impact of Al on graphic
design processes and examines the intricate relationship between these two disciplines. Al-powered tools
accelerate design workflows, saving time, automating repetitive tasks, and offering personalized design solutions.
Platforms like Canva, DALL-E, and MidJourney not only provide designers with enhanced creative capabilities
but also introduce user-friendly functionality.

However, the rise of Al has also sparked new debates concerning the transformation of designers’ roles, originality,
and ethical considerations. The collaboration between human creativity and Al emerges as a critical issue that must
be approached with balance in the future of design. This article emphasizes the limitations of Al, particularly its
lack of emotional depth and contextual understanding, while highlighting the irreplaceable value of human touch
in the creative process. It underscores how designers can work efficiently with Al as a collaborative partner.

In conclusion, while Al holds tremendous potential to influence graphic design, it is imperative for designers to
perceive it as a tool that enhances rather than replaces creative processes. The importance of education and
professional adaptation in effectively integrating Al into the field is also evaluated. This article provides a
comprehensive perspective on the relationship between graphic design and Al, offering a foundation for future
research in this domain.
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INTRODUCTION

The study of typography and its evolution holds significant relevance as it reflects broader
cultural, sociopolitical, and aesthetic dynamics. Georgian typography and writing, deeply
rooted in the nation’s historical and artistic heritage, are undergoing transformations shaped by
global issues and technological advancements. This exploration is particularly crucial in the
context of modern aestheticism, where design and typography serve as a medium for cultural
expression and identity.

Georgian typography is uniquely positioned at the intersection of local traditions and global
influences. In the capital city of Thbilisi, the urban typographic landscape offers insights into the
sociopolitical, economic, and aesthetic challenges faced by the nation. On one hand, typography
originating from the organic growth of local writing reflects the internal cultural and artistic
ethos. On the other hand, global influences introduce typographic elements inspired by Latin,
Arabic, and other scripts, leading to the coexistence of distinct visual narratives.

The dual processes influencing Georgian typography—internal and external—highlight the
complex interplay between local cultural identity and the pressures of globalization. The
internal process, grounded in the natural evolution of Georgian script and its typographic
traditions, represents a continuation of cultural heritage. Conversely, the external process
introduces fonts and styles shaped by foreign aesthetics, often derived from globalized design
trends. This juxtaposition reveals a "superstructure" of foreign standards that overlays and
interacts with local aesthetics, creating a hybrid typographic identity.

The impact of these dynamics extends beyond aesthetics, encapsulating the broader
sociopolitical and economic dilemmas faced by the nation. The design of fonts and typographic
styles in Tbilisi, for instance, reflects the tensions between preserving local identity and
adapting to global cultural trends. The pressure to conform to globalized aesthetics challenges
the integrity of local cultural expressions, yet it also offers opportunities for innovation and
dialogue.

The trends observed in Georgian typography can be categorized into two major directions. The
first encompasses fonts developed locally, rooted in the unique identity, motifs, and historical
legacy of Georgian script. These designs emphasize the preservation of cultural authenticity
and the organic growth of typographic traditions. The second direction involves fonts inspired
by external influences, particularly those derived from Latin and Arabic scripts. These designs
reflect the integration of foreign cultural aesthetics, often driven by economic and technological
forces.

In today’s globalized world, the introduction of new technologies further amplifies these
dynamics, placing additional pressure on local cultural features. Georgian typography faces the
challenge of balancing the preservation of its cultural heritage with the adoption of global
standards. This tension underscores the need for introspection and the development of a new
local cultural regime that can navigate these competing forces effectively.

In conclusion, modern Georgian typography and writing serve as a lens through which to
examine the nation’s sociopolitical, economic, and artistic predicaments. The urban typographic
landscape of Tbilisi embodies the broader cultural dilemmas faced by the nation, highlighting
the ongoing negotiation between local traditions and global influences. By understanding these
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processes, it becomes possible to identify strategies for preserving cultural authenticity while
embracing the opportunities presented by globalization and technological innovation.

Transformation of Graphic Design

Graphic design, one of humanity’s oldest forms of communication, has evolved dramatically
over centuries, constantly reshaped by technological advancements. Its primary aim has always
been to convey messages through visual and aesthetic elements, and each new wave of
innovation has brought fresh tools and techniques to enhance this purpose. The shift from
traditional hand-drawn designs to sophisticated digital design software marked a pivotal
moment in the discipline’s history. This transition not only expanded the creative possibilities
of graphic design but also democratized it, transforming it into a more accessible and diverse
field, especially in the digital age.

The digital revolution of the late 20th century was a catalyst for change in graphic design. The
introduction of tools such as Adobe Photoshop and Illustrator redefined the creative process,
enabling designers to execute complex tasks with greater precision and efficiency. These tools
also allowed designers to experiment with new forms of visual expression, pushing the
boundaries of what was traditionally possible. However, the emergence of artificial intelligence
(AI) technologies in recent years has further accelerated this transformation, automating many
aspects of design workflows and optimizing creative processes.

The integration of Al into graphic design has brought about a dual-edged impact, presenting
both opportunities and challenges. On the one hand, Al-powered tools significantly enhance
the speed and efficiency of design workflows. Tasks that once required hours of manual
effort—such as resizing images, generating multiple file formats, or applying intricate visual
effects—can now be accomplished in a matter of seconds. This newfound efficiency enables
designers to allocate more time to ideation and innovation, elevating the overall quality of their
work. Tools like Canva, DALL-E, and MidJourney illustrate the transformative potential of Al,
allowing users to create compelling visuals with minimal effort.

On the other hand, the rise of Al has sparked debates about its implications for the role of
designers and the creative process itself. Some experts argue that the growing reliance on
automation tools could diminish designers’ control over their creativity. By delegating key tasks
to Al, there is a risk that the distinct personal touch and originality inherent in human-created
designs may be lost. This concern is particularly pronounced in industries that prioritize
authenticity and emotional resonance, such as branding and storytelling.

Moreover, the increasing prevalence of Al in graphic design has introduced significant ethical
challenges. Issues surrounding originality, copyright ownership, and intellectual property rights
are becoming more complex. For instance, if an Al tool generates a design based on pre-existing
data, determining who owns the final product—the AI developer, the user, or the data
provider—remains an unresolved question. These ambiguities not only complicate the legal
landscape but also pose risks to the professional identity of designers, as they navigate the
shifting boundaries of creative authorship.
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AT’s inability to fully comprehend emotional and cultural contexts further underscores the
importance of human creativity in graphic design. While Al can replicate patterns and aesthetics
with remarkable accuracy, it often fails to capture the nuances of human experience that make
designs meaningful. For example, a logo or advertisement designed solely by Al might excel
in technical execution but lack the cultural sensitivity or emotional depth required to resonate
with its intended audience. This limitation reinforces the irreplaceable value of human insight
in the design process.

Despite these challenges, Al’s potential to complement human creativity is undeniable. As a
collaborative tool, Al empowers designers to explore new creative territories, leveraging its
computational capabilities to achieve outcomes that might otherwise be unattainable. For
example, Al can analyze vast datasets to identify trends and preferences, enabling designers to
make more informed decisions. This synergy between human intuition and AI’s analytical
power has the potential to redefine the creative process, fostering innovation across the industry.

The primary objective of this article is to examine the impact of Al on graphic design
comprehensively. It seeks to analyze the applications of Al-powered tools, exploring their
advantages and limitations while addressing the ethical and professional challenges they present.
Additionally, the study investigates how collaboration between human creativity and Al can be
optimized to benefit both designers and the industry as a whole. Through an extensive review
of the literature, case studies, and an analysis of technological tools, this article aims to provide
a broad perspective on the relationship between graphic design and Al

As the field continues to evolve, understanding the interplay between Al and human creativity
will be critical. By fostering a balanced approach that integrates Al into creative workflows
without compromising the essence of human originality, the graphic design industry can
harness the full potential of this transformative technology. This article serves as a foundation
for future research and innovation, offering insights into how Al can be both a tool and a partner
in shaping the future of graphic design.

Artificial Intelligence and Its Role in Graphic Design

Artificial intelligence (Al) has emerged as a transformative force in graphic design, playing a
critical role in reshaping creative workflows and expanding the boundaries of what is
achievable in the field. One of the most prominent contributions of Al lies in its ability to
analyze data and understand user preferences, which enhances the personalization of design
processes. Advanced algorithms can identify patterns in user behavior and design choices,
enabling them to generate tailored recommendations. For example, Al-powered platforms can
suggest optimal color palettes, typography, and layout structures based on a specific target
audience or project requirement. This ability to customize designs is particularly advantageous
in areas such as digital marketing and user experience (UX) design, where aligning visual
elements with audience preferences is essential for achieving engagement and conversion goals.

Beyond personalization, Al excels at automating repetitive and time-consuming tasks,
significantly streamlining the design process. Tasks such as resizing images, adjusting color
schemes, and generating multiple file formats are traditionally labor-intensive and prone to
errors when performed manually. Al-powered tools like Adobe Sensei, integrated into Adobe

55



Creative Cloud applications, offer seamless automation of these tasks. For instance, Adobe
Sensei can analyze and enhance image quality, remove backgrounds, and even suggest design
adjustments based on project goals. By reducing the burden of routine tasks, these tools enable
designers to allocate more time and energy to creative problem-solving and innovation.

Al’s impact extends beyond productivity gains to include new possibilities for creative
exploration. Tools such as Canva, DALL-E, and MidJourney empower designers and non-
designers alike to create complex and visually appealing content with minimal effort. Canva,
with its intuitive interface and Al-driven features, democratizes design by enabling users
without formal training to produce professional-quality visuals. DALL-E and MidJourney,
leveraging text-to-image technology, allow users to generate unique and imaginative visuals
from textual prompts, opening up new avenues for artistic experimentation. These
advancements not only broaden access to design but also challenge traditional notions of
creativity by redefining the role of the designer in the creative process.

However, the rise of Al in graphic design is not without its challenges. As Al tools take on more
responsibilities within the design process, questions about creative control and originality
become increasingly pertinent. Critics argue that over-reliance on Al could diminish the role of
human intuition and artistic judgment, potentially homogenizing creative outputs. For example,
while Al-generated designs can be technically precise, they often lack the emotional depth and
cultural sensitivity that human designers bring to their work. This limitation raises concerns
about the authenticity and meaningfulness of Al-driven creative outputs, particularly in contexts
where cultural and emotional resonance is paramount.

Moreover, the integration of Al into graphic design raises important ethical considerations.
Issues such as copyright and ownership of Al-generated content remain unresolved. For
instance, if an Al tool creates a design based on input data, determining the rightful owner of
the design—whether it is the user, the designer, or the Al developer—can be legally and
ethically ambiguous. This lack of clarity poses significant challenges for intellectual property
laws and has implications for how designers protect their creative rights in an Al-driven
landscape.

Despite these challenges, Al’s potential to augment and complement human creativity remains
a defining feature of its role in graphic design. By acting as a collaborative partner, Al enables
designers to explore creative possibilities that might otherwise be unattainable due to time or
resource constraints. As these technologies continue to evolve, they are likely to play an
increasingly integral role in shaping the future of graphic design, fostering a dynamic interplay
between human ingenuity and computational efficiency.

The Future of AI and Graphic Design

The interplay between artificial intelligence (Al) and graphic design marks a transformative era,
profoundly influencing creative processes and redefining the role of designers. Al-powered
tools have revolutionized design workflows, making creative solutions more accessible to
broader audiences and enabling faster, more efficient production of high-quality visuals. These
advancements provide significant benefits, especially in democratizing design, allowing
individuals with limited technical skills to produce professional-grade outputs. However, the
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future trajectory of Al and its collaboration with human creativity remains a central topic in
both academic and professional discourse.

One of the most intriguing prospects in this evolution is the possibility of fully autonomous Al-
generated designs, where creative processes are executed without direct human input.
Technologies like text-to-image transformation tools demonstrate Al's remarkable ability to
produce innovative and complex visual content. These systems, capable of interpreting textual
prompts to generate unique imagery, highlight the advanced capabilities of Al in creative fields.
Despite this, Al-generated designs often lack the emotional depth and cultural resonance that
human creativity inherently provides. While Al excels in identifying visual patterns and
adhering to composition rules, it struggles to grasp the contextual and emotional nuances that
imbue designs with meaning and relatability. This limitation underscores the enduring
importance of human input in the creative process.

The ongoing development of Al technology continues to enhance its potential for creating
autonomous designs. Advanced machine learning models, such as Generative Adversarial
Networks (GANs) and Transformers, enable Al to take on more substantial roles in creative
processes, allowing for greater sophistication and originality in design outputs. Yet, this
advancement also brings forth critical questions about preserving the artistic and humanistic
dimensions of design. As Al takes on a more prominent role, there is a growing need to ensure
that the uniquely human aspects of creativity—such as emotional expression, cultural
sensitivity, and personal vision—are not overshadowed or diminished.

In response to these challenges, the future of graphic design is likely to see the rise of hybrid
tools that seamlessly integrate human creativity with Al's computational power. These tools aim
to complement, rather than replace, the designer's role, enabling a collaborative dynamic where
Al supports the creative process by handling repetitive tasks, providing data-driven insights,
and suggesting innovative ideas. For example, platforms like Adobe Sensei are designed to
optimize workflows by automating routine tasks while ensuring that designers retain full
creative control over their projects. This balance of automation and artistic autonomy allows
designers to focus on the more nuanced and imaginative aspects of their work, pushing the
boundaries of innovation.

This collaborative approach redefines the limits of creative interaction between humans and
machines. By leveraging Al-generated insights, designers can expand their creative possibilities
while maintaining their unique artistic identity. Such tools not only enhance efficiency but also
provide designers with new ways to explore complex, personalized, and cutting-edge projects.
The integration of Al into design processes is therefore not a replacement of human creativity
but a powerful extension of it, enabling a symbiotic relationship where both human ingenuity
and Al's computational strengths are fully realized.

As Al technology continues to evolve, its role in graphic design will undoubtedly expand.
However, the future success of this interplay depends on preserving the essential human
elements of design while embracing the transformative potential of Al. This balance will not
only define the trajectory of the field but also set the stage for a new era of innovation in creative
practices.
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Transformative Impact on Design Education

The influence of artificial intelligence (AI) extends well beyond professional practice,
reshaping the landscape of design education and necessitating a comprehensive restructuring
of traditional curricula. Historically, design education has focused on foundational skills such
as hand-drawing, typography, color theory, and aesthetic principles. While these remain integral
to the discipline, the integration of Al-based tools and methodologies is now imperative to
prepare students for the rapidly evolving demands of the industry.

Incorporating Al into design education involves more than merely teaching students how to
operate Al-powered tools. Educational institutions must adopt a holistic approach,
demonstrating how these technologies can be effectively integrated into the creative process.
By doing so, students can move beyond technical proficiency to understand the strategic
application of Al in design. This includes using Al to analyze data, identify user needs, and
generate insights that inform design decisions. Such skills are critical for leveraging Al not just
as a functional tool, but as a collaborative partner in innovation.

Integrating Al into curricula equips students with a dual focus: technical expertise and strategic
thinking. On the technical side, students gain the ability to navigate advanced Al-powered
platforms, customize algorithms, and experiment with generative design systems. On the
strategic side, they learn to use Al-driven insights to enhance their creative vision and solve
design challenges effectively. For example, students might use Al to analyze user preferences
and trends, enabling them to create highly targeted and personalized designs.

This dual focus ensures that future designers are not only adept in visual aesthetics but also
capable of utilizing technology to amplify their creative potential. The result is a new generation
of professionals who are both artists and technologists, capable of bridging the gap between
traditional design practices and cutting-edge innovations. Moreover, the integration of Al in
education prepares students to navigate ethical considerations, such as data privacy and the
implications of Al-generated content, fostering a nuanced understanding of their
responsibilities as designers in a technology-driven world.

By embracing the transformative potential of Al, design education can empower students to
become forward-thinking professionals, equipped to lead industry into a future where creativity
and technology are inextricably linked. This reimagining of curricula is not just a response to
the current trends but a proactive step toward shaping the next era of design.

Ethical and Professional Challenges

The increasing reliance on artificial intelligence (Al) in graphic design brings to the forefront
critical ethical and legal issues, particularly those related to originality and copyright. As Al-
generated designs become more prevalent, determining ownership and intellectual property
rights for these creations poses significant challenges. Who holds the rights to a design
produced by an Al tool—the user, the developer of the Al, or the owner of the data used to train
the system? This ambiguity creates legal grey areas that complicate the protection of creative
works and could undermine the professional standing of designers. Additionally, this
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uncertainty influences public trust in Al-generated content, as questions about authenticity and
accountability remain unresolved.

AT’s limitations in replicating human creativity further exacerbate these concerns. While Al
excels in generating designs based on predefined parameters or datasets, it lacks the emotional
depth and cultural sensitivity that human designers bring to their work. Design is not merely a
technical process; it is deeply rooted in emotional expression and cultural understanding. For
example, a campaign design intended to evoke specific cultural sentiments or address social
issues requires more than algorithmic precision. Al’s inability to interpret or incorporate these
nuanced contexts can result in creations that feel superficial or disconnected from their intended

purpose.

Moreover, the absence of human intuition and empathy in Al-generated designs can limit their
capacity to communicate profound meaning or build emotional connections with audiences.
These shortcomings highlight the irreplaceable value of human intervention in the design
process, particularly for projects that demand a deep understanding of cultural and emotional
dynamics.

As the use of Al in graphic design continues to expand, addressing these ethical and legal
challenges is critical. Developing clear frameworks for copyright and intellectual property
rights is essential to ensure that the contributions of human designers are appropriately
recognized and protected. Furthermore, establishing ethical guidelines for the responsible use
of Al in design can help mitigate concerns about authenticity and accountability, fostering
greater trust in Al-assisted creative processes. While Al offers unparalleled efficiency and
innovative potential, its limitations emphasize the continued necessity of human oversight and
creativity. Balancing the capabilities of Al with the irreplaceable qualities of human design will
be key to navigating the ethical and legal complexities of this evolving landscape.

CONCLUTIONS

The integration of artificial intelligence (AI) into graphic design represents a profound
transformation in the field, offering both opportunities and challenges. Al-powered tools have
revolutionized the creative process by enhancing efficiency, automating repetitive tasks, and
enabling the creation of innovative designs. Platforms such as Canva, DALL-E, and Adobe
Sensei demonstrate how Al can democratize design, making professional-grade tools accessible
to a broader audience. At the same time, AI’s ability to analyze data and personalize design
solutions has introduced new dimensions of precision and functionality, fundamentally altering
traditional workflows.

However, this transformation is not without its complexities. The growing reliance on Al raises
significant concerns regarding originality, copyright, and the ethical implications of Al-
generated content. Questions about intellectual property rights and the ownership of Al-created
designs remain unresolved, posing challenges for the legal frameworks that protect creative
works. Additionally, AI’s inability to replicate the emotional depth, cultural sensitivity, and
nuanced understanding that human designers bring to their work underscores its limitations as
a creative partner.
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The rise of Al in graphic design also challenges the traditional role of designers. While
automation tools offer unparalleled efficiency, there is a risk that over-reliance on Al could
diminish human creativity and agency. Yet, the potential for collaboration between human
designers and Al suggests a promising path forward. By leveraging AI’s computational power
and insights, designers can expand their creative possibilities while maintaining their unique
artistic vision.

Education and professional adaptation are critical in preparing designers to navigate this
evolving landscape. Incorporating Al-based tools and methodologies into design curricula can
equip future designers with the technical expertise and strategic thinking required to balance
innovation with ethical considerations. Furthermore, the development of clear ethical
guidelines and intellectual property frameworks is essential to fostering trust and accountability
in Al-assisted creative processes.

In conclusion, Al is not a replacement for human creativity but a powerful tool that
complements and enhances it. The future of graphic design lies in the seamless integration of
Al into creative workflows, preserving the irreplaceable value of human intuition and
originality. By fostering a balanced approach, the industry can harness the transformative
potential of AI while safeguarding the integrity and cultural depth of the design profession. This
evolving synergy between human creativity and machine intelligence holds the promise of
redefining the boundaries of innovation in graphic design.
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