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ABSTRACT 

UNDERSTANDING PERCEPTIONS REGARDING THE AESTHETICS OF 
URBAN PUBLIC SPACE: TUNALI HĶLMĶ STREET, ANKARA 

Pehlivanoĵlu, Yonca 

M.S. in Urban Design, Department of City and Regional Planning 

Supervisor: Asst. Prof Dr. M¿ge Akkar Ercan 

June 2011, 144 pages 

 
Urban aesthetics has been the concern of many academic researches, and there 

have been now more than hundred definitions of urban aesthetics. It is crucial to 

understand that aesthetics is more than just about the form and physical qualities 

of a place. Likewise, urban aesthetics is not only the concerns of academics, but 

also the concern of urbanites of cities and daily users of urban space. It is 

therefore important to understand what da ily users of cities understand from the 

concept of urban aesthetics and what kind of aesthetically pleasant spaces they 

desire in cities, especially when public spaces are concerned. This thesis aims to 

find out the aesthetic qualities of urban space and u nderstanding of urbanites on 

urban aesthetics, focusing on Tunalē Hilmi Street, a widely used sub-centre of 

Ankara. It seeks to discover the aesthetic characteristics of the street and the 

perception of urbanites. The examination is carried out on the architecture, street 

furniture, floorscape, landmarks, planting and open spaces of Tunalē Hilmi Street 

regarding seven variables which are harmony, rhythm, balance, order, complexity, 

scale and upkeep. The thesis argues that it is possible to achieve better -working 

public spaces if we are also able to identify what the daily users of public spaces 

envisage as an aesthetically pleasant environment. 

 

Keywords: Aesthetics, street, perception, urban  public space, daily users, Tunalē 

Hilmi Street 
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¥Z 

KENT ESTETĶĴĶ A¢ISINDAN ALGILARI ANLAMAK: TUNALI HĶLMĶ 
CADDESĶ, ANKARA 

Pehlivanoĵlu, Yonca 

Y¿ksek Lisans, ķehir ve Bºlge Planlama Bºl¿m¿, Kentsel Tasarēm 

Tez Yoneticisi: Yrd. Do­. Dr. M¿ge Akkar Ercan 

Haziran 2011, 144 sayfa 

 

Kent estetiĵi bir­ok akademik araĸtērmanēn konusu olmuĸ ve y¿zlerce farklē tanēmē 

yapēlmēĸtēr. Kent estetiĵi konusunda ­alēĸma yapēlērken, estetiĵin bi­imden ºte 

anlamlar taĸēdēĵēnē anlamak gerekmektedir. Aynē zamanda, kent estetiĵi yalnēzca 

akademik ­evrelerin deĵil, kentlilerin ve kentsel alanlarēn g¿nl¿k kullanēcēlarēnē da 

ilgilendirmektedir. Bu araĸtērma, akademik ­alēĸmalarēn ve estetiĵe dair kentsel 

mekan kuramlarēnēn yanē sēra, kentlilerin estetik kavramēndan ne anladēklarēnē, 

gºrsel ve estetik a­ēdan nasēl kamusal mekanlar tercih ettiklerini anlamanēn kentsel 

tasarēmda ºnem taĸēdēĵē varsayēmēndan yola ­ēkmaktadēr. Dolayēsēyla, bu ­alēĸma, 

kentsel mekanlardaki gºrsel ve estetik nitelikleri ve kentlilerin kent estetiĵi 

anlayēĸēnē, Ankaraônēn yoĵun kullanēlan alt merkezlerinden olan Tunalē Hilmi Caddesi 

baĵlamēnda tartēĸmaktadēr. Bu tez, aynē zamanda, caddenin estetik ºzelliklerini ve 

kentlilerin algēsēnē keĸfetmeyi hedeflemektedir. Ķnceleme, Tunalē Hilmi Caddesiônin 

mimari, sokak mobilyalarē, yer dºĸemesi, nirengi noktalarē, peyzaj ºĵeleri ve a­ēk 

alanlar hakkēnda uyum, ritm, denge, d¿zen, ºl­ek ve bakēmlēlēk kavramlarēna baĵlē 

olarak yapēlmaktadēr. Tez, kentlilerin bir kentte gºrmek istediĵi estetik deĵerlerin 

neler olduĵu belirlendiĵi takdirde, daha iyi ve saĵlēklē iĸleyen kamusal mekanlarēn 

yaratēlabileceĵi sonucuna varmaktadēr.  

 

Anahtar Kelimeler: Estetik, cadde, algē, kentsel kamusal mekan, g¿nl¿k kullanēcēlar 

Tunalē Hilmi Caddesi 
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CHAPTER 1 

 

INTRODUCTION  

 

 

 

1.1. PROBLEM DEFINITION  

 

Urban aesthetics is a complex subject in which a city needs to be evaluated 

beyond its physical characteristics. It has been the concern of many academics. 

Urban aesthetics, however, is not only the concern of academic studies, but also 

the concern of urbanites and the daily users of urban space. The literature of 

urban or environmental aesthetics is vast and varied and many approaches to it 

have been proposed. Some concentrate more on the urban qualities that are 

necessary to create aesthetically satisfying environments, such as naturalness, 

historical significance, openness and variety. On the other hand, some focus more 

on the perceptions, feelings and thoughts of urbanites. In spite of this diversity, 

most academics agree that aesthetics relates to all five senses of human being, not 

only the sense of sight.  

Discussing aesthetics in the context of urban environment requires the 

consideration of individual experience as a significant part of urban quality. The 

usersô perception and feelings about the environment are an extremely important 

part of what we describe as the aesthetics of a city or urban space. Erzen (2009) 

states that an aesthetically satisfying urban environment should fulfill the needs of 

different societal groups living in the city, such as disabled people, pedestrians, 

people at different ages. In his article, Berleant (2007) writes about ñhumanizing a 

cityò in order to clarify the importance of an environment contributing to the life of 

people living in it. Perceptual awareness, which involves notions of history, 
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communal life, meanings of a culture and personal activities, is a guide in order to 

understand such contribution. Perceptual awareness plays a central role in 

aesthetics. Berleant (2007) believes that encouraging curiosity, exploration, 

discovery and wonder should be considered while designing and planning a city. 

For him (2007, p.80), ñaesthetic lies at the center of being human and it is the 

urban environment that holds the greatest possibility for achieving itò.  

Neither city governments, nor professionals who are involved in the space 

development however have much concerned about the perceptions of urbanites 

while planning and designing urban space, particularly urban public spaces. In 

Ankara, for example, the citizens are generally the last groups learning about the 

urban plans and design projects. Their involvement in the preparation of many 

urban plans and projects is neglected. Their right to say generally appears when 

the development or building rights are concerned. Yet, the issues such as the 

urban aesthetics come to the last in the agenda of many groups in the city, like the 

urbanites at the different age, gender or professional groups.  There is a recently 

rising recognition in urban design literature  that the perceptions and ideas of 

urbanites are significant regarding the decisions which have impact on urban 

aesthetics. What might be necessary for professionals or the decision-makers in 

city governments might not be much appreciated by the urbanites or the users of 

urban public spaces. Or, what urbanites find necessary in urban space might not 

be known by the professionals and local decision-makers. To know the perception 

of urbanites therefore is crucial to create high quality public spaces to be well used 

in the future. Based on this assumption, this thesis particularly focuses on the 

perceptions of urbanites regarding the aesthetics of urban public spaces. 

 

1.2. AIMS AND OBJECTIVES OF THE RESEARCH, RESEARCH QUESTIONS 

AND METHODOLOGY  

 

The significance of human participation in urban aesthetics has been mentioned 

above. The perception and ideas of urbanites may help creating aesthetically 
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pleasing environments. This thesis aims to analyze the aesthetics of an urban 

public space by understanding perceptions regarding the aesthetics of this space. 

By employing a case study method and focusing on Tunalē Hilmi Street, which is 

one of the major high streets and widely -used public spaces of Ankara, it seeks to 

discover the aesthetic characteristics of the street and the perception of urbanites 

of different ages, professions and gender.  In this respect, the key research 

question seeks to be addressed by this study is:  ñHow can perceptions of Tunalē 

Hilmi Street be analyzed in regards to the streetôs aesthetic qualities?ò 

 

The data provided in order to find answers to the research question  are: 

I.  researcherôs direct observation and research 

II.  the perception and ideas of the usersô of Tunalē Hilmi Street  

 

The steps followed in order to find answers to the research question are:  
 

I.  to discuss Tunalē Hilmi Street in terms of the aesthetic concepts 

mentioned in the literature review  

II.  to conduct questionnaires that will enable us to understand the 

urbanites perception on Tunalē Hilmi Street in terms of aesthetics 

III.   to interpret the ideas, thoughts and feelings of urbanites about 

Tunalē Hilmi Street regarding its aesthetics 

IV.  to discuss the similarities and differences of the researcherôs and 

urbanitesô points of view regarding the visual-aesthetic dimension of 

Tunalē Hilmi Street. 

 

While focusing on these steps above, th is research seeks to answer the following  

sub-questions regarding the literature on urban aesthetics :  

Å How is urban aesthetics defined and discussed in the literature of urban 
aesthetics? 

Å What does óthe participation of human in urban aestheticsô mean?                                      

Å How is the aesthetics of an urban environment examined? 

Å What are the concepts discussed in urban aesthetics? 
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On the other hand, the study also seeks to answer the following sub -questions 
regarding the case study: 

 

Å What are the key features (the location, history and land use functions , 
etc.) of Tunalē Hilmi Street? 

Å How do urbanites feel about Tunalē Hilmi Street? 

Å What are the ideas of urbanites about Tunalē Hilmi Street? 

Å What are the characteristics of Tunalē Hilmi Street according to the 
attributes of urban aesthetics? 

 

Discussing the aesthetics of Tunalē Hilmi Street, first,  this study concentrates on 

the aesthetic dimension of the street focusing both on the visual attributes and the 

sensual-perceptual patterns of the str eet. This analysis reflects the comments and 

ideas of the researcher on the aesthetic and visual attributes of Tunalē Hilmi Street. 

Then, the study investigates the perception and understanding of different groups 

of users of Tunalē Hilmi Street in terms of their aesthetic concerns and ideas. How 

they perceive and evaluate Tunalē Hilmi Street, what aesthetic aspects of the 

streets they appreciate or they find negative, and what kind of modifications they 

envisage to make this street aesthetically pleasant are the further questions which 

the thesis seeks to answer. This study is important  in terms of indicating that , 

beside academic studies and aesthetic theories on urban space, it is also important 

to understand what daily users of cities understand from the  concept of urban 

aesthetics and what kind of aesthetically pleased spaces they desire in cities, 

especially when public spaces are concerned. It is possible to achieve better -

working public spaces if we are also able to identify what the daily users of pu blic 

spaces envisage as an aesthetically pleasant environment. 

Since aesthetics embraces many complex concepts, it is not possible to investigate 

the street focusing on every concept that aesthetics deals with.  Therefore, Tunalē 

Hilmi Street has not been analyzed in consideration of all concepts of aesthetics 

examined in the literature review , but the ones which can be easily perceived and 

measurable in urban space, and which can be discussed more easily with the 

urbanites on Tunalē Hilmi Street.  
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Table 1.1. The main research question and sub-questions of the thesis 

CHAPTER II LITERATURE 
REVIEW: URBAN 

AESTHETICS 

CHAPTER IV 

SITE 
ANALYSIS: 

TUNALI HĶLMĶ 

STREET 

CHAPTER V:  VISUAL -

AESTHETIC ANALYSIS OF 
TUNALI HĶLMĶ STREET AND 

DISCUSSION  

CHAPTER VI: DISCUSSION an d 
CONCLUSION  

How is urban aesthetics defined 

and discussed in the literature? 

What is the 

location, history 
and land use 

functions of 
Tunalē Hilmi 

Street? 

 

Research Question : How can 

perceptions of Tunalē Hilmi 
Street be analyzed in regards 

to the streetôs aesthetic 
qualities?  What is the participation of 

human in urban aesthetics? 

How is the aesthetics of an 

urban environment examined? 

What are the ideas of urbanitesô 

about Tunalē Hilmi Street? 

What are the concepts 

discussed in urban aesthetics? 

How do urbanites feel about Tunalē 

Hilmi Street? 

What are the characteristics of 

Tunalē Hilmi Street, according to 

the attributes of urban aesthetics? 

a. The researcherôs point of view 

b. The street usersô point of view 

 

 

In order to study the aesthetic  qualities of the street, the visual dimension is 

examined focusing on the architecture, street furniture, floorscape, landmarks, 

planting and open spaces regarding the concepts of harmony, rhythm, balance, 

order, complexity, scale and upkeep. These elements and concepts are mainly 

based on the studies carried out by Carmona et. Al (2003) in their book ñPublic 

Places - Urban Spacesò. A questionnaire is prepared and conducted to investigate 

the perceptual and sensorial pattern of the urbanites on the street. This 
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questionnaire aims to understand how the users feel about, see, and perceive the 

street. Some questions involve aesthetic concepts, while others are more general 

to obtain wide range of responses on the perception and feelings of the urbanites 

on Tunalē Hilmi Street. The respondents are also expected to draw cognitive maps 

in order to evaluate their awareness of the street.  

 

 

1.3. THE REASONS TO CARRY OUT THE CASE STUDY ON TUNALI HILMI 

STREET  

 

Tunalē Hilmi Street, one of Ankaraôs major commercial streets, is selected as the 

case to be examined for the research. As Tunalē Hilmi Street and its surroundings 

constitute a major commercial sub-center of Ankara, it is one of the most popular 

streets in the inner city. It is a street that has, for the most pa rt, been able to 

preserve its identity. Some of its parts still retain its historical character, such as 

Kuĵulu Park and the buildings from the 1950s. Several small, humble shops that 

stand in contrast to the large modern shopping centers also contribute t o the 

street identity. The street includes both residential and commercial uses. It 

embraces many different commercial activities, such as cafes, stores, banks, 

offices, and perfumeries. Despite its richness, the visual and aesthetic dimension of 

Tunalē Hilmi Street has become more and more impoverished through the new 

buildings and spaces which have been developed with no consideration to the 

prominent visual and aesthetic characteristics of the street. As such, the lack of 

management and maintenance services, and the absence of urban coding peculiar 

to this area or the street which would regulate the urban architecture and the 

streetscape are other factors decreasing the aesthetic and visual aspects of Tunalē 

Hilmi Street. But the key question is that whet her the users of the street are aware 

of the visual and aesthetic impoverishment of the street. So, this is one of the key 

reasons which lead this thesis to select Tunalē Hilmi Street as the case to be 

investigated.    
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The other reason is related to the p resence of the rich variety of user groups in 

Tunalē Hilmi Street. As the street comprises a rich variety of commercial and 

business activities, and its surroundings are predominantly residential, it attracts a 

variety of visitors, from different social st atuses, gender and ages. This variety of 

uses and users enables this research to gather the views of  many different user 

groups regarding the visual and aesthetic dimensions of the space. It is hoped that 

all of these factors will allow for more comprehens ive analysis for our 

understanding of aesthetics from the point of view of the users of this public 

space.  

 

 

1.4. STRUCTURE OF THE THESIS  

 

The thesis consists of six chapters including Introduction and Conclusion. After 

briefly mentioning the studyôs focus, aim and objectives, research questions, 

research methodology and content, the thesis continues with the second chapter 

which introduces the notions of óaestheticsô and óurban aestheticsô, examines the 

definitions and attributes associated with these not ions and investigates the 

approaches of urban aesthetics. Besides defining aesthetics, Chapter 2 identifies 

the elements and concepts of urban aesthetics which this research use in the 

visual and aesthetic analysis of the case study. Chapter 3 is about the research 

methodology which is used in the study. It  explains the methods of analysis and 

sources of evidence. Before presenting the visual-aesthetic analysis of Tunalē Hilmi 

Street, it is crucial to understand the basic characteristics of the street. Chapter 4 

provides information about the location, history and the current land -use functions 

of Tunalē Hilmi Street. Chapter 5 presents the visual-aesthetic analysis of Tunalē 

Hilmi Street from the researcherôs and urbanitesô points of view, and seeks to 

underline the differences and similarities. Chapter 6 discusses the findings of the 

research.  
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CHAPTER 2 

 

LITERATURE REVIEW: URBAN AESTHETICS  

 

 

 

2.1. WHAT IS AESTHETICS ? 

 

Aesthetics is a sub-discipline of axiology, a branch of philosophy, and is closely 

associated with the philosophy of art (Bruyn, 2002). The problems that aesthetics 

embraces have existed for a long time. Thus, much has been said about the 

subject and there are now more than a hundred definitions of aesthetics in the 

literature.  

The word óaestheticsô originates from the two ancient Greek words, aishanesthai, 

and aisheta, meaning óto perceiveô, and óthings perceptibleô respectively (Porteous, 

1996). Today, aesthetics is defined in several dictionaries in various ways: ñthe 

branch of philosophy devoted to conceptual and theoretical inquiry into art and 

aesthetic experienceò (Oxford Handbook of Aesthetics, 2003); ñknowledge derived 

from sensesò (Oxford English Dictionary) ñphilosophy or theory of taste or the 

perception of the beautiful in nature and artò (Porteous, 1996, cited in Merriam-

Webster dictionary) and ña branch of philosophy that deals with the nature of 

beauty, art and taste, and with the creation and appreciation of beautyò (The New 

English Dictionary). Although these dictionary definitions are illustrative, the notion 

of aesthetics has been widely debated in the literature of philosophy of art, 

architecture, urban planning and urban design. One of the earliest approaches to 

aesthetics was suggested by Aristotle (cited in Porteous, 1996) who identifies three 

essential components of beauty: wholeness (integras), harmony ( consonantia) and 

radiance (claritas). In the 18 th century, Baumgarten (cited in Tunalē, 2008), who 

establishes the science of aesthetics, claiming that aesthetics is the science of 
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sensible knowledge, determines the subject of aesthetics and defines its 

boundaries. Hegel (1843, cited in Tunalē, 2008) claims that aesthetics is the 

science of studying the beauty of art, while others suggest that aesthetics, as a 

science, is concerned with the beauty in art, nature and culture. From these 

beginnings, some scholars in the field accept aesthetics as ñcritical reflection on 

art, culture and natureò (Kelly, 1998).  

 
Other scholars, on the other hand, recognize aesthetics as a notion which is always 

related to oneôs senses and tastes. For example, Zangwill (2003) claims that 

aesthetics is the scientific study of sensory or sensori-emotional values, also called 

ójudgments of sentiment and tasteô. Similarly, Kant defines aesthetics as óthe 

science of the conditions of sensuous perceptionô (Porteous, 1996, p.19). As the 

first philosopher who analyzed the judgment of taste in detail, he cla ims that ñwe 

experience those things as beautiful which are as we desire to perceive thingsò 

(Welsh, 2008, p.23). Because what we feel and think as beautiful is subjective, 

depending on our individual senses and tastes, ñthe beautiful corresponds with our 

most general and most fundamental perceptual needò (Welsh, 2008, p.23).  

In the literature of aesthetics, Baumgarten, Kant and Hegelôs understandings of 

aesthetics are widely accepted as ótraditional aestheticsô, a notion of aesthetics in 

which the main research areas are beauty and the arts (Tunalē, 2008). Definitions 

of traditional aesthetics refer to the perception of beauty in the arts and may imply 

extreme and intense feelings, such as the sublime (Lang, 1987, cited in Nasar, 

1997, p.152). Such definit ions overlook smaller changes that people experience 

every day in their surroundings. The modern outlook of aesthetics embraces a 

different understanding that was introduced by Benedetto Croce, who believes that 

the main subject of aesthetics is intuition.  Intuition comes before conceptual 

knowledge, and forms the basis of this knowledge. It is the purest form of 

knowledge. Intuition that correlates to a personal meaning also includes unreal 

and imaginary things. Perception, on the other hand, concerns only the truth 

(Tunalē, 2008). Thus, the understanding of ómodern aestheticsô refuses to consider 

aesthetics as a science of beauty. Instead, as Ludwig Wittgenstein -one of the 

advocators of modern aesthetics- claims, aesthetics covers a broad range of topics 

and cannot be considered a science that corresponds only to beauty (Tunalē, 



10 

 

 

2008). The understanding of ómodern aestheticsô therefore includes a wide range 

of issues besides the notion of beauty or art, and it is concerned with less extreme 

affective responses (Ulrich, 1983; Wohlwill, 1974, cited in Nasar, 1997, p.152) . 

Because aesthetics is often directed towards the world that surrounds people 

(Carlson, 2002). The following part focuses on and makes an in-depth exploration 

of the notion of environmental o r urban aesthetics.  

 

2.2. WHAT IS URBAN OR ENVIRONMENTAL AESTHETICS ? 

 

The aesthetic experience of the surrounding environments of people is the main 

subject of environmental aesthetics in general, and urban aesthetics in particular, 

both of which were dev eloped in the second half of the 20 th century as a sub-field 

of philosophical aesthetics (Carlson, 2002). Environmental aesthetics is concerned 

with human influenced, human constructed and natural environments ; and it 

became a significant consideration in city planning and urban design in the 1980s 

(Carlson, 2002; Taylor, 1998). It is important to understand the importance of the 

individual experience in urban spaces. The aesthetic value of a city embraces a 

complex meaning which involves the multi-faceted relationships within the city.  

The aesthetic attributes of urban environments may affect the reactions of people. 

These attributes play an important role in spatial behavior  since people prefer 

appealing environments rather than unpleasant environments. Considering the 

correlation between the characteristics of the visual environment and its effects on 

human beings may help creating better designed and managed cities and 

increasing life quality (Nasar, 1988). While discussing urban aesthetics, it is 

important to understand that the term aesthetics is not only about the form, but 

the result of the relationship between meaning and form (Erzen, 2009). Aydēnlē 

(2004) considers aesthetics as an interrelation between the subject that perceives 

and the object that  is being perceived. Similarly, Tunalē (2008) explains that 

aesthetic substance does not depend only on the subject. In aesthetic phenomena, 

the subject contacts with another substance;  i.e., the aesthetic object. As such, 

aesthetic substance does not depend only on the aesthetic object either. Besides 
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the subject and aesthetic object, aesthetic value is also a part of aesthetic 

phenomena which forms the aesthetic substance (Tunalē, 2008). G¿nay (1999, 

p.51) explains the relationship between the subject, ae sthetic object and aesthetic 

value in a much straight forward way, by defining aesthetics as ña relationship 

between óvalueô of the object and ójudgmentô of the subjectò. Aesthetic judgment is 

the result of the subject attributing a value to the object and  aesthetic value is the 

value which the object obtains (Figure 2.1). As Carmona et al. (2003) suggest, this 

relationship depends on cultural and social conditions, as well as the individual 

tastes. The subject, in this correlation of the subject and object , refers to 

urbanites, and professionals related to space design such as architects and urban 

planners, while the object refers to the natural setting, space -mass, surfaces and 

silhouettes of a city. Moreover, the dimension, form, location, distance and 

direction relations between objects also influence the aesthetic values of urban 

space.  

 

Figure 2.1: The relationship between the object and subject (source: G¿nay, 1999) 
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In this bond, the subjects make an aesthetic evaluation of urban space which is 

based on individual, social and cultural factors. Therefore, the aesthetic evaluation, 

ñacquires a different character, transcending the more physical attributes of urban 

space, attributing to it the notions of place, time and meaningò (G¿nay, 1999, 

p.50). The following section will focus on human participation and the sensual 

patterns in urban environments.  

 

2.3. PERCEPTUAL AND SENSORIAL PARTICIPATION OF HUMAN IN 

URBAN AND ENVIRONMENTAL AESTHETICS  

 
According to Berleant and Carlson (2007, p.18), environmental aesthetics covers 

ñthe perceptual experience of meanings and traditions, of familiarity and 

difference.ò They (2007) suggest that aesthetics is inseparable from the perceptual 

and cognitive dimensions of environment and they define environmental aesthetics 

as the exploration of our environmental experience. Carmona et al. (2003, p.130) 

agree that aesthetic appreciation depends on perception and cognition, that is , 

òwhat stimuli we perceive, how we perceive them, how we process, interpret and 

judge the information gathered, and how it appeals to our mind and emotionsò. 

Such information is highly related to and affected by the feelings of people about a 

particular environment and what it means to them. Aesthetic appreciation also has 

socially and culturally learnt components that go beyond individual taste ( Carmona 

et al., 2003). In other words, what kind of environment people like  also depends 

on the social and cultural factors learnt throughout the life of the people. Thus, 

aesthetics in a city cannot be claimed to be something isolated, detached from life 

(Lynch, 1984).  

 

Although most scholars accept that aesthetics is not merely the visual beauty of 

environments, many still often mistakenly understand it as such. The term cannot 

be reduced to passive urban beauty since it requires the physical and perceptional 

participation of people. Accepting this role of human participation makes it 

impossible to reduce aesthetics to passive urban beauty. As Lynch (1960, p.3) 

stresses, ñwe must consider not just the city as a thing in itself, but the city being 
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perceived by its inhabitantsò. Erzen (2007) claims that a city should be understood 

as embracing many different stimuli and writes about the human response to the 

stimuli. When we feel the boundaries or corridors of  a city, we feel free. With this 

kind of natural intuition, people can be a part of the city and feel at home. Berleant 

too (1992, cited in Nasar, 1988)  focuses on environmental engagement, stating 

that:  

An examination of both aesthetic attitude and aesthe tic experience leads, 

then, to the idea of environmental engagement. Conversely, a participatory 

model of experience provides a key to environmental understanding. 

Aesthetic engagement enables us to grasp the environment as a setting of 

dynamic powers, a field of forces that engages both perceiver and 

perceived in an experiential unity. What is important are not physical traits 

but perceptual ones, not how things are but how they are experienced.  

(Berleant, 1992; cited in Nasar, 1988; p. 96) 

Urban spaces, such as squares, streets, parks or buildings, provide opportunities of 

experience. Yet, with only passive appreciation, these spaces do not provide such 

opportunities. The presence and participation of people is what brings urban 

spaces to life (Sepanmaa, 2007). Describing the aesthetics of a city as ñan 

aesthetic of engagementò, Berleant and Carlson (2007, p.90) emphasize the 

significance of the perceptual activity and involvement of people in urban 

aesthetics. Likewise, Erzen (2009) describes urban aesthetics in relation to the 

perception of the city and the physical, emotional and sensorial participation of 

people to the city.   

In short, urban aesthetics should not be considered as a passive activity and 

should be integrated into city or urban life (Keski nok, 2006). Beyond Kantian 

aesthetics, which considers aesthetics as perception, judgment of taste or theory 

of tastes, Keskinok (2006) argues that environmental aesthetics is strongly related 

with creating public spaces. Carlson (2002) discusses aesthetic appreciation 

highlighting the appreciators. He (2002) states that people are the appreciators, 

while the environment and its surroundings are the aesthetic objects in this 

appreciation. He (2002) adds that appreciators are strongly involved with the 

aesthetic object. For instance, when the appreciators move, they move within the 

object and change their correlation with the object itself and also the object at the 

same time (Carlson, 2002). Carmona et al. (2003) call it ókineaesthetic 
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appreciationô of urban environment. However, the environment does not only 

change with the movement of people. Even when people are motionless the wind 

blows or the clouds move (Carlson, 2002). These factors also affect the peopleôs 

appreciation of urban space. Understanding the sensory qualities in a city is crucial 

in the aesthetic appreciation of urban environment. Experiencing an urban 

environment stimulates all our senses. Berleant and Carlson (2007, p.16) define 

aesthetics as ñthe perception by the sensesò etymologically and historically, and 

claim that urban aesthetics is more than only visual pleasing. They (2007) explain 

the engagement of people as part of the environmental complexes, stating that:  

The experience of the environment as the locus of an inclusive perceptual 

system includes factors of space, mass, volume, time, movement, color, 

light, smell, sound, tactility, kinesthesia, pattern, order, information, and 

meaning. Consequently, the aesthetic experience of the environment is not 

exclusively visual but actively involves all the sensory and cognitive 

modalities synaesthetically, engaging the participant bodily in intense 

awareness. (p.16) 

Carlson (2002) also mentions the importance of senses in terms of aesthetics and 

defines environmental aesthetics as the philosophy that focuses on our 

appreciation of the environment that influences our senses. While discussing 

aesthetic appreciation of urban environment, the very first questions which come 

to our mind are what we appreciate and how we appreciate it (Carlson, 20 02). In 

the aesthetics discourse, aesthetics is used in terms of how objects appear to 

people and how they are perceived. For instance, ķent¿rer (2004) claims that 

urban aesthetics is about how people perceive, evaluate, interpret and give 

meaning to their  environment. Likewise, Frers and Meier (2007) focus on 

perception during aesthetic appreciation, stating that:  

Aesthetics and aesthetical judgments are not understood as being striving 

for an ideal aesthetics, for beauty per se, or for a specific aestheti c quality 

such as Kantôs sublime (Kant 1952). Instead, the aesthetics of our 

mundane, everyday surroundings are of relevance here. How do objects 

appear to us, how do we like their looks, their texture, their smell, sound 

and mass? Design as a feature not only of particularly artistic products, but 

as feature of all the things we use and interact with is of much greater 

significance for this work. Some things attract certain people; others are 

repelled by the same things. (p.28)  
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However, some scholars believe that, among five senses, vision is the most 

dominant and extensively studied sense (Nasar, 1997; Berleant and Carlson, 

2007). Addison (1834), for example, distinguishes the sense of sight, arguing that 

seeing is the most perfect sense, since it powerfully activates our imagination. 

Similarly, claiming that the environment is perceived almost entirely through the 

sense of sight, Cullen (1971) agrees that vision awakes memories and experiences. 

Likewise, Moughtin et al. (1995), focus on the visual experience of pedestrians. 

They state that, by changing their focus in a scene or by moving to another place 

and encountering a new vista, people choose visual experiences from the ñfixed 

menu of the urban environmentsò (Moughtin et al., 1995, p. 25). Cullen (1971) 

describes the pedestrian experience and how the views change during this 

experience. He argues that although the pedestrian walks at a uniform speed, the 

scene changes suddenly. The scenery of a city involves a series of revelations 

which Cullen (1971) calls ñserial visionò. Thus, the visual beauty of landscape has 

been always an important subject of the studies on environmental aesthetics. A 

number of studies encompass the quantitative measure of visual beauty in order to 

prepare guidelines for design and environmental policies. Carmona et al. (2003), 

however, disagree with Addison (1713) and Cullen (1971) by explaining that in 

some situations, hearing, smelling and tactility can become more dominant than 

the sense of vision. Likewise, Berleant and Carlson (2007) mention  the senses 

other than vision such as the ñsoundscapeò of cities. Accordingly, noises such as 

traffic noise, industrial sounds, form a ñthree-dimensional auditory textureò in the 

city. Sepanmaa (2007) also considers different sensory aspects by mentioning the 

multi-sensoriness of cities and claims that it is likely that one sense becomes 

dominant over other senses in a city. This balance characterizes the sense-identity 

of a city (Sepanmaa, 2007). There are also other scholars that highlight  the 

influence of all senses on aesthetic appreciation of urban environment. For 

instance, Lynch (1960, p.3) identifies several prompts that are used during this 

experience, such as ñthe visual sensations of color, shape, motion, or polarization 

of light, as well as other senses such as smell, sound, touch, kinesthesia, sense of 

gravity, and perhaps electric or magnetic fieldsò. The size and placements of 

buildings and urban elements, the location of parks and squares and other similar 

decisions determine the interaction and movement of people in a city (Berleant  
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and Carlson, 2007). Consequently, urban design is concerned with ñcreating 

sequences of experienceò (Berleant and Carlson, 2007, p.19). Arguing that the city 

does not only contain sequences of visual experience, Moughtin et al. (1995, p.8) 

describe urban experience by all senses and highlight the sensorial richness of a 

city stating that:  

Sounds, smells and texture are important: the cool sound of fountain spray 

or sonorous distant bell, the smell of  garlic, hot chocolate and gauloise 

cigarettes on Parisienne streets, the rising heat from sunny pavements, or 

chilly dark shadows in distant alleyways. (Moughtin et al., 1995, p.8) 

Erzen (2009) believes that people perceive their environment unconsciously. She 

adds that, this perceptual experience should enrich the subconscious of people 

although they do not realize at that time. Furthermore, an urban environment 

should avoid both monotony and chaos, and it should enable people to move with 

comfort, security, interest, excitement and encourage common symbols, meanings, 

and memories (Berleant and Carlson, 2007). 

To sum up, the aesthetic appreciation is valued by five senses of human beings, as 

well as social and cultural conditions. Through the perceptional and cognitive 

processes, people perceive, evaluate, interpret and give meanings and values to 

their environment. Aesthetic appreciation of urban environment is a part of these 

perceptional and cognitive processes. Within these processes, human beings play 

an active role, rather than passively engaging in urban environment. Urban or 

environmental aesthetics is therefore concerned with the perception and cognition 

of people according to their individual tastes, as well as cultural and social factors. 

It is no t only related to the beauty of environment, but it is also the integral part of 

urban life. In order to create urban environments that are  aesthetically pleasing, it 

is crucial to consider the perceptual patterns in the city. It is  therefore important 

that the environment responds to the peopleôs needs and work as a sensory one. 

Therefore, planning and designing urban environments is more than the 

arrangement of physical elements. 
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2.4. APPROACHES TO ENVIRONMENTAL AND URBAN AESTHETICS  

 

This section, after a brief introduction, explains Porteousôs (1996) classification of 

urban aesthetic approaches, since it encompasses a simple outline of some 

significant studies on the topic. Urban aesthetics helps us to understand how well a 

city performs and how livable environments can be created (Thwaites, 2007). 

There are various approaches to this relatively new field of aesthetics. First, it can 

be noted that the studies on environmental aesthetics combine both empirical 

aesthetics (which is concerned with the arts) and environmental psychology (which 

is concerned with making better environments for human beings). Both areas aim 

to analyze the correlation between ñthe physical stimuli and human responseò 

using scientific methodologies (Nasar, 1988). Second, when examining approaches 

to urban aesthetics, one realizes that it covers a wide range of issues. Alcock 

(1993), for example, notes that urban aesthetics can be investigated at four 

different levels in urban space: 1) aesthetics of proportions, 2) aesthetics of the  

plan, 3) artistic aesthetics and 4) social aesthetics. Aesthetics of proportions means 

the reaction of the viewers to the visual stimuli of high aesthetic quality, while 

aesthetics of the plan is related to the objective value of geometrical arrangements 

of forms. Here, classical ordering rules and geometrical hierarchies are considered. 

As for artistic aesthetics, it is based on the expression of ideas in an abstract way 

with the help of urban design, whereas social aesthetics is concerned with the 

subjective experience of space (Alcock, 1993; cited in Thwaites, 2007).  

There are studies on urban aesthetics that focus on how people appreciate the 

environment which they experience. In this case, such research focuses on the 

people as the perceivers and the urban environment as the perceived. Among 

these studies, some researchers claim that aesthetics is qualitative and varies from 

one person to another, while others, such as Fechner (1876), suggest that it is 

possible to study aesthetics scientifically using quantitative methods to gain a 

better understanding of aesthetic preference.  
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2.4.1.  JOHN DOUGLAS PORTEOUSôS CLASSIFICATION OF URBAN 

AESTHETIC APPROACHES  

Porteous (1996) identifies four different approaches to environmental aesthetics 

which are: humanists, experimentalists, activists and planners. 

Table 2.1:  A comparison of schemata (adapted from Porteous, 1996) 

 

Furthermore, he compares his classification of approaches with Punterôs (1982), 

Zube et al.ôs (1982) and Chalmersôs (1978) approaches (Table 2.1). Although all 

the four frameworks are distinct and use different methods, there are still 

similarities and agreements among them.  

 

2.4.1.1 . HUMANISTS  

Porteous (1996) considers the humanist approach as the most contemplative of 

the four approaches. Humanists are concerned with human nature, landscape and 

the interaction between human nature and landscape. Having their center of 

attention on h uman values, the approach of the humanists contrasts with scientific 

approaches (Porteous, 1996). Since they are interested in the cultural roots of 

PORTEOUS 

(1982)  

PUNTER 

(1982)  

ZUBE et al. 

(1982)  
CHALMERS (1978)  

Á Humanists 
Á Landscape 

interpretation  
Á Experiential 

Á History, literature, 

art/innat e 
attachment 

Á Experiment

alists 

Á Landscape 

perception 

Á Cognitive/ 

psychophysical 

Á Aesthetic 
appreciation/ 

aesthetic 

preference 

Á Activists 
Á - 

 
Á - Á - 

Á Planners Á Landscape 

quality 

Á Experts/ 

psychophysical 

Á Expertise/ 

aesthetic 

preference 
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aesthetic behavior, humanists concentrate on the past. They explore the historic 

trends in landscape taste. In the humanist point of view, one can understand a 

landscape after lay baring the cultural assumptions that underlie that landscape 

(Porteous, 1996). While explaining the humanist approach, Porteous (1996) gives 

information about the ten -thousand year history of urban environmental 

aesthetics.    

 

2.4.1.2. E XPERIMENTALISTS  

The experimentalists will be explained in more detail, since their concerns are 

closer to the scope of this thesis. The studies of the experimentalists focus 

particularly on the effects  of factors such as culture, social variables and 

personality on environmental preferences (Porteous, 1996). Discussing aesthetics 

in the perspective of experimentalists, Porteous (1996, p.118) identifies two 

distinct approaches which focus on environmental characteristics that appeal to our 

sense of aesthetics: ñ(1) the Berlyne-Wohlwill approach, which seeks to establish 

the nature of ócollative variablesô, and build upon it, (2) the Kaplan approach, the 

main thrust of which is to develop a model of enviro nmental preference.ò The 

Berlyne-Wohlwill approach and the Kaplan approach are based on different beliefs 

about the role of arousal and cognition (Nasar, 1997). While the former highlights 

perception and arousal, the latter is cognitive ñreplacing arousal with information ï

processing required to survive- the need to be involved and the need to make 

senseò (Nasar, 1997, p.164).  

 

Table 2.2: Porteousôs (1996) analysis of the approaches of the Experimentalists 

 

 

ENVIRONMENTAL VARIABLES  PERSONAL VARIABLES  

Á The Berlyne ï Wohlwill Approach 

Á The Kaplan Approach 

 Culture 

 Social Variables 

 Personality 
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After, briefly explaining these two distinct experimentalist approaches, Porteous 

(1996) analyzes the experimentalists in terms of the environmental variables and 

personal variables. He explains the environmental variables in urban aesthetics, 

regarding the Berlyne-Wohlwill approach and Kaplan approach, while describing 

personal variables that he categorizes as culture, social variables and personality 

(Table 2.2).    

According to the Berlyne-Wohlwill approach, as shown in Figure 2.2, if an 

environment possesses complexity, diversity, novelty, suprisingness, puzzlingness, 

ambiguity, incongruity and compatibility, it has the potential of arousing pleasure, 

rewarding feelings and positive feedback in the mind of observers. Similar to 

Berlyneôs collative variables, R. Kaplan (1975, cited in Porteous, 1996) suggests six 

main variables which affect preference: mystery, complexity, coherence, texture, 

spaciousness, and identifiability.  

 

Figure 2.2: Berlyneôs schema of aesthetic response to environment (source: 

Porteous, 1996) 

 

Later, Kaplan and Kaplan (1982) suggest an environmental preference framework 

and highlight four environmental qualities: coherence, complexity, legibility  and 

mystery, known as the Kaplan approach. They (1982) claim that behavior and 

learning are guided by preferences, and preferences are strongly related to a 
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personôs ability to gather information and make assumptions about his/her 

environment (Porteous, 1996). 

After explaining the environmental variables, Porteous (1996) moves on to the 

personal variables -culture, social variables and personality. As far as culture is 

considered, it can be claimed that scenic beauty values are strongly related to 

culture. As Porteous (1996) writes, there are many studies that point out the 

differences in landscape taste changing from culture to culture. Some of these 

highlight the differences in aesthetic preference between dominant and 

subordinate groups such as American white and blacks, and residents and visitors 

(Porteous, 1996).      

 

Figure 2.3: A familiarity and preference matrix based on Kaplan and Kaplanôs 

approach (source: Porteous, 1996) 

 

Some studies show that individual preferences are strongly influenced by past 

experiences that took place in a certain cultural environment. Arguing  that 

familiarity is an effective predictor of familiarity of preference, The Kaplans (1982) 
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suggest a ófamiliarity and preference matrixô (Figure 2.3) which represents their 

idea of the ócontinuous trade off between the excitement of the new and the 

comfort of the knownô (Porteous, 1996, p.126). Porteous (1996) explains that 

socio-economic and demographic variables are focused on by experimentalists. He 

writes about different research on the social variables on preference. According to 

the research of Zube et al. (1983, cited in Porteous, 1996), children are not as 

sensitive as adults to landscape form and land-use compatibility, whereas they are 

more sensitive to water than adults. V ariables related to socio-economic classes 

are also influential in preferences. For example, there are distinctions in the 

environmental perception and cognition of experts from different fields, as 

explained below:  

R. Kaplan (1973), for example, found significant similarities in the 

importance of environmental attributes as predictors of preference between 

architects, landscape architects, and other college students. For all groups, 

the coherence (legibility) of a scene was a strong predictor of preferenc e, 

although architects perceived most coherence in photographs of building 

complexes, while other college students saw most coherence in natural 

scenes. (Porteous, 1996, p.127) 

Lastly, Porteous (1996) claims that aesthetics judgments are strongly influenced by 

personal characteristics and attributes. He gives Kaplanôs (1977) research on 

people who prefer suburbs and people who prefer natural environments as an 

example. According to this study, the suburbanites like to achieve, accomplish and 

lead. Furthermore, they see themselves as realistic and confident. On the other 

hand, the nature-seekers like exploring and feel confident about doing things on 

their own (Porteous, 1996). Therefore these personal characteristics influence the 

environmental preferences of suburbanites and nature-seekers.  

Another example Porteous gives is Janssensô research (1984) on how personality 

influences preference in dense urban settings. According to this research, 

extroverts perceive buildings as more complex than introverts do. Moreover, 

neurotics find tall and massive buildings unpleasant, while people with a strong 

sense of self find them to be smaller, less massive and less complex (Porteous, 

1996).   
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2.4.1.3.  ACTIVISTS  

 
Porteous (1996, p.151) defines the activists as ñpeople with values who are ready 

to act upon themò, in contrast with the humanists and experimentalists who are 

generally observers. In the activist point of view, values are the basis of action. 

Porteous (1996) explains that activists obtain their values from a  humanist culture 

context and describes activists as ñconservative radicalsò. He (1996) adds that 

activists are strongly interested in preservation, conservation, and heritage values. 

Porteous (1996) suggests that planners, politicians, private business people and 

the public are all confused by the activists because they are given the opportunity 

to reassess their positions in relation to their aesthetic and ethical dealings with 

their environment.  

 

2.4.1.4. PLANNERS 

 
Porteous (1996) claims that planners aesthetic preferences provide significant 

differences from other professions. He (1996) defines the approach of the planners 

as the more physical and measurable end, which is concerned with terms such as 

scale, proportion, mass, line, color and texture. As an example, Porteous (1996) 

gives the approach of Jakle (1987, cited in Porteous, 1996, p.218, 219) who 

focuses on the visual characteristics of the urban environment and lists the 

elements which identify the identity of a landscape as: 1) scale, described as the 

hierarchy and relationship between buildings and human form, 2) detail, such as 

architectural elements, natural elements and street furniture, 3) rhythm which 

involves a ñsense of appropriatenessò, 4) face, which refers to building fa­ades, 5) 

light and color as the contributors to the character of a landscape, and 6) change, 

which refers to seasonal or natural changes and involves a sense of time. 
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2.5. AESTHETIC APPRECIATION AND PREFERENCES  

 
Carmona et al. (2003) mention most of the subjects that h ave been discussed in 

the previous section. They especially stress on the aesthetic preferences of people. 

Moreover, Carmona et al. (2003, p.130) state that ñthe aesthetic appreciation of 

the urban environment is primarily visual and kinaesthetic (i.e. inv olving awareness 

of movement of all parts of the body)ò and they discuss aesthetics under these two 

topics. Although the aesthetic appreciation of urban environment is widely 

examined through several approaches, this thesis will focus on visual and 

kinaesthetic appreciation of the urban space. The following parts aim to provide 

the literature review on these notions.  

 

2.5.1. VISUAL APPRECIATION OF URBAN ENVIRONMENT  

Based on a research questioning what the general public likes for a particular 

environment, Nasar (1988) identified five attributes of ólikedô environments. These 

are: naturalness, upkeep and civilities, openness and defined space, historical 

significance or content and order. óNaturalnessô refers to environments that are 

natural or where there is  a predominance of natural over built elements; óupkeepô 

or ócivilitiesô means environments that appear to be looked after and cared for; 

óopenness and defined spacesô include the blending of defined open space with 

panoramas and vistas of pleasant environments; óhistorical significanceô refers to 

environments that provoke favorable associations, and óorderô in terms of 

organization, coherence, congruity, legibility, clarity (Nasar, 1988).  

In terms of the visual appreciation of urban environment, ópatternsô and óaesthetic 

orderô play a significant role. As we experience the ówholeô rather than any single 

part in isolation, we appreciate environments as ensembles (Carmona et al., 2003). 

To make them more ordered, visually coherent and harmonious, however, we 

select and choose some features. Gestalt psychologists argue that aesthetic order 

and coherence comes from the ógroupingô and órecognition of patternsô. We use 

principles of organization or grouping to create ógoodô form from the parts to make 

environments more coherent visually (Arnheim, 1977; Von Meiss, 1990). Gestalt 
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psychologists provide óprinciples of groupingô (or ófactors of coherenceô) under six 

headings, as shown Figure 2.4. 

 

   

 

 

Figure 2.4: The Gestalt principles of grouping or factors of coherence (adapted 
from Carmona et al., 2003)  

 

The first one is the óprinciple of similarityô that enables recognition of similar or 

identical elements among others. This might include even the repetition of forms 

The principle of similarity The principle of proximity 

The principle of common ground and common enclosure 

The principle of orientation The principle of 
continuity 

The principle of closure 
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or of common characteristics, such as windows and doors shapes. The second 

principle is the óprinciple of proximityô which enables elements that are spatially 

closer together to be read as a group and to be distinguished from those that are 

further apart. The th ird one is the óprinciple of common ground and common 

enclosureô ñwhereby an enclosure or a ground defines a field or groupò (Carmona 

et al., 2003, p.132). In other words, the elements within the field or ground are 

distinguished from what lies outside.  

 

The fourth principle is that of óorientationô ñwhereby elements are grouped through 

their common orientation, either through parallelism or convergence towards a 

void or solidò (Carmona et al., 2003, p.132). The fifth principle is the óprinciple of 

closureô which enables recognition of incomplete or partial elements as wholes and 

the sixth one is the óprinciple of continuityô that enables recognition of patterns that 

may not have been intended that way ( Carmona et al., 2003). 

Gestalt psychology reminds the importance of the visual effect of designs. G¿nay 

(2007) writes two major contributions of Gestalt theory: ñThe first is that it tried to 

formulate the rules of visual perception through an analysis of object patterns and 

groupings, and secondly it has formulated principles of problem solving and 

creativityò (G¿nay, 2007, p.94). 

Beside the Gestalt principle of grouping, Smith (1980) argues that our intuitive 

capacity of aesthetic appreciation has four distinct components that transcend time 

and culture: i) sense of rhyme and pattern, ii) appreciation of rhythm, iii) 

recognition of balance, and iv) sensitivity to harmonic relationships.  When the first 

one is concerned, órhymeô involves some similarity in the elements, and 

presupposes the simultaneous existence of complexity (i.e., a mass of visual detail 

and information) and patterns. According to Smith (1980), the rhyme patterns 

comprise a system in which there is ósubstantial affinityô rather than ópoint-to-point 

correspondenceô. This is not like a simple repetition of the same pattern like the 

repetition of a figure in a wall paper, but a repetition provided through similar 

figures or design components.  
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Different from rhyme, órhythmô relies for its impact on a stricter repetition. óBalanceô 

is ña form of order generally related to óharmonyô among the parts of a visual scene 

or environmentò (Carmona et al., 2003, p.131). As for the ósensitivity to harmonic 

relationsô, harmony concerns the relationship between different parts, and how 

they fit together to form  a coherent whole (Carmona et al., 2003). Smith (1980) 

claims that there is always a fine line between a balance of order and complexity, 

the richness of diversity and the bewilderment of visual chaos.   

The environmental preference framework (Table 2.3) by Kaplan and Kaplan (1982) 

has been mentioned before. In this framework, ócoherenceô refers to making sense 

of an environment right away and the ability of people to cognitively organize a 

scene. óComplexityô means being involved right away and the ability of a scene to 

keep people busy without boring them.  

Table 2.3: Kaplan and Kaplanôs Environmental Preference Framework (1982) 

(source: Carmona et al., 2003)  

 

óLegibilityô refers to the promise of making sense in the future and opportunity to 

explore an environment without getting lost. Finally, ómysteryô refers to the 

promise of future involvement and environmentôs suggestion that there is more to 

learn and see (Gifford, 1987). Bell et al. (1984, p.45) also defines it as ñthe degree 

to which a scene contains hidden information so that one is drawn into the scene 

 
MAKING SENSE  INVOLVEMENT  

PRESENT OR 

IMMEDIATE  

COHERENCE 

Environments easy to 

organize or structure. 

COMPLEXITY 

Environments with enough in the 

present scene to keep one 

occupied. 

 

FUTURE OR   

PROMISED  

LEGIBILITY 

Environments suggesting 

they could be explored 

extensively without getting 

lost. 

MYSTERY 

Environments suggesting that, if 

they were explored further, new 

information could be acquired. 
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to try to find out this informationò. Kaplan and Kaplan (1989) claim that complexity 

and mystery are preferred for exploration, while coherence and legibility are 

preferred for understanding. Although mystery is necessary to create a feeling of 

exploration and thereby engaging with the urban environment, Nasar (1997) 

argues that preference for mystery may need to be reduced in some situations, as 

he explains as follows: 

When people feel vulnerable (as they often do in urban areas after dark), 

they might view a deflected vista as hiding a danger such as an att acker, in 

which case mystery would depress preference. A study of fear of crime in 

relation to a campus building confirmed this expectation. At night students 

avoided areas with deflected vistas and judged them as less safe than 

others (Fisher & Nasar, 1992). Herzog and Smith (1988) also found 

perceived social danger to depress preference for alleys (with deflected 

vistas). Thus, the research on spatial variables suggests broad patterns of 

preference ïfor moderately open spaces and mystery (under no threat) . 

(Nasar, 1997; p. 166, 167)     

Nevertheless, within the framework of Kaplan and Kaplan, ómaking senseô and 

óinvolvementô are related with a time dimension. According to them (1982), it is not 

enough for people to make sense of environments. After a while , people seek 

involvement and engagement in an environment ( Carmona et al., 2003). Table 2.4 

shows the concepts that different scholars identify in terms of aesthetic 

preferences. Among their diversity, they also have similarities.  

 

Nasar (1988)  
Naturalness, upkeep and civilities, openness and defined 

space, historical significance, content and order 

Gestalt psychologists  
Similarity, proximity, common ground and common 

enclosure, orientation, closure, continuity  

Smith (1980)  

Sense of rhyme and pattern, appreciation of rhythm, 

recognition of balance, sensitivity to harmonic 

relationship 

Kaplan and Kaplan 

(1982)  
Coherence, complexity, legibility, mystery 

Table 2.4: Aesthetic preferences listed by Nasar (1988), Gestalt psychologists, 

Smith (1980), and Kaplan and Kaplan (1982)  
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2.5.2. THE KINAESTHETIC EXPERIENCE  

 

óKinaestheticô means ñof or pertaining to the sense of motionò (Carmona et al., 

2003). The ókinaesthetic experienceô of moving through space is an important part 

of the visual dimension of urban design. The theoretical framework for the 

kinaesthetic experience was first set up by Cullen who (1961) claims that 

environments are experienced as óserial visionô that are dynamic, emerging, 

unfolding temporal sequence. He (1961) argues that the kinaesthetic experience is 

typically one of a series of jerks or revelations, with delight and interest being 

stimulated by contrast, by the ódrama of juxtapositionô. In addition to the 

immediately present óexisting viewô, there are also hints of a different óemerging 

viewô. As well as a sense of being in a particular place (óhereô), there may also be 

an equally strong sense that around and outside it are other places (óthereô). The 

urban environment should be designed from the point of view of the moving 

person, for whom óthe whole city becomes a plastic experience, a journey through 

pressures and vacuums, a sequence of exposures and enclosures, of constraints 

and relief. The kinaesthetic experience depends on the types of users. Pedestrians, 

for example, move with the freedom to stop and engage with their surroundings. 

With the urban sprawl, however, cities are spread out. The use of cars in the move 

of people within the city provide additional ways of seeing, engaging with and 

forming mental images of urban environ ments, seen at different speeds and with 

different levels of engagement and focus. Likewise, drivers see the environment at 

speed and through a windscreen, while concentrating on the road, traffic, and any 

signs or directions. Passengers have greater scope to observe the environment 

than the driver, but equally, are unable to fully engage with it. Carmona et al. 

(2003) suggest that environments seen only from cars can ï and perhaps should ï 

be designed to suit motorists and passengers, while urban spaces seen by both 

motorists and pedestrians should be designed for the pedestrianôs more discerning 

and prolonged attention. The environment that are mostly used by pedestrians 

therefore should be designed rich in órhythmic spacingô (i.e., as an environment 

whose elements which provide us with visual and spatial experiences) so that time 

spent in it takes longer ( Carmona et al., 2003).  
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2.6. VISUAL -  AESTHETIC ANALYSIS OF URBAN ENVIRONMENTS  

The aim of this section is to define which concepts and elements can be used to 

analyze an urban environment in terms of its visual aesthetic character. An urban 

environment is made up of many urban elements. These can be spaces which are 

enclosed such as streets and squares, while there are also other hard and soft 

landscaping elements which includes urban architecture, street furniture, 

floorscaping, landmarks and planting, as shown in Table 2.5.  

 

Table 2.5: Elements that compose the visual urban environment 

URBAN ELEMENTS 

Space -Enclosure  Hard -Soft Landscape  

Streets 

Urban Architecture 

Street Furniture 

Squares 

Floorscape 

Landmarks 

Planting 

 

These urban elements might be analyzed through certain concepts, such as 

harmony, rhythm, balance, order, complexity, scale and upkeep, as shown in Table 

2.6. This thesis is opted to use these concepts and elements to analyze visual and 

aesthetic dimensions of an urban environment, as a wide literature review on 

urban aesthetics show that these elements and concepts can be easily perceived 

and measurable in urban space. These elements and concepts chosen to make a 

visual-aesthetic analysis of urban space, are widely inspired from the studies of 

Carmona et al. (2003). These concepts will be explained in detail in the following 

sections. 



31 

 

 

Table 2.6: The concepts used in the visual-aesthetic analysis of urban space  

 

 

 

 

 

 
 

 

 

 

2.6.1. THE CONCEPTS TO BE USED IN THE ANALYSIS  OF THE VISUAL - 
AESTHETIC URBAN ENVIRONMENT  

 

2.6.1.1. HARMONY  

Harmony is about the relationships between different elements and parts. It 

concerns how these different parts ñfit together to form a coherent wholeò 

(Carmona, et al., p.131).  Moughtin et al. (1995) discuss the different ways to 

establish harmony. They (1995) highlight the importance of harmonious 

proportions in urban design.  

 

2.6.1.2. RHYTHM  

Moughtin et al. (1995) define rhythm as a basic characteristic of human nature. 

Rhythm depends on a strict repetition.  To Smith (1980, cited in Carmona et al., 

2003), ñvisual pleasure derives from rhythmic elements varying from the simple 

binary kind to more complex repeated subsystemsò. Rhythm can be produced by 

grouping elements in order to create emphasis, interval, accent, and/or direction. 

While creating rhythm, it is important to provide co ntrast and variety in order to 

avoid monotony (Carmona et al., 2003).  

CONCEPTS 

Harmony 

Rhythm 

Balance 

Order 

Complexity 

Scale 

Upkeep 
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2.6.1.3. BALANCE  

Balance can be achieved through repetition. But repetition of the same 

components might create monotony. And to avoid monotony, Smith (1980) 

suggests the use of contrast and variety, thereby achieving interesting rhythms. 

Although symmetry can be a powerful tool in achieving balance, symmetric 

compositions can appear mechanical and leaden. Asymmetrical compositions may 

also use elements of symmetry to achieve visual balance but in more complex and 

potentially interesting ways. Likewise, balance can also be perceived in highly 

complex organization of colors, textures and shapes, which cohere into a state of 

balance. 

 

2.6.1.4. O RDER  

Studies show preference associated to organization and related variables, like 

order, coherence, fittingness, congruity, clarity and legibility (Nasar, 1997). 

Contributing to the legibility and coherence in an environment makes a scene 

appear more orderly. For instance, repeating elements, uniformity of texture, 

distinctive elements and identifiability may be helpful (Nasar,  1997). Moreover, low 

contrast between elements or between objects and their context and identifiability 

through a focal point may contribute to the order of an urban setting (Nasar, 

1997).  

Legibility, which is strongly related to order, is another feature that increases 

preference. It is about creating a strong image and making a continuous pattern in 

time and space (Lynch et al., 1990). Legibility in a place can be described as a 

place having a clear image and which is easy to understand (By Design, 2000). 

The concept was established by Lynch (1960, p.2) who believes that legibility is 

crucial in a city and describes legibility as the apparent clarity of the cityscape and 

explains that the term is related to ñthe ease with which its parts can be 

recognized and can be organized into a coherent patternò. He argues that legibility 

is not the only important property of a beautiful city.  
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However, ñit is of special importance when considering environments at the urban 

scale of size, time and complexityò (Lynch, 1960, p.3). Recognizable landmarks 

and symbols, easily identifiable pathways and districts may contribute to legibility 

and can be easily grouped into an over-all pattern (Lynch, 1960).    

 

2.6.1.5. C OMPLEXITY  

Complexity can be defined as the number and variety of elements in a scene (Bell 

et al., 1984). Variety in an urban setting can be achieved through many 

components such as, colors, textures, forms, hierarchy, horizontal and vertical 

emphasis, etc. Complexity of spatial layout is related to the amount and difficulty 

of information that people process to move in an environment (Bell et al., 1984). 

Cullen (1961) states that a long straight road does not have much influence o n the 

emotions since it is digested soon and become monotonous. He explains that the 

human mind reacts to contrast and difference between objects, which we can 

relate with complexity. Thus, it can be said that a degree of complexity may 

increase interest to an environment. Nasar (1997) claims that the terms ódiversityô 

and óvisual richnessô refer to complexity without negative connotations , such as 

environmental clutter and others that reduce order. He claims that moderate 

diversity or visual richness increases interest and preference (Nasar, 1997). 

However, too much complexity weakens navigation and learning (Bell et al., 1984).   

 

2.6.1.6. S CALE  

Carmona et al. (2003, p.156) define scale by distinguishing it from size. While size 

represents ñthe literal dimensions of an objectò, scale is ñthe perception of that 

object relative to other objects around it, and to our perception of those objectsò. 

Furthermore, scale concerns two important factors: human scale and generic scale. 

For instance, a buildingôs dimensions and all its elements should be relative to the 

dimensions of the human being and also its dimensions should be relative to those 

of its setting ( Carmona et al., 2003). In order to achieve a human scale in urban 

design, especially scale giving elements such as windows and doors can be used.  
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2.6.1. 7. UPKEEP 

Upkeep environment is an environment that is looked after and cared for 

(Carmona et al., 2003). As mentioned before, upkeep is one of the components of 

liked environments suggested by Nasar (1988). It is an important component of 

the visual aesthetic character of urban settings. Maintenance arrangements for 

plants, street furniture, pavement etc., should be established for streets and public 

spaces.  

2.6 .2. THE ELEMENTS OF THE VISUAL URBAN ENVIRONMEN T  

 

2.6.2.1. SPACE ï ENCLOSURE  

Space is one of the most important components of urban environments. Trancik 

(1986, p.8) claims that the space should be evaluated in a broader context by 

focusing on the meaning of a space based on its use and purpose as defined by 

the psychological and social needs of the individual, on the one hand, and on the 

other hand, t he relationship between a particular space or group of spaces and 

their regional characteristics, including history and local traditions . As such, in their 

research ñA Walk Around the Blockò, Lynch and Rivkin (1959) recorded the 

impression of people while they walked through city streets. According to this 

study on urban perception, spaciousness or constriction of streets is the most 

important part of the  pedestrianôs experience (Lynch et al., 1990). Nasar (1997) 

says that some studies suggest that people prefer more space and openness, while 

some studies suggest that people prefer moderate and defined spaces. Therefore, 

the enclosure or openness in an urban environment become two important 

variables in the peopleôs perception and appreciation of urban space.   

While discussing enclosure and openness in urban spaces, it is important to 

understand the distinction between positive and negative spaces. Carmona et al. 

(2003, p.138, italics added) define ópositive spaceô as ñé(a) relatively enclosed, 

outdoor space (which) has a definite and distinctive shapeé (which) is 

óconceivableô, can be measured, and has definite boundariesò. óNegative spaceô is 

however defined as ñbeing shapeless, inconceivable, lacking in perceivable edges 
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of formò (Carmona et al., 2003, p. 138). Enclosure and spatial containment are 

therefore the main features for designing positive urban spaces (Carmona et al., 

2003).  

 

Figure 2.5: Norman K. Boothôs (1983) principles of spatial containment and 

enclosure (source: Carmona et al., 2003) 
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In order to create spatial containment, it is important to consider the plan 

arrangement. For example, Booth (1983, cited in Carmona et al., 2003) discusses 

the principles of spatial containment and enclosure by investigating a number of 

spatial combination. For him, a single building with a simple form does not define 

and create space (Figure 2.5.a), whereas buildings organized in a long row or sited 

indiscriminately without relationships between them create the weakest definition 

of space (Figure 2.5.b). He particularly emphasizes the importance of locating the 

buildings at right angles in order to achieve a compositional order. However, if this 

is overused, it may bring a monotony to the environment (Figure 2.5.c). Using 

imaginary guidelines from the edge of a building and aligning with another oneôs 

edge may contribute to the compositional order (Figure 2.5.d.). He suggests that 

creating a sense of containment may be achieved through overlapping fa­ades 

(Figure 2.5.e.). Furthermore, he claims that when the building walls turn to each 

other and create a space like a courtyard, a strong sense of enclosure is created 

(Figure 2.5.f.). Providing hidden subspaces may help creating a sense of mystery 

or intrigue (Figure 2.5.g.). However, too much complexity with incoherent and 

separate spaces causes difficulties in perception (Figure 2.5.h.). Moreover, the 

association of space may guide pedestrians in the urban environment. For 

instance, it is possible to organize space so that pedestrians enter and spend time 

in it (Figure 2.5.i.) (Carmona et al.,2003).  

According to some researches, people prefer enclosed urban spaces (Gifford, 

1987). Although Alexander (1977) argues that people sometimes feel comfortable 

in open areas such as the beach, it can be claimed that enclosure gives a feeling of 

privacy and being secure (Carmona et al., 2003). Here, one should note the 

difference between closure and enclosure, as explained below: 

In enclosure the eye reacts to the fact of being completely surrounded. The 

reaction is static: once an enclosure is entered, the scene remains the same 

as you walk across it and out of it, where a new scene is suddenly revealed. 

Closure, on the other hand, is the creation of a break in the street which, 

whilst containing the eye, does not block out the sense of progression 

beyond as in the example at Buckingham.  (Cullen, 1971, p.47) 

While discussing openness and enclosure, it is necessary to consider two main 

types of urban space:  hard spaces and soft spaces. Trancik (1986) defines óhard 
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spacesô as those surrounded by architectural walls frequently used for social 

activities. These spaces generally create enclosed urban environments, such as 

streets, squares and plazas. Trancik (1986, p.62) points out the three 

fundamentals in order to create successful hard spaces: ñthe three dimensional 

frameò,ò the two dimensional patternò and ñthe placement of objects in spaceò. 

Thus, it is crucial to consider urban space in both plan and section. On the other 

hand, soft spaces are those which are dominated by the natural environment such 

as parks and linear green areas functioning as recreational areas (Trancik, 1986). 

They generally provide openness in urban environment.  

In literature, the aesthetic qualities of the two forms of enclosed urban spaces (or, 

positive urban spaces) ïsquares and streets- are discussed widely. According to 

Sitte (1989, cited in Carmona et al., 2003: 142,143), a square should acquire a  

number of aesthetic principles which are:  

1. óEnclosureô as one of the most essential qualities in urban spaces; 

2.  Freestanding sculptural mass being made up of by buildings that should 

join one another and draws attention to the relation of fa­ades with their 

neighbors;  

3.  Shape which is determined through the proportion of the square that 

should be in harmony with its major building;    

4. Monuments which should be placed out of the centre of a square, while 

the centre of the square should be kept f ree.  

Also, Paul Zucker (1959) focuses on the artistic dimension of urban squares. He 

identifies five kinds of óartistically relevantô squares: the closed square - space self-

contained, the dominated square ï space directed, the nuclear square ï space 

formed around a centre, grouped squares and the amorphous square ï space 

unlimited (Figure 2.6).  

Different from squares, streets are dynamic and involve a strong sense of 

movement (Carmona et al., 2003). Streets are linear spaces, enclosed by buildings 

on both sides (Carmona et al., 2003). The main functions of a street may be listed 

as place, movement, access, parking, drainage, utilities and street paving (Manuel 

For Street, 2007). Place is what distinguishes a street and a road. Creating a sense 
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of place covers some aspects, such as local distinctiveness, visual quality and 

encouraging social activity (Manuel For Street, 2007).   

 

Figure 2.6: Zuckerôs (1959) typology of urban squares (adapted from Carmona et 

al., 2003)  

A street providing interest and focal points together with having properties of three 

dimensional frame and two dimensional pattern can be considered as involving 

successful street spaces (Trancik, 1986). Streets have many different visual 

characteristics. They can be visually dynamic or static, enclosed or open, long or 

short, wide or narrow, straight or curved, formal and informal ( Carmona et al., 

2003).  

Closed Square Dominated Square 

Nuclear Square Grouped Square 
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Writing about the physical characteristics of streets, Carmona et al. (2003) claim 

that in narrow streets vertic al elements stand out and eye-level details become 

more important, while in broad streets the viewer pays less attention to the 

fa­ades as wholes and the floorscape and skyline become important elements. 

Also, different views and vistas, landmarks, visual incidents and design features 

compose the urban fabric and street scene. All these elements are also 

components of townscape (Carmona et al., 2003). Inappropriate scale, 

encouraging rapid movement and lack of a framework that unifies the elements 

are some of the problems of modern streets (Trancik, 1986). The increasing signs 

all over the streets are another problem. Researches prove that people dislike 

streets with signs everywhere and prefer streets with natural elements such as 

trees and shrubs (Gifford, 1987).   

 

2.6.2.2. HARD AND SOFT LANDSCAPE  

 

As also mentioned earlier, hard landscape and soft landscape are the main 

components of the visual character of urban space. Hard landscape involves 

architecture, landmarks, urban elements, street furniture and paving. Some of 

these urban elements and street furniture that play an important role in the visual 

quality of the city are sculptures, fountains, lighting elements, telephone boxes, 

railings, steps, walls, dustbins, signs, sitting elements, paving, and kiosks. It is 

important to consider the relationship and harmony between  these urban 

elements. Color is also an important issue in terms of landscape. City elements, 

such as landmarks, can be emphasized by using color. Likewise, color schemes can 

be used in relation to particular districts, streets and squares. Moreover, color 

coding of urban elements, such as street furniture, is also an option (Moughtin et 

al., 1995). It is possible to use color in a city with natural elements , such as trees 

and pots of flowers.  Street furniture and floorscape are other possibilities to give a 

color effect to the city. Using local materials may also strengthen local identity. In 

the visual dimension, there are many other considerations in terms of urban 

elements. Some of these considerations will be mentioned in the following part.   
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URBAN ARCHITECTURE  

As far as urban architecture is concerned, there are many concepts that are helpful 

to analyze architectural compositions. Moughtin (1992, p.25) argues that concepts, 

such as order, unity and scale, are used to ñgain an understanding of the qualities 

which determine good or beautiful formò.  

In urban architecture, considering an overall unity and order  within the urban 

environment is a main concern.  Moughtin (1992) argues the  role of design is to 

build some kind of order out of chaos. Unity and order may be achieved through 

ósymmetryô, óbalanceô and órepetitionô. For instance, repeating an architectural style 

brings a sense of order. The repetition of colors, textures and simi lar elements may 

also contribute to an overall unity and harmony. Moughtin et al. (1995, p.9) 

defines a building that achieves balance as ñvisually well adjusted, exhibiting a 

reasonable distribution of its component partsò.    

Scale is another important n otion in urban architecture. In order not to ignore 

human scale in the urban environment, it is important to consider the relationship 

of the built environment and urban space to the size of a human being (Moughtin 

et al., 1995). Moughtin (1992) suggests t hat the scale of human is a measure of 

real size and adds that the dimensions of the buildings, squares and streets are 

compared with human proportions in architecture and urban design.  

Rhythm in architecture which is also significant in terms of urban ar chitecture can 

be described as ñthe product of the grouping of elements; of emphasis, interval, 

accent and directionò (Moughtin, 1992, p.58). Writing about the overall harmony 

and rhythm of buildings with their surroundings, Carmona et al. (2003) suggest 

that to provide rhythm in a street scene, the vertical elements of buildings are 

emphasized rather than horizontal elements. Moreover, it is a general principal that 

urban buildings have a vertical emphasis and the horizontal street balances this 

verticality. 

Another important component of urban architecture is the fa­ade design of the 

buildings. According to Carmona et al. (2003), fa­ades can be appreciated in terms 

of visual richness. Concepts, such as harmony, balance, symmetry, rhythm, unity 
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and contrast, are also the main concerns in fa­ade design. Considering these 

concepts, the placement, scale and texture of elements, such as doors and 

windows, are critically important. For instance, the size and placement of the 

windows may be helpful in order to cre ate visual unity. Moreover, using similar 

elements in harmony may create an overall balance in a fa­ade. Besides, the scale 

of the buildings to urban space and human being, the scale within the building 

itself should be considered. One should note that windows and doors are scale 

giving elements of buildings (Carmona et al., 2003).  

Buchanan (1998, cited in Carmona et al., 2003) lists the important factors of 

fa­ade design that should be concentrated on, and he argues that fa­ade design 

may contribute to cr eate a sense of place. Moreover, he (1998, cited in Carmona 

et al., 2003) claims that the fa­ade should have a sense of rhythm and hold the 

eye. Carmona et al. (2003, p.156) describe rhythm as ñthe arrangement and size 

of the constituent parts of a buildin gôs fa­ade (e.g. its windows or bays), which is 

normally repeatedñ.  

For the fa­ades of buildings, rhythm can be created through the harmony of 

vertical and horizontal elements. Most buildings have both vertical and horizontal 

elements. However, one usually dominates the other (Carmona et al., 2003).  

There are other components of architecture which influence visual quality, such as 

materials and the colors and textures. Contrast, unity, balance, etc. can be created 

using colors and textures. Materials and colors may contribute to the local 

character of a place. The white residences with blue windows and doors as the key 

local architectural characteristics of Bodrum might be a good illustration for this. 

The consistent use of local building materials can bring harmony to a city. Creating 

an overall unity with the harmonious usage of the architectural elements, colors 

and textures can be helpful to create aesthetically satisfying environments.  
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Figure 2.7:  Urban architecture in Seattle-USA (source: Personal archive, 2008) 

 

STREET FURNITURE  

Beside urban architecture, street furniture  also strongly affects the visual scene of 

cities. As all the urban elements, street furniture should also be planned as a part 

of the overall design concept (By Design, 2000). Bayraktar et al. (2008) states that 

the urban elements, such as street furniture, give the opportunity to define, 

determine, give meaning to and highlight the space they are located on. It is 

important that the street furniture in  a city contributes to the identity and visual 
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character of the city. The character of a place can be strongly associated with its 

aesthetic quality. These qualities may contribute to the ñplacenessò of a particular 

environment (Heath and Nasar, 1988). For instance, urban elements ósymbolically 

communicateô to the meaning of place (Trancik, 1986, p.86). Akkar (2005), 

examining the Grey Street in Newcastle upon Tyne, explains how the visual and 

aesthetic qualities were improved and a strong visual identity w as created for the 

area. Using urban elements, it is possible to highlight the characteristics of a 

street. For example, the lighting schemes of buildings, landmarks and street 

furniture emphasized the streets curvilinear shape of Grey Street (Akkar, 2005).  

 

Figure 2.8: An example for creative street furniture design, tree bench in Seattle 

(source: Personal archive, 2008) 

 

Bayraktar et al. (2008) similarly consider urban elements as both visual objects 

and parts of the urban identity. They claim that urba n elements which involve 

symbolic meanings may emphasize the historical, cultural, social and economic 

structure of the city (Bayraktar et al., 2008). Gillespies ïa private consultancy firm 

of urban design- (cited in Carmona et al., 2003) suggests a number of principles 

for street furniture design. The first principle they offer is to design to incorporate 

the minimum of street furniture. Secondly, they claim that it is essential to 

integrate elements into a single unit wherever possible and remove unnecessary 
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street furniture. In addition, they point out the importance of considering the 

quality of the environment and contributing to the urban identity. Lastly, they claim 

that street furniture should be located to help create and define space without 

obstructing pedestrians and vehicles.    

 

FLOORSCAPE 

In addition to street furniture, floorscape is another strong component enhancing 

the aesthetic qualities of urban scape. Floorscape may bring many aesthetic 

qualities, such as rhythm, scale, order, hierarchy and symmetry. Besides, Lynch et 

al. (1990) claim that the color and texture of flooring may give a great deal of 

pleasure.  

 

Figure 2.9: Colorful floorscape, contributing to the aesthetic quality of the urban 

area, Florida (source: T+ Pocket Book: Landscape Architecture, 2004) 
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The factors that determine the floorscape character of urban areas are: a) the 

materials used, such as concrete, cobbles or bricks, b) the way they are used, and 

c) how they are interrelated with other materials and elements (Carmona  et al.., 

2003).  

There are many purposes of floorscape. The first one is to enable urban spaces 

function more efficiently by providing a suitable surface for traffic and indicating 

where different types of traffic should go through, by indicating the chan ge of 

function, the change in property ownership and by providing a warning for 

potential hazards (Carmona et al., 2003). The second role of floorscape is to 

organize the space aesthetically. For instance, floorscape can be used to introduce 

a sense of scale through the scale of materials or different patterning of different 

materials. 

 

Figure 2.10: Different pavement patterns defining different areas, Korea (source: 

Landscape Architect, Group Han, 2003) 
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In large urban spaces, some form of pattern is usua lly required in order to give a 

sense of scale. Linear paving emphasizes the street character as a ñpathò, thus, 

the sense of movement, while non-linear paving reinforces the qualities of a space 

and encourage people to move slower or stop and spend time there. Focusing on 

the texture of the floor, Lynch (1953) says that textures can be used for guiding 

movement, and also giving direction or spatial unity in irregular surroundings. Last, 

the floorscape reinforces existing character of a place (Carmona et al., 2003). As 

Akkar (2005) argues discussing Greyôs monument area, the floorscape of a city 

may reinforce the existing character and identity of its location. For instance, 

floorscape may emphasize the curvilinear shape of an area, building, etc. It can 

also enable focal points, such as highlighting a sculpture.    

 

LANDMARKS  

Landmarks also pay important roles in contributing to the visual and aesthetic 

character of urban environments. Landmarks are physical objects defined simply as 

buildings, signs, stores, or mountains (Lynch, 1960). Landmarks may be distant, 

seen from many angles and distances, such as isolated towers or great hills. These 

landmarks usually give a radial reference (Lynch, 1960). Also, there are landmarks 

that are mainly local, such as numerous signs, sculptures or trees. These 

landmarks are visible only in limited localities and from certain approaches (Lynch, 

1960). Landmarks radially orient observers by sight (Lynch et al., 1990). Cullen 

(1971) highlights the effect of focal points stati ng that:  

In the fertile streets and market places of town and village it is the focal 

point (be it column or cross) which crystallizes the situation, which confirms 

óthis is the spotô. óStop looking, it is here.ô (Cullen, 11971, p.26) 

Carmona et al. (2003) state that landmarks that have a clear form contrasting with 

their background are more easily identifiable. Furthermore, having a prominent 

spatial location makes the landmark more significant to the observer (Carmona et 

al., 2003). Lynch (1960) argues t hat the main characteristic of a landmark is 

ósingularityô. Having a unique or memorable feature or contrasting with nearby 

elements may contribute to its singularity (Carmona et al., 2003).   
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Figure 2.11: A landmark in Seattle-USA, ñThe Space Needleò (source: Personal 

archive, 2008) 

 

PLANTING  

Similar to other urban elements, soft landscape elements have great impact on the 

city identity. Soft landscape elements are effective in terms of aesthetics and have 

the ability to add a sense of place. Similarly, Erzen (2009) criticizes the dominancy 

of traffic over nature and claims that the existence of natural elements in a city is 

crucial in aesthetics. Nasar (1997) claims that many empirical studies prove that 

the addition of natural elements and natural ove r built scenes are preferred. 

Thayer and Atwood (1978) support the idea that people prefer natural material in 

urban areas. Furthermore, they state that preference for nature may influence 

spatial behavior, since a study found that people preferred to use a parkway 

instead of a faster expressway (Nasar, 1997). G¿nay and Selman (1994) agree 

with Erzen and declare that natural environment has been the most important 

component of the aesthetics of a city. Thus, planting should be integrated to urban 

design as much as possible. 
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Figure 2.12: Using the effectiveness of colorful plants, Korea (source: Landscape 

Architect, Group Han, 2003) 

Planting may add value and soften the urban scene. It also helps to create visual 

and sensory interest (By Design, 2000). With a range of colors and textures of 

foliage, natural elements of urban environment provide visual richness and 

seasonal variety (Figure 2.9).  

 

Figure 2.13: Plants defining the pedestrian way by separating it from the park , 

California (source: T+ Pocket Book: Landscape Architecture, 2004) 
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Planting can define a space and the function of a space (Figure 2.10). Planting is 

also used to give an appropriate scale, to give direction and to define and 

emphasize particular features or elements. In addition, soft l andscape enables to 

give a sense of harmony, contrast, continuity, enclosure and privacy. However, 

maintenance arrangements for all planted areas in urban space should be 

established, as upkeep is one of the components of liked environments. 

To sum up, in order to create a sense of place, all the mentioned elements ï

buildings, streets, squares, hard and soft landscape elements- should be 

considered as a whole. Embracing an overall point of view will enable to arrange 

elements that form a coherent visual sta tement (Moughtin and Shirley, 1996). The 

way all of the components come together is strongly effective on the urban scene. 

Writing about decorating a city,  Moughtin et al. (1995) mention concepts such as 

order, unity, proportion, scale, contrast, balance a nd rhythm between the 

components of a city. They argue that it is essential to consider such concepts 

while decorating a city. Probably one of the most important points in urban design 

is to compose the elements in relation to each other in consideration o f scale and 

proportion (Moughtin et al, 1995, p.25). G¿nay and Selman (1994) consider urban 

environments as consisting of positive and negative elements. Accordingly, 

structures, buildings (mass) compose the positive elements and open spaces 

(space) compose the negative elements in a city. They agree that the harmony 

between these elements, the texture, material and color are important parts of 

aesthetics. Consequently, the harmonic relationship of these components, which 

form the macro-form and silhouette of the city, is a determining factor in urban 

aesthetics. Therefore, it is necessary to create visual unity out of the diverse 

components of the city (Moughtin and Shirley, 1996). As Lynch (1960) states, the 

aim of urban design is to develop a strong urban  image out of the various 

components. 

 

2.7. CONCLUDING REMARKS  

  

A literature review on urban aesthetics shows that  there are many different 

approaches to urban aesthetics. However, within the mentioned sources, there are 
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also common opinions. These sources are in agreement that aesthetics is not 

concerned with only the sense of sight, but all senses. Yet, in some cases one or 

more sense may become dominant. Moreover, urban aesthetics is not only 

concerned with the physical qualities of an urban environment , but also people 

who perceive them. Many concepts have been mentioned in this chapter, which 

will guide this research during the analysis of the urban qualities and perceptual 

dimension of cities. According to the mentioned sources, some of the urban 

qualities which are necessary to create aesthetically satisfying environments are 

naturalness, upkeep, openness, defined space, historical significance, order, 

rhyme, pattern, rhythm, balance, harmonic relationships, complexity, diversity, 

coherence, legibility, mystery, spaciousness, identifiability, variety and novelty. 

Some studies explore these concepts in relation to the physical attributes of urban 

space, while others focus on the perceptual dimension highlighting concepts such 

as comfort, security, inter est, excitement, curiosity, exploration, discovery, wonder, 

involvement, relaxation, warmth, suprisingness, and attachment.  

In this thesis, the visual aesthetic and perceptual dimension of Tunalē Hilmi Street 

will be analyzed and discussed, focusing on the physical attributes of urban space 

and visual experience of people. The analysis will especially encompass the 

concepts used in the section 2.6. Visual - Aesthetic Analysis of Urban 

Environments.  
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CHAPTER 3 

 

RESEARCH METHODOLOGY 

 

 

This chapter is about the research methodology of this study which is based on a 

case study method. The chapter explains the method of analysis and the sources 

of evidence used for this study in detail.   

 

3.1. METHOD OF ANALYSIS  

 
The unit of analysis of this thesis is Tunalē Hilmi Street in Ankara. In the first part 

of the analysis, the location of Tunalē Hilmi Street in Ankara, its close proximity, its 

historical evolution of the street, its planning history and the land -use pattern is 

examined to introduce Tunalē Hilmi Street and to explain its major characteristics. 

The analysis of this part is provided in Chapter 4. In the second part of the 

analysis, the investigation focuses on the aesthetic dimension of Tunalē Hilmi 

Street. In this part, the examination focuses on the are a from Kuĵulu Park to the 

Esat Street intersection. This is the more commonly and publicly used area of the 

street. Also, the views of the users of Tunalē Hilmi Street are examined.  

 

As mentioned in Chapter 2, perceptual and cognitive dimensions play a significant 

role in aesthetics. Therefore, considering these dimensions while analyzing the 

aesthetics of a site will be very helpful to fully understand the aesthetic character 

of the site. It is not easy to measure perception, since the perceptual experien ces 

of people are based on their personal experiences and researchers do not have 

direct access to these experiences. Thus, perception is measured indirectly. Gifford 

(1987) lists the research methods on perception as self-report methods, time -

sampling method, behavior-inference method, psycho-physical method and the 

phenomenological approach. Since each method has weak and strong parts, the 
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multiple methods will be used for the investigation of Tunalē Hilmi Street. As 

Gifford (1987) argues, multiple method s help researchers to more fully understand 

environmental perception.  

 

In this research, the perceptual and cognitive patterns of the users of Tunalē Hilmi 

Street were evaluated by asking observers questions in order to draw inferences 

about the physical attributes and aesthetics of Tunalē Hilmi Street. The questions 

for this research are inspired by the questions that Gifford (1987) lists in order to 

investigate personal impressions in urban environments. The questions of Giffordôs 

(1987) questions are: 

 

 What is there? 

 Is it good? 

 Is it beautiful?  

 How does it make you feel?  

 

Similar issues are focused by the questionnaire of this research. However, the 

questions in this research are more specific and detailed. The aim is to investigate 

descriptions, emotional reactions, aesthetic judgments and evaluations of people 

through the questions. Furthermore, the questions in the questionnaire of this 

study aim to understand how people describe Tunalē Hilmi Street, how they 

perceive and feel about it and how they judge it.  

 

The key concepts which are investigated within the context of this research are: 

nice/good, well-maintained, colourful, well -organized, harmony, unity, variety of 

uses and visual features, well-planted (or well -landscaped), well-designed and 

necessary street furniture, colourful, safe, comfortable, enjoyable, exciting, 

boring/monotonous, mysterious, intriguing, surprising, predictable, legible/clear, 

open/spacious, closed/suffocating, and peaceful. 
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3.2 . SOURCES OF EVIDENCE 

This research uses quantitative and qualitative data which are based on the four 

major sources of evidence: written documents, direct observation, questionnaire, 

and cognitive maps. 

 

3.2 .1 . WRITTEN DOCUMENTS  

The first source of evidence includes documents which constitute written reports, 

books, articles, researches, formal studies or evaluations of the same site under 

study, articles appearing in the media and websites related to Tunalē Hilmi Street. 

Particularly this source of evidence is used for the first part of the analysis which 

encompasses the location of Tunalē Hilmi Street in Ankara, its close proximity, its 

historical evolution of the street, and its planning history.  

 

3.2 .2. DIRECT OBSERVATION  

The second source of evidence is direct observation. The case study area was 

visited several times to identify the land -use pattern in the first and second floors 

of the buildings. Also, photos were taken to identify the visual and aesthetic 

problems of the st reet, additionally; the street is analyzed through the urban 

design analysis tools. These analyses are provided through sketches and maps to 

analyze the visual-aesthetic character of Tunalē Hilmi Street.  

 

3.2 .3. THE Q UESTIONNAIRE  

The third source of evidence is the questionnaire held with the users of Tunalē 

Hilmi Street. The questionnaire consists of both closed and open-ended questions. 

ôClosed questionsô is a form of question which can normally be answered using a 

simple óyesô or ónoô, a specific simple piece of information, or a selection from 

multiple choices (no author, 2010). As t hey provide limited choice, it is easier to 

draw statistical results afterwards. óOpen-ended questionsô contrast with closed 

questions. They cannot be answered with a simple óyesô or ónoô, or with a specific 
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piece of information, and which give the person answering the question scope to 

give the information that seems to them to be  appropriate (no author, 2010). 

ñOpen-ended questions are sometimes phrased as a statement which requires a 

responseò (no author, 2010). 

In the questionnaire, there are ten questions that provide us with the opportunity 

to gather both to quantitative1 and qualitative2 data. Qualitative data is more 

difficult to analyze and draw statistical results than quantitative data. However, 

qualitative questions are likely to produce in-depth responses, and this is 

particularly required for a topic, like aesthetics. Furthermore, these responses are 

likely to give efficient information about the aesthetic character of the site.  

The first three questions are meant to give quantitative information about the 

street usage. They are closed questions which are: ñHow often do you visit the 

street?ò, ñFor what reasons do you use the street?ò and ñWhich parts of the street 

do you use more frequently?ò.  

 
The next two questions are open-ended and qualitative and as follows: ñWhat are 

the first features and places that come to your mind considering Tunalē Hilmi 

Street?ò and ñHow does the street make you feel?ò. They are not restricted with 

choices. Observers are free to provide their own answers.  

 
In contrast to the last two questions explained above, there is a group of questions  

that provides checklists with aesthetic concepts which are often used in this thesis. 

These concepts are: nice/good, well-maintained, colourful, well -organized, 

harmony, unity, variety of uses and visual features, well -planted (or well -

landscaped), well-designed, necessary street furniture, etc. With these questions 

the purpose is to make people relate these concepts with the street. They are 

expected to make judgments based on five different choices: óstrongly agreeô, 

óagreeô, ópartially agreeô, ódisagreeô and óstrongly disagreeô.  

                                                           
1
 Quantitative research uses numbers and statistical methods. It is based on numerical 

measurements.   

2
 Qualitative research is a non-numerical method frequently used for understanding human 

behavior. 
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As a result, it is possible to find out whether Tunalē Hilmi Street is nice or 

good/bad, well or bad -maintained, colourful or colourless, well or bad-organized, 

harmony/disharmony, unity/disunity, well or bad -planted (or landscaped), well or 

bad-lit, and whether the street acquires a variety/monotony of uses and visual 

features, and well or bad-designed and necessary/unnecessary street furniture.  

After these questions, there are two more open -ended questions that are expected 

to be answered freely, asking what the positive aesthetic and negative aesthetic 

features are in the street.  

 
In the questionnaire, there is another group of questions as checklists. The 

concepts which are investigated are for Tunalē Hilmi Street: colorful, safe, 

comfortable, enjoyable, exciting, boring/monotonous, mysterious, intriguing, 

surprising, predictable, legible/clear, open/spacious, closed/suffocating, and 

peaceful. Again, with these questions the aim of the research was to make people 

relate these concepts with the street. They are expected to make judgments based 

on four different choices: óvery applicableô óapplicableô, ópartly applicableô, ónot 

applicableô. As a result, it is possible to find out whether Tunalē Hilmi Street safe or 

unsafe, comfortable or uncomfortable, enjoyable or une njoyable, boring/ 

monotonous or exciting, mysterious/intriguing/su rprising or predictable, 

legible/clear or confusing, open/spacious or closed/ suffocating, and finally 

peaceful or restless.  

 

Table 3.1: Questionnaire groups of the research  

GROUPS NUMBER OF QUESTIONNAIRE  

People between 20 -29 years -old  13 

People between 30 -50  14 

People older than 50  7 

TOTAL 34  

 

The questionnaire was conducted with a total of 34 people (17 men and 17 

women). The respondents were chosen according to different age groups 

representing the young, middle ages and elderly people (Table 3.1).  



56 

 

 

Table 3.2. Information about the respondents regarding their age, sex and 

profession 

 AGE SEX PROFESSION WORKS/LIVES 

ON THS 

1 20 Male Student - 

2 23 Male Self employed - 

3 24 Female 
Student (Studying 

International 
Development) 

- 

4 24 Male Student (Stud. American 
Culture and Literature) 

- 

5 24 Male Student (Studying finance) - 

6 24 Female Technical Consultant - 

7 24 Female Landscape Architect - 

8 24 Female Landscape Architect - 

9 24 Female Industrial Engineer - 

10  24 Male Software engineer, 

musician 
- 

11  25 Female Engineer - 

12  26 Female Landscape Architect - 

13  27 Male Consultant - 

14  30 Male Self employed - 

15  31 Male Graphic Designer - 

16  33 Female House wife - 

17  35 Male Teacher - 

18  33 Female Teacher Lives in THS 

19  33 Female Optician Works in THS 

20  34 Female Beautician Works in THS 

21  36 Male Manager Works in THS 

22  38 Female Medical Consultant - 

23  38 Male Self employed Works in THS 

24  39 Male Pharmacist Works in THS 

25  41 Male Manager Works in THS 

26  42 Male Medical Civil Servant - 
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Table 3.2 (Continued) 

 
AGE SEX PROFESSION WORKS/LIVES 

ON THS 

27  48 Female Self employed 
Lives and works in 

THS 

28  50 Male Shop owner Lives and works in 
THS 

29  52 Female Housewife - 

30  58 Male Manager - 

31  60 Female Manager - 

32  60 Female Housewife Lives in THS 

33  65 Male Architect Lives in THS 

34  69 Female Housewife - 

 

13 of the respondents (38%) were in their twenties; 14 (41%) were in their 

forties, and 7 people (21%) were 50 or above. Likewise, to be able to include 

different opinions on THS, people from a variety of professions (industrial 

engineer, teacher, landscape architect, architect etc.) were chosen as respondents 

(Table 3.2). Also, the respondents were selected to include additional perspectives. 

For example, a mother with a str oller and a disabled person was included in order 

to gain the perspectives of vulnerable groups. 
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Figure 3.1: Figure showing why the respondents visit Tunalē Hilmi Street 
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Figure 3.2: Figure showing how often the respondents visit Tunalē Hilmi Street 
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Figure 3.3: Figure showing which parts of Tunalē Hilmi Street are visited more 

frequently by the respondents  
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Among the respondents, 7 of those (21%) who filled out the questionnaire work 

on Tunalē Hilmi Street; 3 (8%) live there and 2 (5%) both live and work there 

(Table 3.2). 22 respondents (65%) declared that they dominantl y used the street 

for the caf®s and restaurants (Figure 3.1). 17 (50%) stated that they use the 

street for shopping, while the rest of the respondents mentioned other reasons to 

visit the street such as walking and meeting friends. As for the usage frequen cy of 

the respondents, 12 respondents (35%) claimed that they visited the street every 

day (Figure 3.2). 6 (18%) stated that they visited the street three or four times a 

week, 5 (15%) claimed that they visited the street once in two weeks.  

 

3.2 .4. COGNITI VE MAPS 

 
The questionnaire also focuses on spatial cognition, which means ñthe thinking 

processes that help us, ñwayfindò (i.e., successfully navigate through an 

environment), estimate distances, recognize route cues, able to make and read 

maps, and generally understand the relative location in space of different placesò 

(Gifford, 1987, p.32). Spatial cognition can be examined through cognitive maps 

which refer to how places are arranged in our head. Legibility that means ñthe 

ease with which a setting may be recognized and organized by peopleò is also a 

key concept in terms of cognition (Gifford, 1987: 33). This method can also be 

categorized as a qualitative method. This is the fourth source of evidence used by 

this research. 

 

In order to understand peopleôs spatial knowledge of Tunalē Hilmi Street and to 

analyze the street in terms of the concept of legibility, individuals are asked to 

sketch a map of Tunalē Hilmi Street. A copy of the questionnaire is provided in 

Appendix A of this thesis. The examples of cognitive maps obtained through the 

case study are also provided in Appendix B.    
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CHAPTER 4 

 

SITE ANALYSIS: TUNALI HĶLMĶ STREET 

 

 

 

4.1. The Location of Tunalē Hilmi Street  

 

Tunalē Hilmi Street is located in the south of Kēzēlay -the commercial core of 

Ankara. It is situated in Kavaklēdere -a neighborhood in ¢ankaya district of Ankara 

(Figure 4.1). Tunalē Hilmi Street starts at Kuĵulu Park to the south and ends at 

Hacēoĵlu Street and Akay Street to the north.  

 

Figure 4.1: Ankara and the location of Kavaklēdere neighborhood (source: Personal 

archive of M¿ge Akkar Ercan) 
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To the east, it runs to the north -east direction with reference to Atat¿rk Boulevard 

where Iranian, American, German, Italian, Polish, French, Austrian and Egyptian 

Embassies are located. The Boulevard is connected with Cinnah Street and Iran 

Street to the south. As Tunalē Hilmi Street is on the route reaching to Atakule 

Shopping Center (the first shopping mall of Ankara) from Kēzēlay, and being the 

extension of Kēzēlay, it developed as a commercial center, and now functions as 

one of the most important high streets of Ankara. To the south end, Tunalē Hilmi 

Street joins Arjantin Street and Karum ïthe second shopping mall of Ankara, both 

of which have functioned as the lively meeting places of relatively higher income 

groups. Today, commercial uses extends from Tunalē Hilmi Street towards Arjantin 

Street and Filistin Street where brand mark shops, cafes and restaurants are 

located on the ground floors and where aesthetic/beauty parlors and f ashion 

houses are on the upper floors of the buildings .  

 
Kuĵulu Park, located at the beginning of Tunalē Hilmi Street and being a part of 

green belt of Ankara, functions as one of the major open green spaces of the inner 

city. As other parts of this green  belt, Seĵmenler Park and Botanic Park are located 

on the south of Tunalē Hilmi Street and Meclis Park on its north. Walking to the 

north, Tunalē Hilmi Street joins Kennedy Street that contains residential and office 

uses, and two petrol stations. Modern Art Center (¢aĵdaĸ Sanatlar Merkezi) and 

Chamber of Industry Building are also located on Kennedy Street, where it is 

connected with Atat¿rk Boulevard. On the east, G¿niz Street ïa residential street 

with a few cafes and restaurants on the ground floors and  a few offices on the 

upper floors- runs parallel to Tunalē Hilmi Street. On the west, Tunus Street ïa 

important street with commercial and office functions - runs parallel to Tunalē Hilmi 

Street. Beside cafes, restaurants and bars on the ground floors, important 

landmarks, such as the factory outlet of Kavaklēdere Wines, ķinasi Theater, 

TUBITAK (The Scientific and Technological Research Council of Turkey), offices 

and office buildings, a hospital (World Eye Center) and a five-star-hotel (Rixos 

Hotel) are located on Tunus Street. Bestekar Street that runs between Tunus 

Street and Tunalē Hilmi Street, reaching at Kennedy Street is particularly popular 

with its cafes, restaurants and bars.  
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Figure 4.2: B¿kl¿m Street (left above), ¢ēĵēr Street (above right), B¿lten Street 

(left below), Bestekar Street (below right) coinciding Tunalē Hilmi Street (source: 

Personal archive, 2010) 

 

 

Figure 4.3: ñMinibarò scenes from Tunus Street (source: Personal archive, 2010) 
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Also a minibar -the space created in the leisure practice of a group of young 

people- and hotel buildings make the street always crowded with young people 

(Altay, 2004: 3) (Figure 4.3). The other streets which intersect Tunalē Hilmi Street 

are: Esat Street, Bardacēk Street, B¿kl¿m Street, ¢ēĵēr Street, B¿lten Street, Abay 

Street, Buĵday Street and Hacēoĵlu Street (Figure 4.2). 

 

Figure 4.4: A map showing Tunalē Hilmi Street and surrounding streets (source: 

modified from Google Earth, 2010)  
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4.2. The Hist ory of Tunalē Hilmi Street in Kavaklēdere Neighborhood and 

Its Close Proximity  

 

The history of Tunalē Hilmi Street and Kavaklēdere neighborhood goes back to the 

foundation years of Ankara as the new capital city of Turkey. At that time, Ankara 

whose center was Ulus, looked like a small town. In the 1930s, there was a creek, 

called óKavaklēdereô (meaning óa creek with poplar treesô) (Kavaklēderem Derneĵi, 

2010). The creek, which gave the neighborhood its name, originated from the 

lower boundary of the Presidential Palace (¢ankaya Palace), running through 

todayôs Tunus Street and disappearing when it reached at todayôs Kennedy Street 

(Kavaklēderem Derneĵi, 2010). There were poplar trees along the creek.  

Tunalē Hilmi Bey (1871-1928), who gave his name to the s treet, was one of the 

leading members of Young Turks and Turkism activities3, and a respectable 

personality in the foundation years of the Turkish Republic. Tunalē Hilmi Bey and 

his family migrated from the Danube River to first Istanbul in 1877 due to 

Ottoman-Russian War.  After studying law in Geneva, he wrote articles for the 

periodicals of Young Turks. He worked as a writer and policy maker in different 

establishments of editorial offices or press of a newspaper, journals, associations 

and divisions. He also worked as an inspector, chief secretary, district governor 

and member of the Parliament of Turkish Republic and Ottoman Empire Assembly. 

He and his family moved to Ankara and settled down in Kavaklēdere neighborhood. 

                                                           
3
 The Young Turks (Turkish: Wǀƴ ¢ǸǊƪƭŜǊ (plural), from French: Les Jeunes Turcs) were a coalition of 

various groups favouring reformation of the administration of the Ottoman Empire. The movement 
was against the monarchy of Ottoman Sultan and favoured a re-installation of the short-lived 
YŀƴǶƴ-Ƥ 9ǎŃǎƞ constitution. They established the second constitutional era in 1908 with what would 
become known as the Young Turk Revolution. The term Young Turks referred to the members of 
the Ottoman society who were progressive, modernist and opposed to the status quo. The 
movement built a rich tradition of dissent that shaped the intellectual, political and artistic life of 
the late Ottoman period generally transcendent to the decline and dissolution periods. Many 
Young Turks were not only active in the political arena, but were also artists, administrators, or 
scientists. The term "Young Turks" has subsequently come to signify any groups or individuals 
inside an organisation who are progressive and seek prominence and power.

[1] 

(http://en.wikipedia.org/wiki/Young_Turks)  

 

http://en.wikipedia.org/wiki/Turkish_language
http://en.wikipedia.org/wiki/French_language
http://en.wikipedia.org/wiki/Ottoman_Empire
http://en.wikipedia.org/wiki/Monarchy
http://en.wikipedia.org/wiki/Kan%C3%BBn-%C4%B1_Es%C3%A2s%C3%AE
http://en.wikipedia.org/wiki/Second_Constitutional_Era_(Ottoman_Empire)
http://en.wikipedia.org/wiki/Young_Turk_Revolution
http://en.wikipedia.org/wiki/Decline_of_the_Ottoman_Empire
http://en.wikipedia.org/wiki/Dissolution_of_the_Ottoman_Empire
http://en.wikipedia.org/wiki/Young_Turks#cite_note-0
http://en.wikipedia.org/wiki/Young_Turks
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As he donated all his belongings to the state, his name was given the main street 

in the neighborhood in the 1970s.  

 

 

 

Figure 4.5: The layout of old Tunalē Hilmi Street and its surroundings by Ķlhami 

Atayolu between the 1940s and 1950s (source: Kavaklēdere Derneĵi, 2010) 
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Back in the 1930s and 1940s, there were 8 or 10 houses including vineyards along 

the creek (Kavaklēderem Derneĵi, 2010). Those vineyards were irrigated with the 

water of the creek (Kavaklēderem Derneĵi, 2010). The name of Tunalē Hilmi Street 

was ¥zdemir Street till the intersection with B¿lten Street until the 1970s 

(Kavaklēderem Derneĵi, 2010). Around Iran Street, there were vineyards and 

wineries (Kavaklēderem Derneĵi, 2010). Kavaklēdere Wine Factory was located on 

the place of todayôs Sheraton Hotel and Karum shopping mall (Eker, 2006; 

Kavaklēderem Derneĵi, 2010). In the wine factory, there was a room of Atat¿rk 

where he used to drink his wine and take a rest.  

 
Along the creek, there were embassies whose entrances faced to Atat¿rk 

Boulevard and whose gardens were directed to the creek (Kavaklēderem Derneĵi, 

2010). Kavaklēdere Tennis Club, with its courts, was also situated there 

(Kavaklēderem Derneĵi, 2010). In the place of todayôs Kuĵulu Park area, there was 

a bridge, the other side of which the house of the owners of K avaklēdere Wines ï

Sevda and Cenap And- was located (Kavaklēderem Derneĵi, 2010). Beyond, there 

was the two-story house of Celal Bayar -the third president of Turkish Republic 

(Kavaklēderem Derneĵi, 2010). There was a water reservoir in the place of todayôs 

Modern Art Center (Kavaklēderem Derneĵi, 2010). The creek flowed through the 

place where todayôs Tunus Street is located. Kennedy Street that had been lying in 

front of the water reservoir, had ended at the intersection with Atat¿rk Boulevard 

(Kavaklēderem Derneĵi, 2010). Kavaklēdere creek after reaching to Akay Street, 

disappeared into the underground drainage (Kavaklēderem Derneĵi, 2010).  

 
On ¥zdemir Street from Kuĵulu Park to Akay Street, there had been a few houses, 

orchards, a large vineyard and empty terrains. The creek Kavaklēdere whose water 

was clean enough to drink existed until the 1960s as an important element of the 

identity of ¥zdemir Street (Kavaklēderem Derneĵi, 2010). In the 1950s and 1960s, 

¥zdemir Street kept its residential character, while it started to develop as a 

commercial center in the 1970s. ¦niversite Apartment, which was built in the 

1950s was one of the earliest buildings on ¥zdemir Street (Aba­, 2002) (Figure 

4.15). Flamingo Patisserie, the florist Yasemin, Antique Tuĵra, and Subora 

Stationnery are some of the oldest businesses of the street, having served the 
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inhabitants here for about 40 years. Tunalē Hotel, designed by Dalokay in 1969, is 

one of the oldest buildings still standing on the street (Figure 4.19).  

 
In the area of  todayôs ¢elikler Arcade, there was an empty field which was used to 

play baseball and football. In the area where Marks & Spencer is located today, 

there was a supermarket called Balkanerler (Eker, 2008). A gas station was located 

in the place of Kuĵulu Arcade. Ses Cinema was in the place of todayôs Tapas 

Restaurant, and Batē Cinema was situated in the place of todayôs Tunalē Arcade 

(Eker, 2008). There was also Talip Cinema located on the street, which is used as 

a garage today. (Eker, 2008). After the closing of Kavaklēdere Wine Factory, the 

site functioned as a vinegar factory for a few years.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 4.6: Before the arrangements- Ankara during the Y¿cel-Uybadin Plan 

(source: Modified from the personal archive of Baykan G¿nay) 

 
In the 1950s, there was also a wood yard in the place of todayôs Kuĵulu Park, 

whose first name was Kavaklēdere Park (Kavaklēdere Derneĵi, 2010). The park, 
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with a natural lake and poplar trees, was adjacent to the Polish Embassy ïone of 

the first embassies in Ankara (Meml¿k, 2009; Kuĵulu Park Competition Guidelines, 

2002).  In 1957, an area of 811 m 2 was demanded by the Ankara Municipality from 

the Polish Embassy to widen Atat¿rk Boulevard. In return, a part of Kuĵulu Park 

was given to the Embassy. As the residents of old Ankara suggested using this 

area as a park, the Municipality turned the site into a park in 1958 (Kavaklēderem 

Derneĵi, 2010). In 1975, Vedat Dalokay -an architect and the mayor of Ankara 

during the period of 1973 -1977- redesigned the park and the park took its current 

form (Meml¿k, 2009). With the new design, the park was separated from the 

Polish Embassy by a new road, called Polonya Street. The southern part of this 

street was given to the Polish Embassy and a part of the Embassyôs site on the 

north was used for Kuĵulu Park. Moreover, the road that situated in front of the 

house of Sevda and Cenap And (now, the house of their foundation) and that 

would connect Gaziosmanpaĸa to Atat¿rk Boulevard was turned into a pedestrian 

road. The size of the park was consequently reduced from 21 m2 to 17 m2 

(¢apanoĵlu, 2009).  

 

 

 

 

 

 

 

 

Figure 4.7: After the arrangements (source: Modified from the personal archive of 

Baykan G¿nay) 

Unfortunately, the road separated the greenery and the north -south continuity of 

the park was damaged. However, with these new arrangements that included a 
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pool, a new cafe, sitting elements, a pool and a childrenôs playground, the park 

started to be more popular for the inhabitants of the area. The new road also 

negatively affected the poplar trees of the park (¥ztan, 2002). According to ¥ztan 

(2002), it is still damaging the trees in the park by causing them to dry.  In the 

1970s, the ambassador of Vienna, who was a friend of Vedat Dalokay sent eleven 

swans as a gift for Kavaklēdere Park (¢apanoĵlu, 2009). As a result, the name of 

the park was changed into Kuĵulu Park (¢apanoĵlu, 2009). Since then, these 

swans have become the most famous and well known feature of the park and the 

area.  

 

Figure 4.8: Pictures taken at Kuĵulu Park in the 1970s (source: Kavaklēdere 

Derneĵi, 2010) 

 

 

 

 

 

 

 

CƛƎǳǊŜ пΦфΥ tƛŎǘǳǊŜǎ ŦǊƻƳ ¢ǳƴŀƭƤ IƛƭƳƛ {ǘǊŜŜǘ (source: KaǾŀƪƭƤŘŜǊŜ 5ŜǊƴŜƐƛΣ нлмлύ 



70 

 

 

In the same years, the gas station across the park was knocked down and turned 

into Kuĵulu Arcade. In these years, Vedat Dalokay also changed the name of the 

street from ¥zdemir Street to Tunalē Hilmi Street. In 2006, the Municipality of 

¢ankaya and Kolleksiyoncular Association erected a statue of Tunalē Hilmi Bey in 

Kuĵulu Park (Figure 4.10). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 4.10: The statue of Tunalē Hilmi Bey in Kuĵulu Park (source: Personal 

archive, 2010) 
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4.3. THE CURRENT LAND-USE FUNCTIONS IN TUNALI HĶLMĶ STREET 

 
Tunalē Hilmi Street -one of the major high -streets of Ankara- encompasses a 

variety of commercial and office uses, beside its residential function. For this 

reason, it attracts significant number of users and consumers from all parts of the 

city.  

 

Figure 4.11: Photos showing the uses of the upper floors located on the street 

(source: Personal archive, 2010) 

 

The ground floors of most buildings on the street are used for commercial 

purposes, while the upper floors are used for residentia l and office purposes 

(Figure 4.11).    
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Figure 4.12: Map showing Kuĵulu Park, the buildings and their functions (ground 

floors) and the bus stops located on Tunalē Hilmi Street 

 

Along the street, the ground floors are occupied by shoe-shops, bookstores, 

jewelry stores, perfumeries, confections, glasswares, stationeries, small 

supermarkets, home appliance shops, pharmacies, banks, cafes, restaurants, 
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patisseries, souvenir shops, buffets, a top seller, a photographer, a dry cleaner, a 

tobacco shop, and a herbalist (Figure 4.12).  

 

Figure 4.13: Kavaklēdere Cinema (source: Personal archive, 2010) 

 

The part between Kuĵulu Park intersection and Kennedy Street intersection is the 

core of the street in terms of commercial activities. Kuĵulu Park (Figure 4.14) is an 

important landmark of the city, which plays an imp ortant role in the identity of the 

street. It is also an important public space for all people with different age groups 

throughout the year. It also hosts various events and festivals. Kavaklēdere Cinema 

which used to be another important landmark of the street is currently out of use 

(Figure 4.13). 

 

Karum shopping mall and Sheraton Hotel, located in the upper part of the street ï

from the Kuĵulu Park roundabout to Arjantin Street- are other important landmarks 

of Tunalē Hilmi Street. Especially the corporate plaza in front of Karum shopping 

mall provides an important gathering and meeti ng place for people (Figure 4.15). 
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Figure 4.14: Kuĵulu Park (source: Personal archive, 2010) 

 

The Polish Embassy on Cinnah Street and Kavaklēdere Tennis Club in the 

intersection of Kuĵulu Park are also located in this part of the street. The lower 

part of Tunalē Hilmi Street from the intersection of Kennedy Street to the 

roundabout of K¿­¿kesat Street are occupied by banks and by other commercial 

activities that are not as popular as those in the middle and south parts of the 

street.  

There are also twelve arcades along the street. Walking from the north to the 

south, the arcades are locates as: Necatibey Arcade on the K¿­¿kesat intersection, 

Beyoĵlu Arcade on the left side near K¿­¿kesat intersection, Tunalē Arcade, ¢elikler 

Arcade, Aynalē Arcade and G¿m¿ĸsoy Arcade on the left side of the street, Ertuĵ 
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Arcade on the right side, Kavaklēdere Arcade and Yetkin Arcade on the left side, 

Demirdºven Arcade and Seĵmen Arcade on the right side, and Kuĵulu Arcade on 

the right side of the street.  

 

Figure 4.15: Karum shopping mall and the corporate plaza in the front of the mall 

(source: Personal archive, 2010) 
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Figure 4.16: Pictures of some of the arcades in Tunalē Hilmi Street (source: 

Personal archive, 2010) 

 

There are two hotels located on Tunalē Hilmi Street: Ramada Hotel on the 

intersection of B¿kl¿m Street and Tunalē Hotel near Kuĵulu Park (Figure 4.17). 

Some other hotels in close proximity of Tunalē Hilmi Street are Neva Palas Hotel in 

Esat Street, Gordion Hotel, Dedeman Hotel and Ankara Royal Hotel in B¿kl¿m 

Street, Hotel 2000 and Class Hotel in Bestekar Street, Midas Hotel in Tunus Street, 

Aldino Hotel in B¿lten Street, Hilton Hotel in Tahran Street and Sheraton Hotel in 

Noktalē Street. The upper floors on Tunalē Hilmi Street are occupied by a variety of 

commercial and office uses. In the part between Arjantin Street and Kuĵulu park, 
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upper floors are used as aesthetic and beauty parlors, fashion houses, 

hairdressers, doctorôs and lawyerôs offices. 

 

Figure 4.17: Hotel Ramada and Hotel Tunalē (source: Personal archive, 2010) 

 

Between Kuĵulu Park and Kennedy Street, upper floors are occupied by 

educational institutions, such as language schools, driving courses, travel agencies, 

real estate agencies, insurance offices, financial consultant offices, as well as 

centers of some NGOs, some art centers, a few restaurants or pubs. The upper 

floors of the buildings in the south end are mostly residential uses, but few 

doctorôs or lawyerôs offices and financial consultant offices.   
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CHAPTER 5 

 

VISUAL -AESTHETIC ANALYSIS OF TUNALI HĶLMĶ STREET AND 

DISCUSSION  

 

 

 

This chapter focuses on and discusses the visual-aesthetic dimension of Tunalē 

Hilmi Street regarding the concepts mentioned in Chapter 2. First, the visual 

attributes of the street will be  analyzed. Afterwards, the findings of the survey on 

the ideas, thoughts and feelings of the users of the street will be presented.  

 

5.1. VISUAL -AESTHETIC ANALYSIS OF TUNALI HĶLMĶ STREET 

 

5.1.1. HARMONY  

On Tunalē Hilmi Street, every single building is different from each other; the 

fa­ades, windows, door types, and entrances show great variations (Figure 5.1).   

 

Figure 5.1: Sketches of three Tunalē Hilmi Street buildings with distinct fa­ades 

(source: Personal archive, 2010) 
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Likewise, there are not many similarities among the buildings in terms of their 

colors, and textures (Figure 5.2). The buildings are like the unique pieces of a 

patchwork.  

 

Figure 5.2: Buildings with different colors and styles in Tunalē Hilmi Street (source: 

Personal archive, 2010) 

 

Despite this difference, it is interesting to note that one does not really perceive 

the individual buildings on Tunalē Hilmi Street, but sees them as a continuous 

whole. Even people who have been on the street several times may not recognize 

a building separately with its details. We do not distinguish the details of the 

fa­ades, such as the windows, doors, and balconies. In the way we perceive the 

street, the buildings become abstract in a way (Figure 5.3).  
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This perception is probably the reason for the overall harmony of the streetôs 

architecture in spite of the fact that there is no common language between the 

buildings. Consequently, while the buildings differ from each other, they also come 

together in harmony like a patc hwork with distinct components forming a sense of 

unity.  

 

Figure 5.3: Conceptual figure showing the way buildings of Tunalē Hilmi Street are 
perceived  

 

 

Figure 5.4: Buildings covered with signs in Tunalē Hilmi Street (source: Personal  
archive, 2010) 
 

Having said that,  the signs that cover the buildings weaken this sense of harmony 

(Figure 5.4). The signs are so dominant that it is difficult to see the actual building. 
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The store and business signs on the street are varied in design and differ in color, 

size, shape and style. This lack of an overarching pattern or design guideline that 

shop owners need to abide by, as is the case in some areas, like Istiklal Avenue in 

Istanbul, limits the harmony and unity in the overall aesthetic feel of the street . 

The result is mismatch of signs, colors, etc. that brings the street a sense of chaos 

and disorder. 

 

5.1.2. RHYTHM  

There are buildings all along the street without almost any space between each 

other. This continuity gives the street a rhythm, despite t he fact that the buildings 

are different from each other in terms of style and fa­ade.   

 

Figure 5.5: Buildings in Tunalē Hilmi Street (source: Personal archive, 2010) 
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Figure 5.6: Buildings in Tunalē Hilmi Street (source: Personal archive, 2010) 

 

 

Figure 5.7: Buildings in Tunalē Hilmi Street (source: Personal archive, 2010) 






























































































































