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ABSTRACT

RECASTING AND TR ANSMITTING CREATIVE PRACTICES:
A PRACTICE THEORY APPROACH

Hajiamiri, Milad
Doctor of Philosophy, Industrial Design
SupervisorAssoc Prof. Dr. Fatma Korkut

August 2022164 pages

This dissertation explores the nexus of creative practices, thia¢ iwaysn which
sayings and doings of creative practices are linked. The study investigates whether
drawing on the social practice theory could lead to a new way of exploring and
understanding creative practices and to the identification of the waysch ey

are reinterpreted and transmitted. This study adopted inductive reasoning and a
grounded theory approach and started with an exploratory study to identify cases
from different fields including performing arts, visual communication and
industrialdesign edcation. The case studies reveal trafative practices are

complex andnultifaceted social phenomena; their development, sustainability, and
transmission involve practitioners, audiences, processes, tools, and various actors.
The study indicatethat peforming a creative practice requires following rules,
exercising skills and knowledge, reinterpreting and improvising with techniques
and materials, and interacting practitioners and audiences. The space where a
creative practice is performed lsetgenertave locus of the practice and has an

essential role in creating a milieu for its social reinterpretation and transmission.



Keywords: Social Practice Theory, Creative Practicdspcus of Practice,

Rejuvenation of #@ractice Meaningsof Objects
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CHAPTER 1

INTRODUCTION

1.1  Background of the Study

Understandig the correlation betwedrumans and the material world broadens our
knowledge about people and their actions.

The conventional industrial design perspective is based on fully defining the user
and product relationship. The designers' job is to ident#ypttential use and outén

the benefits of a designed object matched with specific scenarios. For instance, the
function of a hammer is precisely defined; it generates hard hits if used as designed.
In this perspective, the raw material is shaped anatuimto the designed objsc
expected to be beneficial and deliver the intended outcome. Additionally, the recent
user experience design approach embeds the pleasure and positive experiences in
products or services and suggests focusing on the hammeniegiesce that

influences ser expressions and feelings.

I n other words, it is accepted in curren
interpretation of the usguroduct relationship has been broadened, defining the

product functions, and directirthe experience of usedahuman emotions.

These emotions are closely connected to the meanings of designed objects and are
defined in three multileveled domair8ensory/aesthetic, cognitive/behavioral, and
personal/symbolic (Cupchik, 1999, p. 77). Aduhtlly, the meaning of thgs and

the reasons that people consider particular possessions as their most cherished,
special, treasured, important, or favorite were discerned through profound empirical

inquiries from consumer behavior and psychology figl@sikszentmihalyi &



Halton 1981; Dyl & Wapner, 1996; Furby, 1978; Kamptner, 1991, 1995; Kleine et
al., 1995; Richins, 1994b, 1994a). These surveys significantly influenced the product
attachment and product longevity literature.

Over the past two decadeigsign researchers haveveloped theories of emotional
attachment and identified, evaluated, and developed strategies for strengthening the
relationship between humans and products. (Chapman, 2009, 2015, 2017; Chapman
& Nick, 2007; HainesGadd et al., 208; Mugge, 2007; Mugge ai., 2008, 2010;
Schifferstein et al., 2004; Schifferstein & Zwartkrslgrim, 2008; van Hinte,

1997; van Nes & Cramer, 2005). These studies have shown that product acquisition
can affect the behavior and the relation betweamwmer and product. In i
regard, narratives, which often relate
a c g u i Chapcan,2009), are identified as a substantial factor in attachment.
Through empirical studies investigating the relationship betveesisumers and

their domesc electronic products (DEPs), Chapman demonstrated thagigifig

is the most common way to create narratives for consumers to feel attached to their
products (Chapman, 2009, 2015).

Besides narratives, sedikpression, groupffiliation, pleasure, anenemories are

also claimed to be the four determinants of product attachment. (Hoyer & Maclinnis,

2008; Mugge et al ., 2008) . Unl i ke ot her

t

(0]

~

n \

det

relatively straightforward guidelines to affectgro ct at t achme’/ht 6 ( Mugge

influencing memories is described as challenging for designers to intervene. As
Kaygan (2008) discussed, this difficulty exists due to the inaccessibility of the
emotion that arises from individuals' personal connectiatis pvoducts. In other
words, human actions do not simply form through our interactions with objects'
physical and experiential attributes designed to produce particular and predefined
results. We live in a world where objects also use and shape peaplenifesting

goals, makingskills visible, and reflecting identities.



Another way to embed meanings in objects and influence the product attachment is

to personalize the products before or af:
or fAmass tdermnsagn allsienvied to engagean the evediien and

co-designing processes and personalize their products. Figure 1 demonstrates the
relation between product attachment and the amount of mental and physical effort
consumers can invest in th@roduct through the edesigning process to form an

emotional bond. Moreover, a similar approach can be observed in halfway product

design in that users can be encouraged to engage in the design process by leaving a
space to embed their creativity andqmnal experience in thequuct (Fuaeluke,

2009).

Personalisation

....................................

Figure 1l Conceptual model illustratg the effect of effort invested in the products
on influencing the emotional bond between consumer and product (Mugge et al.,
2009)

However,si nce the user soO Isare valied,deggagingaind s ki |
personalization task or completing an unfished may also result in failure,
unexpected outcomes, dissatisfaction, or abandonment. Consequently, the
personalization tasks or halfwayoglucts address a limited number of users willing

to dedicate their time to trying a temporarily exciting experieht@ther words,

these strategies seem to influence the establishment of new markets more than

creating a solid bond between users and yrtsd

No object is proposed to the consumer
availability of objects is the foundationéfp er sonal i zati ondé O
freedom to choose causes us to participate in a cultural system

wily-ni I I'y. €& The most iaahgfchoosimgnt t hi ng &



is that it assigns you a place in the overall economic order.

eéClearly O&éper son aihgiaznete iadverting f ar from be
ploy, is actually a basic ideological concept of a society which

Opersonali zes6 object oanegatebel i efs sol e
persons more effectivelBaudrillard, 1996/1968, p. 114)

This contradiction indicates a need to understand the various perceptions of
meanings of objects that also appear in other domains. The embedded meaning in
objects can also support iitgting and maintaining social exchanges and
interpersonal relationshspCultures across the globe have rituals associated with
changing status, acquiring a new role, and leaving a previous one. For instance,
weddings, baby showers, circumcision feastd, graduations are the most common
changeassociated ritualsvan Gennp 6(%$9091960) seminal workLes rites de
passageincludes the study and analysis of such rituals and human behasiors
individuals and as a group. He underlined the problems and thsesomeone may
encounter by disposing of an old state and acquiring a new one and addressed them
through the <conceptual ifithaseiclangesariay beér i t e s of
dangerous, rad, at the least, they are upsetting to the life of the group and th
individual. The transitional period is met with rites of passage which cushion the
di st ur(vara®ennepl9094960) Regarding their order and content, rites of
passage are dividedto three stages: separation, transition, and incorporation.
Briefly, through the separation phase, a person or group detach from a previously
fixed social structure or cultural conditions. Later, during the transitional period or
Al 1 minal p hsaoschabge arel adhpsatos new roles or cultural structure
become ewent. Last, during incorporation, the individual or group integrate/s with

the new role or status in a relatively stable state

During these transitions, individuals' attitudes, possessamd behaviors may also
change. As illustrated iRigure2, each role requires different skills and knowledge,

SO receiving the items associated hwihat role or status, especially from the
experienced ones, can support the individual or group, reducing the anxiety of being
a novice and provoking necessary confidence in performing in the new(iddg/er

& Maclnnis, 2008, p. 448)in other words, it he transition i s fimar ke



witnessed, and supported, it creates a kind of experiential map-dofeelf e | op ment 0o
(Lertzman, 2002 p. 4. For example, passing the belonging of a master to his/her
apprentice or handing over a family obj&éoim one generation to another can create

a milestone (Ahd®eal, Paavilainen, & Koskinen, 2017).

d

Use of products and Reflexi luati
= engagement in rituals s—) fro e’:: evaluation
to establish role 1 OMEES

New role due to ) Lack of knowledge/

transitions confidence

E 4 (- ,

Enhanced
|_J Role Confidence €

'SolF-Conupi

Figure2 Model of role acquisitiorfHoyer & Maclinnis, 2008p. 448

AModes of transitionod pr e steankbefolowgditoact i c a
design interactive products for addressing the issues that individuals may encounter
during transitional situation®zenc, 2011)To design for transition Ozer{2014)

noted four lenses, life narratives, performance, ritual, andneutiat should be

considered during the process that requires understanding, conceiving and refining,

and assessingrigure3).

Based on the previous studies discussed albige framework was found to be
insightful, anda need for an exploratory study arésainderstandhe interrelation

between objects, meanings, and transition.
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1.2  Evolution of the Aim of the Study

Before conducting an exploratory study, this research aimed to delay and alter the
disposal consideration of the objects by directing the individuals and groups in the
transtion process to@ss and acquire their used items. In addition, the study intended

to develop emotional values that might emerge from a collection of narratives about

o bj e c t-down céremondes and their use by varied users.

Based on this aim, as iitrated inFigure4, the study initially planned to gather data

by designing an object, configuring a gfiving ritual, and coining a tradition in

which lastyear students would give a gift to the figstar sudents. Accordingly, the

researcher identified the transition from high school to university and graduating

from university as two ordinary but crucial routines for investigatibime first

transition starts after graduating from high school and whersttient starts to

change from a high school student to a university student. The second transition

begins as the student prepares to leave the university and graduate during their last

year of undergraduate educatibae. efilbe@gdesi gne
to be exchanged repeatedly; each time the-year students become the getr

studentsthey would be expected to pass on the objects they received four years ago.
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Figure4 The tradition of a gifigiving ceremay of passing a welcoming gift frc

first-year students to the fingkar studerst

However, during the exploratory study, varied concepts and dimension® of th
research topic emerged, as did the need for further understaofliggecific
practices,relain s hi ps, and structures. This cal/l
grounded theory as a method for generating and analyzing qualitativeGtdar

& Holton, 2004)

Before presenting the final version of the aim, goal, and research questioyld

be clarified that theyvolved and developed through a grounded theory approach
and based on an exploratory study followed by three case stlisiessedn the
methodology chapter of the thesis. Furthermore, during the early phases of the
analysisof the first two cases, the researcher found a close connection between
theoretical ideas in social practice theories with his study and shifted the focus of the
reearch from product attachment to the interwind relation of things, people, and

practicesand their mutual constitutive qualitiésatour, 1999; Reckwitz, 2002)



1.3  Aim of the Study

In his book,Social Practices: A Wittgensteinian Approach to Human Actauity

the SocialSchatzki defines a practice as "a temporally and spatially dispersesl nexu

of doings and sayings" (Schatzki, 1996, p. 89). Social Practice theory framework
provides a fresh lens to explore and understand the creative practice as an
indispensable part of the design profession and education. Creative practices are
complex and muifaceted phenomena, and their transmission involves practitioners,
processes, tools, and various actors. This study aims to understand what a creative
practice is byexploring creative practices through diverse case studies from different
fields, includirg performing arts, visual communication, and industrial design

education.

1.4  Goal of the Studyand Research Questions

The goal of this research is to investigate ieaus of a creative practice (i.e. the
certain ways in which sayings and doings are linkedrgative practices) and

explore how these practices are recast and transmitted.
Following are the main research questions that this investigation seeks to answer:

- What are the ways in which the doings and sayings of creative practice are
linked from the social practice theory perspective?
- What are the ways in which a creative practice is reinterpreted and

transmitted?

15 Structure of the Thesis

This dssertation istsuctured irio five chapters.

The thesis started bgxploring the research area and background, followed by the

study's aim, goal, arésearch questions.



Chapter 2 presentsligeraturereview and thekey conceptsegardingthe practice
theory and discuses the importance of practice theory fatudying creative

practices

Chapter &xplainsan exploratory studthat was conducted basewl thebackground
of the studyand presentéindings and dscussion This chapter alsqustifies the
methodological apach explaining theresearch methogdgata collectionand

analysisprocess

Chapter 4presents three case studibatwere utilizedin order to investigat¢éhe
variousaspects otreative practicein varioussettings.Thefirst case study is about
Kawk handover ceremony inaditional Turkishtheater, investigating the influence
of this object and its recurrent ceremonytriaditional Turkishtheater.The second
presents the study dfie creative practice of an illustrator who has been drawing
every tem of his deceased grandfather in his shed since JBE3last casevas
conducted in an educational setting in order to expkbie emergence and
development of a creative practice coomity in the Middle East Technical

University (METU) industrial desigdepartment's firsgear industrial design studio.

The last chapter presents the conclusions of the study concerning thehresea
guestionsthe contribution of the studythe potential areas for futuresearchand

theresearch limitations






CHAPTER 2

LITERATURE REVIEW

2.1 What is Practice?

Practice is a common term that implies varied meanings. It may refer to actions and
doings rather thn theories or ideas, a habit or way of doing in a usual or expected
way, consistent training to improve or build up a particalaitity, or the job or
business of a professional organi zation
research in sociasciences, on the other hand, refers to a set of relationships

Ai nsepar abl e (Boudlieul1988099D,qr84) i t y O

This chapter starts with a brief epistemological account of practice and then moves

to theories of practice in the literature. It begins by positioning the practice theory

within other theories in social sciences. Next, discussions related to the ways in
which Apracticeo has been conceptualized e
recognizing practices6 constituent el eme
these elements will be described. After presenting these theoretical concepts, the type

and relatios beaween practices will be further argued. Finally, the origin and
development of the notion of practioeiented design as an example of the

implication of this theory in design studies will be presented.

From an epi st emol ogihastwb gepeealnegnmgs.tThevist, A pr
is to acquire a competency by dril/l or r
and the second iIis to exercise a skill, |
implies drill in preparation for theeal work, wierea the later implies theeal work

itself (Cook & Brown, 1999) For their conceptual model of knowledge and

knowi ng, Cook and Brown refer to practic

11



engineers, managers, physicians, woodworkers, etc. (in whichyiniégandrill and

otherrotel i ke activities can play an i mportant p
practice from behavior and action, stating that behavior refers to any type of doing,

whereas action refers to meanindused behavior. Inthissenggad i ce i s fAacti on
informed by meaning drawn from a particul ar
activities of individuals and groups in doi
particular organi z@ook & Brawn, 1890) Figpliyothey cont ext O
underline the i nterplay between knowledge a
knowing as Athe epistemology of practiceo ar

is a strong source of organizational innovatiBig(re5).

INDIVIDUAL GROVP INDWIDUAL GrouvP
]
EAPLICIT ERPLICHT
— * bosnon ) =
T THCAT
CNORLEDGE BRIDGING EPIEFTOMOLOGIES

Figure5 Knowledge and KnowingCook & Brown, 1999, p. 383)

2.2  Practice Theory

This section focuses on social practice thdibeyature. It explains the place of the
practice theory among other social theoried marrows down toward its implication

in design literature as the practicgented design.

Practice theory is an evolving social theory, and there is nesiaadits-all
theoretical approach to practice. Anthropologist Sherry O(fi#84)was one of the
first authors who used the term fAiPractice

Giddensod6s studies on practice. The practice

12



to the contemporary understanding of a wide range of is€besatzki, 2001a)

Specifically Bourdi euds and Giddensoés

including learning(Lave & Wenger, 1991; Wenger, 1999; Wenger et al., 2002)
consumption and consumeulture(Shove & Pantzar, 2005; Shove & Warde, 2001;

mp act

Warde, 2005) design thinking(Kimbell, 2011, 2012; Tonkinwise, 2018nd

sustainable desigiKuijer et al., 2013)

The practice theorists do not adhere to a uniform understanding of the practice

neithe r Giddenso6s struct ur Qutliheoai a Theoeyoof y

Practice(19721977)andThe Logic of Practic€1990)provided specific answers to

nor

guestions such as fAdAhow pr a(hovexreak 20d2ner g e,

p. 4)

R e ¢ k wsighifzcénsarticle,Toward a theory of social practices: A development
in culturalisttheorizing,presents practice theory as an alternative to other forms of
social and cultural theories. He clarifies the position of practice theory first by

distinguishng the types of social theory for conceptualizing human behavior:

purposeoriented theries, cultural theories, and nomniented theories. Then, he

identifies the practice theory as a subtype of cultural theories next to mentalism,

textualism, and intetbjectivism Figure6). Reckwitzdistinguishes practice theory

from others by expl ai métfengphasi®addeg] placethei c e t

soci al i n mental qualiti eReckwitg 2002) n

Types of social theory
[unit of analysis]

Purpose-oriented theory Cultural theory
[single actions] [various, see below]

Norm-oriented theory
[normative consensus]

[human mind]

‘ Mentalism ’ Textualism Intersubjectivism

[discourse] [communication]

Practice theory
[practices]

Figure6fi T h e p o s i tica tleeary votliin spcraladheoy b ased

(Kuijer, 2014, p. 25)
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Unl i ke ot her soci al t heori es, the theory o
Opracticesd6 and it treats pr adcReckeitg,s as t he
2002) Kimbell refers to Reckwitzandsat es t hat APractice theori
analysis away from a micro level (individuals) or a macro one (organizations or

groups and their nor m&imbell, 80123 Accordinglyet er mi nat e
Apr act ieflndamentalainitoffsociakel s t €Showeeedal., 2007, p. 1,2)

and Aboth soci al or der and (Schatzki 96du al i ty &
13).

221 The Notions of Practice

Schatzki (1996) recognizes practice as three distinct notions. For the first notion, he

suffices to preent a general meaning of practice and to define practicing as a learning

process through repetition carried by individuals to improve an ability dr skil

Schat zKki does not further (1996, @uB%md fidevel opn
instead prefers tatus on two more complex concepts of practice wBichve and

Pantzar (2007)efer to them as practiegsentity and practicasperformance. To

discusghese two notions, this section is divided into two parts. The first part presents

discussions of howhe elements of practice are identified in conjunction with the

ways in which they d¢Bourdiee, 0801990 p.8Hamd ds i n tir
form the pactice as an entity. The second part discusses the significance of

performing practice as the vital pet closely connected to the concept of

recognition of practice as an entity.

2.2.1.1 Practice as an Entity and Its Constituent Elements

Cooking, voting, indusial and recreational practices are mentioned by Schatzki
(1996, p. 90) as examples of practices. Adow to him, a practice can be defined
Afas a temporally unfolding and spatially di ¢

say that the doings and saymnforming a practice constitute a nexus is to say that

14



they are | inked i n Recwitdamsthweamais pathfaysd 9 6 , |
are entailed to form a practice. First, through practical understanding. Second, by

way of explicit rules, principk precepts, and instructions, and lastly, via what
Schat zki (1996) def i nmesdata s 2002, leeladdedatfef e c t |
Agener al understandingd as the fourth <co
sayings of a practice can be achiewbbugh practical understandings, rules, a
teleoaffective structure, and general understandingshreSc z ki ' s wor ds, fi|
not just do, but also say, things when carrying on a given practice by way of pursuing

ends, carrying out tasks or sets théma being imbued by particular emotions and

gener al u n (Behatzkit 201V ,doi 180) s 0

Reckwitz (2002) discusses the meaning of practice and the elements which hold it
together by <clarifying the diffeference be
to the correspondences of these two words in GerPiaaxis and Praktiken,and
discussesthattrei ngul ar f orPmxi®ifs fApmlayx tfiare oe mip hat
describe the whole of human action (in
Howeve in the sense of the theory of soci
Abl oc k0o wh idooha set ef linked elgmerdseln his words,

Afa oO6practiced (Prakti k) is a routini
consists of several elements, interconnettazhe other: forms of
bodily activities, forms of mental ac
a backgound knowledge in the form of understanding, kimw,
states of emoti on a nReckwita 2002 at i onal K r
p. 249)

Alan Warde referstoReeki t z6s i1 dentification of cons

and simplifies them into three main comporseriie discusses the implication of
practice theory in consumer research and claims that practices are organized entities
composed of coordination betweémree components which are understandings,

procedures, and engagements.

On the other hand, Shove andnzar (2005ayroup these components into three

interdependent el ements and calll t hem @

Later in their bookThe Dynamics of Social Practice: Everyday Life and How It

15



Changes, Shove, Pantzar and Watson retitle thesemetds as matgls,

defin
stuff

t

competences, and meanings. Il n their
tangi ble physical entities, @&amgdetencése
include fik&kw, | and&nowchni qpeaemysencdrpasst her mor e,

Asy mbmdani ngs,

Bakvuru

elements of practice.

Tablel Elements of practice as identified by various scholars

Practical Understanding

el - Explicit Rules, PrincipleBrecepts, and Instructions
(1996) .
- Teleoaffective Structures
) - Practicalnderstanding
Schatzki - Rules
(2002) - Teleoaffective Structures
- General Understanding
- Bodily and Mental Activities
- Knowledge which Includes Kndwow, Ways of Understanding,aftting & Feeling
Reckwitz - Routinized Structure/Process
(200b) - Discourse/Language
- Things and The Ways They Are Used
- The Individual/agent who carries the practice
wace | presenng
(2005) - Engagement
- Competences
Shove& Panzer | Meanings
(0%:) - Products

Gram-Hanssen | -

Knowhow and Embodied Habits
Institutionalized Knowledge and Explicit Rules

(2011) - Engagements
- Technologies
Shove etal. | E:Ac;r;r[;ﬁ;ence
() - Material
Kuijeretal. | ﬁlﬂses
(2013) - Stuff

16

i de asShoveaat dl.,, 20R2pp. t4Hatal ons o (

k ay na]jsmmarizds thowa variodsescholars identify the

C



Above mentioned scholars have been protyprominent sources for many other
researchers working on practice theory. For insta@amHanssen (2011) and
Kuijer et al. (2013)were inspired mainly by the work of Wardend Shove,
respectively, and use parallel terminologies for studying bathiaxgipe and energy

consumption.

This variation denotes practice theory's openness and flexibility for interpretation on
classifying constituent elements of witinging practies to study various aspects

of social life. Shove et a(2012, p. 40mentionthat they deliberately prefer their

simple representation of elements in order to focus more on how the links between
elements of practice are connected, sustained, or disdedn&bey state that
Apractices emerge, p er s ichdns between elementa nd d i
of these three types are mdb)elpillustiatet ai ned
their approach, Shove, Pantzar, and Watson (2012) exemplify thatrthoough

different cases such as driving and skateboarding practices. Trseyibde
skateboarding as a practice that exists because of the complex combination of the
skateboard as an object and the street as space (material), with the physical abilities
required to get on the board and use the possibilities of the street to paifferemt

tricks (competence), along with the rules and norms that shape skateboarding and its
different meanings to its practitioners and observers (meaning).

They take this ation one step further and come up with three possible scenarios

based on assung that the practices are composed of relevant elements that exist in
the world, waiting to be connecté8hove et al., 2012, p. 28)ne scenario indicates

that the related ements can exist, but they are unlinked. In the second one, elements
are conneted, and they form practices. Third, the practices fall to pieces as links

between elements disapp€Bigure?).

17



Ex-practices

Proto-practices Practices Links no longer
Links not yet made Links being made being made
Competence Competence Competence

O O
@ O @ O

Meaning Material Meaning Materal Meaning Material

Figure7 fi P r -practices, practices, and-pxr a ¢ t(Shave et al., 2012, p. 25)

According to Shove et al., the practice elements are interconnected and
Atransformati veo. By this, they decl are the
existing elements constitutes new practices, they also reciprocally influence and

shape each other (2B1p. 32). A brief history of skateboarding shows how this

practice and its elements evolved as surfers decided to put wheels on their boards

and carry the surfing practice to skateparks and streets. This example indicates first,

Ahi st or i es hthé reppeseatedtini tree ormnof agchronological sequence

of crosssections, each revealing the character of the elements involved at different

mo me nShevé et al., 2012, p. 3@igure?). Second, analyzing a practice can be

caried out by following how a single element changes, influences, or forms other

elements by following the recurrent performance of practitioners

2.2.1.2 Performing a Practice

The study of practice a8 s pati ot empor al entity should al
a c t i(Sehataki, 1996, p. 90). Schatzki (1996) distinguishes between the practice
as an entity and performance. Nevertheless, he explicitly mentions the intimate
connection between thesetwonotonand st ates that fieach of t|

sayings constitting a practice is only in being performed. Practice in the sense of

18



doi ng, as a result, actualizes and sustai |
(Schatzki, 1996, p. 90)Later,he further explains the practice as an organized set of
actonsAccording to him, the actions which ¢
doings and sayings, or actions explaast t hes:¢
t hat Aby O&ébodyiilnygsdoilngnse asnndacsta ons t hat

bodilyandno by way of do {Sohgtzkis 200hept5B)i ng el s e o

I n a similar way, Reckwitz refers to fdpr
by a multitude of single and oftenuniqueactis r epr oduc (2008, p.t he pr
250). Furthermore, praite can be recognized through recursive performances of
well-trained human bodies and minds. Based on these discussions, it can be
concluded that practice can be analyzed by studying theimaysch specific levels

of bodily competencies are acquired.

Warde (2005) and Shove et al. (200/Qummarize the ways in which practices are
understood: practicasentity and practicasperformance. They both have the

same opinion that the life of eachdependent on the other. Wa(@805)refers to
Giddendost hsewmaiya of structuration and stat
a pr a(e L34)Skove et al(2012)alsoconclude that the existence of elements

and their mutual connections are covered through the flashes of performances. For
instance, the praci ce of Askateboarding exists as
elements, consequently figuring as an entity whiah loa spoken about and more

i mportantly drawn upon as a se(Bhowtt resou
al., 2012, p. 7)The practicen the sense of performance carries out the praatce
entity. This expl ai ns t hseandfeadarés becdusetof i s k a 1
countless recurrent enactments, each reproducing the interdependencies of which the
practi ce i(Shove wampdll, g. &)dhe relations between constituent

elements of practices are established and maintained onlygthroonsecutive

instants of performance.

To further discuss the distinctions between pradgentity and practicas

performance, Kuije(2014)suggests an adjustment anetiraws the practice model

19



of Shove and Pantzar (2015). She visualizes a pesasia constellation of groupings

of elements, bound together by a multitude of connectieigsi(e8).

Figure 8 A practice as a constellati of groupings of elements, interconnected
through a multitude of link&uijer, 2014, p. 50)

Moreover, she uses this model to illustrate how various performances of the same
practicein different situéionsintegrate elements and connections, forming practice
as an entity. This new model also highlights the significance of some elements
comparedd others as they commonly or always present in different performances
(Figure9).

Performance 1 erformance 2

Figure9 The Practiceasentity contains all the more and less essential elements and
links in different practiceuijer, 2014, p. 53)
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2.2.2 Practitioner (Performer)

As discussed in the previ-emm ad e cenitointsi,e :
(Schatzki, 1996, p.® comprised of constellations of interconnected elements
carried out by people as practition@rui et al., 2017; Schatzki, 199@)ractices are
performed and closely connected to human's everyday actions. Reilaxties
the performer of social practice as the T
of bodily behavi our ded aomrdesitahdedr fithfoes t @r avthto
Furthermore, he/she Ais not oaurlbytalsoar rri er
of certain routinized ways of wunderstand
this sense, training the body to perform skillful routinized physical, mental, and
emotional actions can be understood as the outcome of social praRecksitz
further expl ains, At hese conventionalize
knowing how and desiring are necessary elements and qualities of a practice in which
the single individual part (Reckwitza20@2sp, not
250.Thi s approach is based on Giddends coni(
world, which he developed through investigating the repetitive activities of everyday
life. In his words,
AHuman soci al a c t -reproducing isemsnil i ke s ome
natre, are recursive. That is to say, they are not brought into being
by social actors but continually recreated by them via the very

means whereby they exp(Gidders, t hemsel ve
1984, p. 2)

Shoveet al. (2012) state that analyzing the dal world based on this model is a

radical shift from previous approaches, where understanding,-koeyvmeanings,

and reasons are viewed as personal attributes. Accordimglgkateboarding
exampl e, Athe significance, arepatsipgyse and
contained within the heads or bodies of skateboarders; rather these features constitute
the practice of skateboar di n{hovecetal.,whi ch
2012, p. 8)
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Although individuals are not placed in the centeadlsis in practice theory, they

have a cruci al role in practices. I n Shove
practice depend on changing populations of more and less faithful carriers or

pr act i (Shoe etalr, 2042, p. 64)ithout the pefiormers regularly carrying

out the practice, practice cannot exist or sustain. In other words, the existence of
practice as an entity is closely connected 1
real life (Shove et al., 2007, p. 13)he performers ocariers of a practice are the

agents who actively integrate the elements, reproduce, and transform the practice.

However, it should be noted that practice as a social entity is composed of various
reproductions and per f oritnsa nac eést.y pieAd pafa cht @ hcae
and understanding that appears at different locales and at different points of time and

i s carried out b y (Retkwitzf 2002em t25Q. bDivekrse/ mi nd s 0
performances are therefore inevitable. The following sectiondudBcusses the

performance of different carriers who have varying levels of competences to carry

out the same practice.

2.2.3 Communities of Practices

So far, ithas beemliscussed that besides the interconnectedness of certain elements,

practices rely on theegubr performances of skillful individuals. Nevertheless,

carrying out a practice does not rely on the actions of particular practitioners and

those with only a specific level of competendestheir studies of apprenticeship,

Lave and Wenger (1991gfer tothe practice as a social learning and dkilllding

process in which novice practitioners become full participants. Under the term

Al egitimate peripheral participationo (p. 2
learners and experienced préotiers in developing communities and practices. In

his book, Wenge1999)i dent i fi es practices as fian ongo
p r o c(p.402)dor him, practices are the property of specific communities created

over time through the constant puit of a joint enterprise. He refers to these kinds

of groups as ic o nf\Wwengen 1999eps45)ofi np Waaoigiec @S0 wor d
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Acommunities of practice are groups of
problems, or a passion about a topic, and whoetedpeir knowledge and expertise

in this area by I nt @emger é¢tal.n2002,@.hanotiom ngoi ng
of communities of practice will be further discussddbonetheless, it is essential to

note that studies through observation of thé f@m novice to master indicate that
community and practice evolve and constitute one another by embracing the multiple

levels ofinvolvement(Wenger, 1999, pp. 10221)

Reckwitz also refers to the communal pro
theory considers all components of practices to be public. For these components to
be public is for them to be accessible to obaton and interpretive perception on
the part of partici p é&edkwsitz 2047 p. tbbpshatekv er s o f
also underlines the role of observers by explaining pracsasset of considerations
that determine how people act. In thesise, it does not regulate action by prescribing
specific actions to be carriemlit by offering things to consider when actiagd
choosing. Thus, when observed, it relativizes the how versus the what of actions
(Schatzki, 2009)In this sense, the practi@udiences are not passive viewers; they
explain, evaluate, and interpret the practice by hearing, seeing, feeling, and
undest andi ng. I n other words, Aithe practic
not only understandable to the agent or the agehts aarry it out, but also to
potenti al observers (at l east ,pwk50.hi n t he
Accordingly, pactitioners with different levels of expertise, witnesses, observers,
audiences, and potential practitioners form a communitii@sihteractively share
a certain amount of knowledge, meanings, and materials. To summarize, in the words
of Reckwitz (2002p. 250):

A practice is thus a routinized way in which bodies are moved,

objects are handled, subjects are treated, things angbdesand

the world is understood. To say tha
is indeed a tautology: A practice is socias, a i t is a O0type

behaving and understanding that appears at different locales and at
different points of time and is carriedtday different body/minds.

t
0
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224 Connection of Practices

To this point, the elements of practice and the notions of practice &p amdi
performance have been argued. So far, Apr a
singular. This section, on the other hand, Yattus on relations between practices

and discuss how individual practices can .
composemor e ¢ o mp | €Schatzki, 4966, p. @6k s 0

AThe aggregation of practiceso actcesa key f ea
hanging together in the (8cbaizkit2009,ppt 44o0n of soc
45). This view suggests that, as gtiaes are performed, they may overlap with other

practices and form new and more complex entities. Furthermiquery act iges over |l a
not just through same and orchestrated temporalities (through same and orchestrated
organizational elements generally), baiso by virtue of doings and sayings

bel onging to more than one practiceodo (Schat
constituat elements connect and form practices, practices can also come together,

link, and compose bundles and complexes of prac(i8bsve et al., 2012). For

exampl e, Shove et al . (2012) (1e9®)and t o Bor go
point out that the etions of masculinity overlap in earlier practices of driving and

repairing and make these practices a spatial and tempait} @rigure 10).

However, such linkages are not permanent, and as meanings, competences and

materials evolve, the connections between practices disappear, sustain or emerge.

Today the meanings of these twragtices have been clgad, and they are not

connected anymore. Hence, while a practice emerges or disappears through
connecting and disconnecting its elements,
circulate within and between many different practijceonstituting a fornmof

connective tissue that holds complex social arrangements in place, and potentially

pul | s t [iShave ehqd., 22012, P. 36)

24



Driving N
‘ Competence Y I .

Competence Repairing

Meaning of driving associated
with masculinity and hence ‘\_
with other practices including !
those of repair

Material

Material

Figure1l0 Elements between practices (Shove et al., 2012, p. 36)

Shove ¢al. (2012)carry thisdiscussion one step further by classifying the type of
connections between practices. They identify bundles and complexes as the two
ways i n which practices | inkkntpgtens he on
based on the elmcation and ceexistenceo f practiceso (p. 81)
practices that need an adequate water supply to enact in the kitchen are gathered
aroundthe tap and washbasin and form a bundle of practices. On the other hand,
compl exes ir e pmoeesnegrated sombimarns,seme scadende that

they constitute newShvettial2012 p.81). Drivingire i r 0 Wi
the past, for instance, used to be dependent on a set of practices, each with distinct
compositions of meanings, matds, and competence oMever, different practices

merged over the years so that today driving is considered and performed as a single

practice.

2.2.4.1 Dispersed Practices and Integrative Practices

Schatzki (1996) classifies practices into two different categories: dispersed and

integrative. He identifies the practice of describing, ordering, following rules,
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explaining, questioning, reporting, examining, and imagining as examples of
dispersed praaies that are scattered broadly across various spheres of social life
(1996, p. 91)Kuijer (2014) inspired by the study of Warde (200&)soadds and

di scusses practices of Ai mprovisingo and fe

The dispersed practice of a particular acti
primarily, usuallyexcla i vel vy, by the underst®ewdi ngo of t
p . 91) . Understanding in this sense require
carry out, identify/attribute and promote/respond. Schatzki (1996) further explains,

despite the first two feates, that knowing how to promote or respond is not a

ubiquitous aspect of dispersed practices, and the dispersed practices that lack this

component of understanding follow the rules.

Integrated practices, on the other hand, constitute specific fieldxiall §fe and

have a much mor e c wong intelligibility anticsilated uncah . AThe
integrative practice is more elaborate and embraces a greater variety of actions than
that articul at e d(Schatzkial99b, pslp2garning, Husipessact i c e 0
voting, teaching, celebration, cooking, meational, industrial, and religious

practices are all examples of integrated pract{@shatzki, 1996)However, the

dispersed practices are not simply assemblages of the integrated practicegh Throu

their extensive dispersion across varied aspectsooflslife, they meet with

integrative practices and occasionally transform as they are incorporated. The
dispersed practice of describing, for instance, includes different sayings and doings,

and itis understood in different ways as it is imbued withadintegrated practices

like education, religion, or cooking.

2.2.4.2 Practice-oriented Design

InJanuary200 project called ADesigning and Cons.
Processeso sotfarttheed faGula upeaer tof Comsumpti ono

collaboration between Lancaster University Department of Sociology, University of
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Durham Department of Geography, and Birmingham Institute of Art and Design at

the University of Central England. This prot aimed to study consumption by
investigatingtherelt i ons bet ween objects and pract
rat her thamnd@mguési ai ond at he(Cultureb afn t he
consumption, 2006)In December 2006, the project was finatl, and the key

outcomes of the project were publishie@007 inthe booki The Desi gn of Ev
L i f e-authored by Elizabeth Shove, Matt Watson, Martin Hand, and Jack Ingram.

In this book, based on social practice theory, Shove et al. intrpdacteee-oriented

designas an alternative foroductcenteddesign andisercentreddesign and state

that Adesigners have an indirect but pot
what p e (Shoveeet afl, @07, p. 134)heir approach suggeshifting the

unit of analysis from user studies or market redearo i wa y standiig andn d e r
influencing t he evolution (@007, prlddrt i ce (
Accordingly, they claim that the use and exchange values do not lie in products or
meanings assigned to them,; Il nstead, It
manyacti ons in which goods are e(@bhwalded ar
et al., 2007, p. 135As a step toward the implications of practaeénted design,

Shove, Watsa, and Ingram developed and presented a manifesto call#eiD

(Practice Oriented Prduct Design). Briefly, this manifesto offers designers a

different perspective that guides them towards understanding the dynamics of
practice and identifying points fortervention(Shove et al., 2006Practiceoriented

design has been mainly used isgarch for sustainability, energy consumptaomd

food wastgHebrok, 2019; Kuijer & de Jong, 2009)

2.3 Conclusion

Practice theory describes human behavior in terms of edtextion models and
shared normsPractices consist of interrelated elements tlzat be grouped as
materials, competencies, and meanings. Materials include human amdiman

elements Competencies can be viewed as distributed between people and things
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Meanings incorporated from the notions that developed in pradiuogbermore,
practice as aentity formthrough constellations of interconnected elements as they
are reproduced and transformed through different performahtdhis regard,
humars are the bodies and mindand the carriers of practicesof repetitive
performancesPerforming a practice inlesvarious numbers of practitioners with
different leves of expertise. Accordingly, a practice is socialrieag and skiH
building developed ovettime in a community comprisingoth novel and
professional practitioners Finally, by sharing materials, meanings, and
competencies, practices dynamically relate to one anothdiffearent domains,
overlap and fromlosing bundles or stronger complexgBich can be regarded as

dispersed or integrated

The literdure review provided a point of departure for conducting further studies and
gainng a deeper understanding of the nexus of creative pracficesrding tothe

main concepts ithepractice thegr approachesreative practicecan be defined as
multifaceted phenomen and understandinghem requires research from various
perspectives and within the context of rkfa situations.To gain an understanding

of the contexdin which creative practes are practiced and to obsearal identify

the relationship betweenr e at i v econstituant élemenes,sChapters 4 and 5
present a methodology position along with the studies conducted in response to the

research questions.
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CHAPTER 3

METHODOLOGY

This thesignvestigates the nexus of a creative practicetfieecertain ways in which
sayings and doings are linked in creative practices) and egplonethese practices
are recast and transmittethe aim of this study is tanderstandvhat a creative

practice isandseeks to answehe followingresearclguesion:

- What are the ways in which the doings and sayings of creative practice are
linked from the social practice theory perspective?
- What are the ways in which a creative practice is reintegreted

transmitted?

This aim and the research questionsre developed through a grounded theory
approach and based on an exploratory samdythree case studies

This chaptepresents th exploratory studynethodological positions adopted by the
researber, andan overviewof data collection method€xplainingthe analysis

processes

3.1  An Exploratory Study

As briefly mentioned in the introduction, an exploratory study was conducted to
determine a framework and tevelop the aim of the study and reseajgéstiors.

Based on the background presented in firs¢ chapter the following research
guestion was framed in a way that can be answered through qualitative research
method.
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- How do the ways in which products are acquired or passed on alter their

meaniry, usage, and life cycle?

The purpose of this questi was to investigate the special meanings that objects
acquire, beyond the physical and aesthetic qualities, as the result of recurring human

social interactions in different contexts.

In order to explae different axes of the subject and dig for the itleta extend and

clarify the research question, the researcher adopted a qualitative methodology and
conducted two senstructured interviews. An important factor that influenced the
resear c hefthié methodhfar studygng the alteration of theamieg, usage,

and life cycle of products based on the ways they are acquired or passed on was the
need to observe and record the possessions, which interviewees find valuable,
meaningful or special becashey are received from others, where they geryerall
keep them in their home. Capturing the condition and observing how these items are
used and kept do not provide only firgind data but also the availability of these
items during the interviews assigtspondents as cultural probes and memory

trigger.

3.1.1 Data Collection and Analysis

Regarding the exploratory nature of this study, the researcher selected two
informants from different ethnicities to investigate and receive diverse responses and
feedback. hie interviews were conducted during the COMI®parmemic, so before
visiting the interviewees in their homes, the researcher followed the advised health
protocols and preventive measures issued by the Ministry of Health of Turkey.

The interview questionwere prepared based on the research question, figcasi
the objects people found special because they are received from others. The
researcher also prepared a constant interview form and an interview guide that he

used during the interviews. The intemigyuide includes an introduction part and
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openended questions. It introduces the researcher and follows up with brief
information about the study goal, how the data will be collected and used and

informs the interviewee that the conversation will beiaadid video recorded.

The first interview lasted 4Minutes and was conducted in Turkish in April 2020 at
the interviewee's home. The interviewee was 35 years old female, married, and had
no children. She was a Ph.D. student and worked as an instrugtonigersity. She

was born abroad and lived in Safbolu, Turkey, for four years. The second
interviewee was 42 years old married male with-gedrold boy. He is seff
employed and has been living and working in Safranbolu since birth. The interview
took place in May 2020 in the garden of the intervietvse handlasied 30
minutes. The interviews were divided into parts. The first part included the question
and answers to the first six main questions, and the second part of the interviews
included moe detailed questions and started after the reseadoiiserved and
recoded the itemgheinterviewees mentioned during the first p&igurell, Figure

12, and Figure 13 are exXamples of the items that interviewees presented to the

researcher during the interviews.

The researcher followed the content analysis method (Cole & Stemler, 1988) to
discover insights, concepts, or themes from the data. After listémiting records,

the interviewer fully transcribed the interviews and stored them in Microsoft Word
documents. During and after the transcription process, the quotes that the researcher
found valuable or related to the object's meaning, usage, and life wgre
highlightedin the same Word documents. Later, similar quotes were classified under

the same categories and formed the initial findings.
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Figure12 Family heritage and belongings of the deceased grandfather of the

second interviewee
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Figurel3The® cond i nterviewee showed her mot h

bread and described hdwmadei usi ng hi sndgoolandf at her 6s

3.1.2 Findings and Discussion

The findirgsof the studyareexplained under the following themasdsummarized
in Table 2 Intangible gifts,valuing the nonfinancial costMlemento gtoryteller
objec), enhancing aelationship, gifting to self, familydentity, functionality, and

skills and knowledge.

Table2 Findings of the exploratory study

EXAMPLES GIVEN BY
INTERVIEWEES

Intangibleassets that have sentimental valu| A poem learning aboutaninsight,
Receiving somealuableadvice

THEMS DESCRIPTION

Intangible gifts

Nonfinancial cost of an offering Time, labor,and psychic efforthat
isspenton preparing, making, or
buyingsomething

Valuing the
nonfinancial cost

Storyteller objects,téms that are associated| Items that are related to childhood

Memento with pag eventsand memories and relationship with family or
friends

Enhancing Items thatrepresentthe relationshigs Heirloomsor the used items of a

relationship family memberor a friend
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Selfrewardingfor accomplishing a task or Rewardingselfby buyinga
Gifting to self achievinga goal desirable reward odoingan
enjoyable activity

- . Objects thatrepresent a famil istory or Inherited objects associated with a
Family identity . : .
heritage family profession
An objector tool that assistits userin Atabletop desk organizer
Functiality performingbetter or spending less time and
energyon a task
Skillsand Transferring akillor knowledgeto someone | Woodworking
knowledge else

Through this studythe researddrs learned thatangibleandintangible itemsare
exchangd through social practicas various contextd-urthermorethe findings of

this study indicated that intergenerational relationships play an important role in the
perception of an item as special addition, he findingsof this studyassisted in the
evolution of the aim of the thesis.dhangedhe focus of the stugdyvhich aimedto

delay and alter the disposal consideration of the used objects thtbegh
development of emotional bondswith objects and shiftedtoward exploiing the
objects, events, activities, and processes closely connecsatisd practices To
explore this remsarch areathe researcher followed inductive approaches te
grounded theory methaghdconducted literaturereview onsocial practice theory

that ispresented ilChapter 2.

3.2  Grounded Theory: Discovery of Theory from Data

This study followed inductive approaches and ubedjrounded theory method in
generating and analyzing data. Grounded the@s/developed bywo sociologists
Barney Glaser and Anselm Stray{$967) based on the discovery of theory from
data Even thougy grounded theory emerged from studies in medical sociology, it
has been utilized in other disciplines, such as anthropology, psychologyegsusin

management, design, and education. |t
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study and a methodfordee | opi ng t heor i e(@harmag, 2006,¢per st an
10).

Glaser andtrauss (1967) identify the constant comparative analysis and thabret
sampling as the distinctive characteristics of grounded theory. Analysis in grounded
theory requires invegiating the similarities and differences of an incident compared

to other incidents. However, it should be noted that the analysis process sbbul

wait till all the data is collected. On the contrary, data collection and analysis are
interconnected prossesn grounded theoryCorbin & Strauss, 1990 his means

that the analysis process is initiated as soon as the first set of data isdyathere
According to Glaser and Straués967) theoretical sampling is the process of
gathering data for comparative analysis. During theoretical sampling, the researcher
needs to be more sensitive in collecting and analyzing data since the first sample or
ca® influences the collection and analysisthe subsequent samples or cases.
Unlike survey sampling, each sample or case is the basis for the formulation of the
next, and this process continues until the researcher reaches theoretical saturation
when all he constructs that constitute the thearg adequately represented by the
data(Starks & Trinidad, 2007)

Figure 14 shows the overall data analysis process of the grounded theory method
preseted byCho and Lee (@14). The initial coding process of the data followed the
open coding method, which is the first coding stage in the grounded theory approach.
The open coding process requires multiple reflective data readings to identify and
label caggories based on silarities and differenceslhe process of interpreting

data through open coding involves breaking down data analytically to give the
analyst new insight into phenomena reflected in the @tabin & Strauss, 1990)

As Gibbs (2007) sugests, the criticalgant in coding is not to become too tied to the
initial codes constructed and think of them as a starting point. However, in order to

generate analytical codes, researchers need to keep comparing systematically. For

35



instance, researctecan ask themselves seri es of HAwhat i fo ques

them in investigating all the dimensions of two different phenomena.

Theoreticalsampling
Based on concept
For representativeness & consistency

.
*
.n

Data collectlon'- Open coding ‘-. Axla[codmg ", ~ 5e1ectwe cndmg’,

: s :' -Sclccllonofacore
! Fmdingrelalnonshls ! category

sseant®

*Conceptual labeling :
«Categorizing

*Observations
sInterview
*Visual material rown‘w .,

«Checking H

between categories

K %, conccptual densnty

estmua,,
L34 .,
-t e,
.
.
'C-c.-."
petmag,,
.t '-
e,
.,
ey

s L 'I
........ RLITTLL .

Memos Constant comparison
Field notes Between incidents, data and theory
Acquire conceptual details For precision & consistency
To avoid bias

Figure14 Data analysis procedure in grounded theory approach (Cho & Lee, 2014
p.9

Rather than a specific metthor technique, grounded theory is said to be a style of
conducting qualitative analysis using theoretical sampling, constant comparisons,
and coding paradigm to assure the idea develop(Bémaiuss, 1987).

Although samplingdata gathering, and data &ss occurred simultaneolysas
intertwined activitiesthe researcher tried to describe them individually and explain

the overlapped parts the following sections
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3.3 Case Studes

This study employed a case study methodologyvimich three case studies e
conducted. A case study examines an event, activity, process, document, or subject
in depth (Creswell 2009), aride design of a case study involves identifying when,
why, and how questions in a situation to examine a caseuphly( Yél dér ém
k i mk2816).Using a case study, one may investigate a phenomenon over an
extended period of time in one or more settings (Bhattacherjee, 2012) as well as gain
a deeper understanding of the sample of real peopleairife settings (Cohen,
Manion & Morrison,2007).

As will be discussed furthethe analysis of creative practices as multifaceted
phenomena through various case studies provides a rich understanding of what
creative practices are and how they can be transmitted and Aaastingly, based

on the finding of the exploratory study and order to explore various aspects of
creative practiceghe researcher developadd conductedhree case studies after
discussing them with his thesis advisor and thesis monitoring committee.

The first case focesl on theKavuk handover ceremony in Tkish traditional
theater, investigating the influence of this object and its recurrent ceremony in
Turkish traditional theaterThe main reason that the Kavuk and its handover
ceremoieswereselected for a case st the unique quality of the Kavuksan
intergenerational object that haspportedthe traditioral creative practice as is
passed from one generation to anoted assigldin preserving Turkistraditional
theaterover the last six decadeBherehas been aoticeabledecrease in botthé
number of audiences and the number of performers in Turkish théatrasaz,
2018) As this issue may be a consequence of a number of global and local factors,
it is worthwhile to examine how a simple object,diigh its relationship with its
holders, audiences, events, and places, has contributedut&ish traditional

improvised theatre for five generations and has become a symbol of traditional
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Turkish creative practicé&urthermorethe handoverof the Kavukfrom a master to
his apprenticén Turkish traditional theatemand receiving th&avuklutitle is known
asa signof reachingmasteryin thisfield. Therefore, this case study aims to provide
insight into how building a tradition and passing on the pogsessf a master to

his apprentice impacts the future of a traditional creative practice.

During the transcription and analysis process of the first case and through discussion
sessions with the thesis advisor, it was decided to conduct a second cade study
gain a deeper undeanding of the emergence of creative pracdiod its relation to
intergenerational objects amtheritance The second cadavestigated the creative
practice of an illustrator who has been drawing every item of his deceased
grandather in his shed sin@013.Through this case study, the researcher had the
opportunity to follow and observe a contemporary creative practice, from its origins
until the present day, and analyze how it was initiaggdlved,and carried out over

time. Furthermore, since thetsst's illustrations and drawings have become popular
through the internet and mass media, this edsehad the advantage of analyzing

the reflection of an international audience that follows the artist's work online.

Finally, acase study was conducted in an educational setting in order to etk@ore
ways in whichcreative practices can be transferred tommunit/ of learnersThe

last case employed primary data acquisition methods to accumulatbaficst
knowledge regardinghe emergence and development of a creative practice
community inthe Middle East Technical University (METU) industrial design

department's firsyear industriadesign studio.

The analysis process of all three casesxplained in one section for pral
reasons; the researcher followed the same process for analyzing tbietlatases
and the data collection and analysis processhefthreecases oveapped (for
instance, during the data collection of the last case, the interpretation prottess of

first and second cases were continued).
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Furthermore, during thelata collection andanalysis process dhe case, the
literature about the social practitteeory and the interrelation betwetire object's
meanings, objects, and competencies as thstitotive elements of the practices
was scrutinized. Duringheseprocesss the aim of the study and the research
guestions evolved toward understanding theueeof creative practice and how

doing and sayings of creative practices connect.

3.4  Data Collecion and Analysis

Table 3 presentsn overview of the studies and data collection metheatgpractical
reasos, data collection procedusareexplained in detaiafterthe introductionof

eachrelatedcasein Chapter 4.

Table3 Studies and data collection methods

Data Collection Number of Duration of
Method Interviews/Audio-visual | Interview/Audio-
files visual files
Exploratory Research Interview, Observation | 2individual interviews 30-40 min.
(Faceto-face)
Case Study $ustaninga Audiovisual recording | 2 audiovisual record 35-60 min.

Traditional Creative Practice | of the Kavuk handing
Through a Recurrent Event: | over ceremonies
Crowning with the Kavuk

Case Study The Shed Project] Audiovisual recording | 1audiovisual records 80 min.
The Emergence of a Creative | of an interview withthe
Practice FNIAaGE | NI
and posson his social
media

Case Study IEmergence and | Part |Autoethnography | 1 autoethnographystudy | -
?ﬁr\;edgflrg?g;gi: g&?&g:g;‘ty Part Il 8 classmates (Zoom) 20-40 min.

METUFirstyear Industrial Intsrwew withstudents i
Design Studio andtutors 2tutors (Zoom, Facéo- | 40-85 min.

face)

Audio recordings arevalid qualitative data generally transformed into text for
amalysis. However, transcription from audio recordings to text may miss some visual

aspects of the da{&ibbs, 2007, p. 3)To preserve the visual aspects of the data, the
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researcher transferred theleo recordto MAXQDA 2020 software. MAXQDA is

a qualitdive data analysis software that offers a systematic solution employed mainly

for documenting, transcribing, and analyzing data. A significant part of this program

and the main reason it was usedthas study is that it assists the researcher in writing

and keeping track of thoughts, in the form of memos, at every stage of the
transcription and analysis processes. Writing as a thinking process is crucial for

gualitative analysis, and memos suppo# flow of the ideation process. Glaser

describes memossa ft he t h euprofi ideasnapoutweodes and their
relationships as they strike the anal yst w
paragraph or a few pages ¢€ idedtionbasddarust s t he
data with perhaps a little concepteal a b o (Glaser, @978 pp. 884).

Adding memos to MAXQDA is not limited to adding and recording notes. Each
memo can be linked to any part of the audiovisual material, transcription, codes, or
other previously added memdsigure 15). Moreover, memos can also be tagged,
sorted, and organized, and it is possible to search for a specific warthse across

them Figurel6). These features are very efficient for retmgvnoted ideas needed

for further analysis, comparing the themes and insights, and reaching higher levels

of abstraction and conceptualizati@ho & Lee, 2014; Gregory, 2011)
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Figure 16 A Screenshot from MAXQDA 2020 software showing the memo
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From the beginning of thiganscription process, the researcher conctiyrended

and wr ot e not es

usi ng

t he

me mo

featur e

par adiFigureol?7). (Since the esearcher was carrying out a verbatim

transcription process, he could detect insights, pause the transcrigib@sg write

down thoughts as a new memo, or add notes to previous related memos and continue.
i nv ol v efscatagdries, itdriust also telethbey a n d
resear cher muc(Stramsg 1987, . A7dhe trandergption @cess

AWhil e coding

ended with 215 segments, and a segment usually encompassed one or two paragraphs

linked to its playable clip from the interview or codesm other cases.

After fully transcribing, the text and the recorded video were reviewed several times,

and tre coding process continued until no new categories or relevant code emerged.

During this process, while some segments were categorized underthmar one

code, some of them were divided into two or méiigjre 18).

etc.

Data collection Coding Memoing
: —ﬂ
pome"
‘/< L~
-
\
e F<
—
——
rd
—>-
—

€tc.

Figurel7 Coding Paradigm (Strauss, 1987, p. 19)
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t o MixedMethods  Visual Took  Reports tio
5% MEE EoE E &>, B0
e i — mal Arches
nom Pe;m Symm mm sm« S:;mems 8 o 9@«“ 5 Project from Activated Documes ots  Fdes . Data
mEF IG6G L & 03 X | [4Document Browser: i i project-wi i BB LLPE O ®B L ¥ & L= X
lﬂ.“wm“ 2152 [Mert (o<t (+)\Competence/Mastery 14 ¢ Bl2esrsesren 88 @»
o s
1 & -
.“‘{ 'S::: et LS ‘: “ Matt Callanan: So you drawing every or you plan to draw every single item in your grandfather's
o} We Make Succe, [} shed.
(5 BBC Raciod Ske. 0
[ X_Full BSC Radi. ° © Lee Jon Phlllps yeah every every Iast item yeah sommmmmu
B Kavuk wa s on | do
o Kavuk Ferhan §.. 6 2 8 L€ i
i (& G B B ompetence/Mastery - ey inteliii s 3 T 7 i
down 4 quit simple rules and | didn't kind of redraft them they were really easy for me to kind of, just
W Code Syslom 258 scribble on paper. and and they did not change since they kind of, since | wrote them first.
b ' © Sothe first the first ruleis | as an item or the objects that
auwcuzmeremstmdsdﬂarmhng.lieofdudmecumdma-ndalmhndofswﬂSO
""" ‘; rule number one If the item can be picked up and | can rubit in my hands without it crumbling, that's
P an item and | have to draw it so irrespective of its size. Rule number two if the packet or the
& container has already been opened by my grandfather | empty the contents, draw the contents
1 e T A o separate, put the contents black in the jar and draw the jar or the container full. Number three if the
° commmronheapm:kathaan’tbea\op«ndbymygm&amucuznmamlotsofhngshe
2 bought and never (unintelligible) to use them before before he died, Il just draw them as found. |
7 won't Iwon't open it. And then the last rule and | think that's this is it this is the one that kind of really
10 shaped the project is ifthere is multiple of the same item than | have to draw them all
7 independently.
2
6 20 Lee John Phillips:
0 Today | think there was one, there was one jam jar that | think had maybe over 500 nails in it. around
12 ) 500 nails, | think there were one screw in there which was sort of great. | kind of kept t till I was in a
‘: defeated mental state and that kind of. and that little screw gave me the boost | needed to crack on.

Figure18 Coding process in MAXQDA 2020

This chapter presents three case studiesduced in the previous chapter as part of
examiningthe objects, eents, activities, and processes associated with creative
practices. A detailed explanation of the data collection process is provided in this
chapter, followed by a discussion of each case. This chapter concludes with a

conclusion regarding all three case
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CHAPTER 4

CASE STUDIES

4.1  Case I: Susaining a Traditional Creative Practice Through a Recurrent

Event: Crowning with the Kavuk

This section presents the background of the first case study explaimeng t
conventional meaning of the kavuk, a traditional man's headdress, that represents a
charater Kavukly in Turkish traditional theater and the way it turned into a symbol

of leadership and the highest level of mastery and competence in this field.

Thedre, a performing art and one of its most collaborative forms, plays a significant

role in shaping numerous aspects of society. Theater collaborates with other forms

of art and creative disciplines, including literature, painting, music, dance, lighting,

and design. Traditional Turkish theatre, on the other hand, does not commit to
literature orany kind of writing. Metin And(1992) indicates that the traditional

Turkish theater comprises two major traditions referring to two separate
environments: Peasatiteater tradition © y | ¢ t i y a)tinrrurabaveasgamd e ne j |
folk theater tradition{al k ti ya)r osuugbhenajeas, part.
the capital of the Ottoman Empire. Animal imitations, dances, puppet, and
improvisational plays are some examples & peasant theatekarag® zhadow

theater, puppet ardrtaoyunuare the prominent genres of the folk theater.

Ortaoyunu (fAmiddle playo) i's played in t
audience, in line with a particular canvas/play structure, acaaegbdy music,
dance, ad imitation( Ay k a - , 2 Bigur¢l9). Atypical &taoyufu consists
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of four main partsB a k | gintrgdeiction), Tekerlemgrhymes),F a s(at), and
Bi (final( K- yar, 2011)

~ A

Figure19 A photograph from an Ortaoyunu during the 19@Dda Oyuny 2022)

Similar to the comic conversations betweKma r a grd Hacivat, the main

characters of the traditional Turkish shadow thedtgufe20), the sgnificant part

of an Ortaoyunu is the entertaining conversation between the oppokste

characters oKavuklu( it he man who wear s aPikevkuk 0, t he
(Amaster 0, (Fghre2l).eldewonactdaldgue between these two lead
characters develops in an i mprovisational m:
counterpart an occasion to make a joke, a witty rensarke repartee and the other

is the principle whose reply containsthaa k , wiAnhd, 1979p k e 0

During Ortaoyunu, Kavuklu faces absurd or difficult situations, like unemployment,
and @ attenapts to assist him. Together, they represent diffeceml classes.
Their differences are also observed in their languadelevKavuklu uses a plain,
dai |l y Tu Oloftes bises the pakaeeldialect and an elite language adorned
with Persianword¢ K- yar , 2011, pp. 22
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JUNNCI pYSURY  CyUNU

ElsnRl1va 087

Figure20 Curcunabaz [dancer, one on the left, one on the right], Haondtlle
|l eft) and Karag©®z (middle right) in the
ceremony) [ Kstanbul Met r o *lzihtaaan MNMWOMI9Qi p

Figure21 A photograph from an Ortaoyunairca 1930s. It shows Kavuklu (on the
| ef t )@ (intRe middl&), and a third character (ontherigh a hi n., 202 2)
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Rasi m ¥ zt-20R1), aprqfesstoBmabplayertbieP i @eHaracter, explains

the interplay of these characters as follows:

I n theater, especially in traditional T
comedy, actors should know each other very well. Accordingly,
pl ayers must have a very good interplay

| was the bestaor in Ortaoyuncular who had a well interplaigh

Ferhan kensRPiyk ek @rav ulktlerzam] was f or med. I
this approach the second man [ PikekO©Or ]
You must, because I f you donot recei ve
from a same jke, with the same pace, with the same stylglay,

you can't sell your own jok@raci, 2012, pp. 21i213).

Nevertheless, the aim of Ortaoyunu is not centered on situations that the characters
face; it conveys the reality of the society using persondgtaeir relationships and
through the actualtof a neighborhood. The space can be a neighborhood, a corner,
a fountain, or a coffeehouse, that is, the places where people visit and gather in their
daily lives(Tekerek, 2001, p. 31)

Humor is a traditionlagenre by which the Turkish society has bgeotecting its
criticism dimensions. Critiques which are synthesized with humor are better
acknowledged and accepted. The preserving of traditional Turkish improvisational
performing art is important since ises this mechanism and carries it to public
spaces creating common sodaltural discussions. Comedy has an essential social
function in Turkish traditional theatre; it separates right from wrong, shows what
should and should not be done, and warns thdigagainst evil, tyranny, and
injustice(And, 1979; Nutku, 2009)Although the primary goal of the play is to make
the audience laugh, the play comprises a critical structure that is passed to the
audience in the form of comedy. The type of questions Kaauklu asks or the
problems he faces are fact, the expression of the issues people confront in their
everyday liveg§Durmaz, 2018)In other words, Kavuklu critically reflects on the
status quo, which is why Kavuk and the Kavuklu character are kaswire symbols

of humorous social and polia€criticism in Turkish improvisational theat@kraci,

2012; Dizdar, 2021)
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Similar approaches can be-20®Rsler wd dayisn Ke
is one of the pioneers in modernizing Turkish tiadgl folk theater and a master of
Tuluat (Araci, 2012) Tuluat theater is the latest form of Ortaoyunu, the middle

ground letween the traditional Ortaoyunu and the European th@sicg 1979)

Because of one of his early plajdu z é r  Nrgare2R al Fer hatood kensoy
trial on the allegation that the religion of Islam was insulted and repessen
obscenely and indecentlfy A Mu z é kal DM¢szyias é Muzér Kurul uo
(Figure23) . I n his defense, he referred to the
character: AThe father of ofthepeopemieody t he
speak vulgarly everywhere, makes love with married neighbor women entrusted to

him, makes furo f bi got s, and al way)ysi Mue @kak sV, rzti s

Dosyasé Muzeéer Kuruludbébnda, o 1987)

EGEMEN

GOSTERI MERKEZI

Metin DENIZ h;nmnocurm wAisuN

DERYA BAYKAL @ SEVIL USTEKIN @ BULENT KAYABAS
ALEVAKAN @ TARIK PABUCCUOGLU @ RASIM OZTEKIN

) WM-M’M

28 KASIM'DAN ITIBAREN

Figure22PosteroMu z ér N &z inlg&Ilr , 202 2)
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CUMHURIYET/IT.

SENSOY'UN SA VuNMAsr— Ferhan
nekler verdi, (Fotofraf: MEHMET D-EMI.RKAYAI

Muzir Miizikal dos yasi
Muzir Kurulu’'nda

Sensoy: Miistehcenlik bigak sirtinda bir diaya kary; da Miisahipzade Ce- :
gizgidir. Miisiehcen olan, sahnede soylendigi lal'm “thﬂﬂm “fﬂ”ﬂh":
zaman izleyicinin buz kestigi, gulmedigi seydir. ' e Askasnda” gibl

Istanbul Haber Servisi — Bir  temsil eden bir halk %

Ferhan Senso, hakkinda, e - il yerler mis ol
yazan Ferhan Sensoy Giildiirii, bunun iizerine kurul-  ones o an,
*Isiam dinini tabir ile miisteh- . Tiyatro tarihimize gegen dnd,:ﬁnmmlylluﬁln&
cen ve hayasizca tiyatro temsili b oyunlarn dahi Osmank dil- Jars balkin ser-
%m&mmyl Istanbul 2 miistehcen bulunmama-  ghlemistir. Yazan bulundugum
Ad Mahkemesi'ndeagi- s, gildiiriiniin orgiriugii adma  oyun, bir miizikli gildiri olup,
v el Nah.  colling bir eneit, Ouan ke 3ODAAIK ‘
keme, dosvanm a'daki tinles- )
Mg Kuroli's zﬂnd: silmes mig, Tiraire erualan genis  degildir. Benim oyunumda, yo-,
ne karar verdi. balk yiginlan icin yazhr, Buna  bazlikls alay eden sahnelere, yu-|

EEE

Figure23Fer hani hendey court in 1987 (AMuzér M¢zi
Kuruluénda, 0 1987) .

Besides being a traditional headdress used to representsdmatification and part

of the costumefaa character in Ortaoyunu, in the last one hundred years, the Kavuk
has turneahto a symbol of mastery in traditional Turkish theater. The following case
study is based on the recurring ceremony of passing the Kavuk from one generation

to another and itsnpact on the Turkish improvisational theatre.

This tradition startedvith Kel Hasan Efendi, a master in Ortaoyunu, hagdis

kavuk to his apprentice Ksmail Hakkeé D¢ mbygl
¥zkwho handed it down f(igureEdpe Afterdhyedgseims oy i n 1¢
May 2016, Ferhan kensoy g¢gaweoldagueRakimvuk t o hi
¥ z t e(fligura25) (GSL120Devresi, 2016nd few years later in September 2020

(Figure26) Rasim ¥ztekin passed KimaenoKad.wy k 2t0@ ORK e
Figure27 shows the portrait of all Kavuklu masters wearing the Kavuk of Kel Hasan

Efendi.
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Figure24M¢nir ¥z kul giving the KMymu¥kz ktuol ,Fer h
Ksmai | D¢embell ¢6den Al déj é,20lBlavukoéu Fer h;

Figure25Fer han kensoy passing thebKauwkiuk to R
Rasim ¥zt216) n Ol du
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Figure26The8'and t he current Kavuklu is kevket ¢or
fromRasm ¥zt eki(mkami 202®20)

Figure27A | | Kavukl u Masters. From | efit to right
1973), M¢ ni §2018)zHerndrk e(n1so2y52 02251 Rasim ¥zteki
(195912021), kevke)t ¢oruh (1973

Ortaoyuncular and Ses Tiyatrosu

Before explaining the data analysis approach used in this case, the following section
briefly explains the great sllishihgplemewmade by F

language of expression in Turkish theater by combining the atsrm&epic theater
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with the traditional theate(Araci, 2012, p. 14) Founding of Ortaoyuncular
(Aperformers of OrtaoyNhhet - ieandiées@rmgty oot h ¢
Ses Tiyatros(the Historical Voice Operetta) are some of his contributibasneed

to be mentioned before referring to them during the analysis process.

I n 1980 Fer han kensoy brought Tur ki sh p
together and fauded a club calle®rtaoyuncular( He z a | 2.0He2irst p . 13
members of this community were close fri
Unlike its name, ®t aoyuncul ards members were not
instance, musicians such as Fag, ner and Nej at Yavakojul/l
members performing ¥izd&elbBryolsiQlienawidtéhn Mg¢nr
k e n qToyatrolar, n.d.) Accor dnisrogahtiake dBheyKilirurl ar
Shahs Too, the first play of Ortaoyuncul
(kensoy, 2 0 Gr@rthermoOr®, :the gractice Yof Ortaoyuncular was not
l'imted to performing t éyarafter®titadyrsylar,as ke
he founded a school call®&l® b eTiyatro (sentinel theater) to train actors and new
members who would follow the Ortaoyuncul
the first students at this schdolk e n- &8L¢#20Devresi, 201®0:39:38) N° b et - i
Tiyatro masters select their students from conservatory graduates and those who

have never played before and train them through mapgentice relationship

(Araci, 2012, pp. 1516).

kan Theater was t he pkedhriepernoimance Ho@ert a oy un ¢
a fire started in 1987 adndtheentiee bMdingér My :
burned( Di zdar , 20 2(Eigure28. i gi r, 2020)
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ARTIX }’UK Bir d e dnld si da da Etmﬂ! erann'nm yenileyip, d&whﬂj.‘ gostert nurm.l 5"'
Tiyatrosu'nun salonu yangindan sonra uwudchl hale geldi. Kumag kaph koltuklari, afir perdesi ve her tirli sanat gdsterisine
wygun salonu fe son yillarda [stanbul'un kiltiér yagaminda dremli bir yer tutan tiyatronun yanmas: dzdntd yaratfi

" Itfaiye raporu: Yangin elektrik kontagindan a

San ‘kaza’ kurbam

Dnceki gece Muzir Muzikal oyununun
Fl' RHAN SENSOY SAM‘U — bitiminden sonra ¢ikan yanginla San

Tivatrosu timilyle yok oldu. Kaza sanat

v S u"Ek l l evre!ermde oyuna yapr(an saldirilar
. nedemy!e ‘sabotaj’' kugkusu yaratirken,
t’ehd[t Itfaiye midirligd, yangimn elektrik kontag

d l k sonucu binanin dm}undan ba,sfad.'gm:b
? ’d bildirdi. Polis ve itfaiye raporlarinin bugiin
eal ly orau kesinlik kazanarak, yangimn tam

1 San Tiyalrosu 'nda [ nedeninin belirfenmesi bekleniyor.

................ P

Figure28Sus pi ci ous f iruined the tvholk bubdinditmiB74 fi & a n

060Kazad Kurbané, o 1987)

The foll owing vyear, O rSesoTyyatrospiand ldegin to e pai r e d
perform in that theatef B¢ y ¢ k ar maSes Tiyagd3ul @r)Ses 1885 as

Ortaoyuncular calls it, is a historica st age and theater | ocated
Kstanbul . It was constructed in 1885, and a
17 years as a cinema, in 1989, ensoywas turne
and OrtaoyunculaiSes 1885 Ortaoyuncular, n.d.) Ses Tiyatrosu is a special place

for the Turkish theater communities, especially Ortaoyuncular. While handing the

Kavuk to Rasim ¥ztekin, Ferhan Kkensoy comn
Tiyatrosu andhe Kavuk:

We played together [with Rasi ¥ zt e ki n] in this theater
owner of the Kavuk, Hasan Efendi, pl aye
Dembel | ¢, his apprentice (and the first
Ef endi 6s Kavuk), pl ayeditihn tMying rt heater
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¥zkul pl ay e d nd after joihing Ortabyredat, ber a
and Ortaoyuncular played together in this theater for many years.
Rasim and | played in this theater for about 20 years. Kavuk has

not left Ses Tiyatosusu for over 100 years. HWavoves Ses
Tiyatrosu( k e n-&98L¢¥20Devesi, 2016, 00:41:21)

Furthermore, besides being the theater where many masters and Ortaoyuncular
performed, this theater has witnessed several historical events like the ceremonies in
which Ferhanedkenbey Kaeelkizkuobe rM¢anni rkens
deliveredtle Kavuk to Rasim ¥ztekin and the re
before Ferhan kensoyods funer al i n his ho
will be further discussed in the findings, thieater became an inspiration source
fork&tevcecoruh to foll omasdtnertsh.e Lfiokoet sk erplsa
kevket ¢oruh bougKtadaikBipandwihthebalpiofhdi ng i |
family members, friends, and some of his colleaguey, thstored this place and
calleditBabaSane( dad st age). He mentioned that t
to feel orphanedo and claims that this pl
i n it @Babd®abne d.d.)

4.1.1 Data Collection

The pimary data source of this case is two awdiual recordings of the Kavuk
handing over ceremonies, available onlifikese recordings are Trurkish.During

the analysisthe researcher fully transcribed the conversations and translated the
guotesinto English In addition online sources and li@ure were used as

supplementary data.

The first file is the ceremony on the 12th of May 2016, in which th&dtuklu

master (Ferhan kensoy) peae¥stedkihe@6nkéy uk t
took place at Ses Ti ynmthepresence daf anausliengeonnd u ( K
were mainly pratitioners in the same or related fields. The audio/video recording

lasts about one hour. It was published by Galatasaray Lisesi 120 Devresi youtube
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channelas part of the MektebSultani series (GSL120Dessi, 2016). The data in

that file can be categorized into four segments. It includes brief interviews with

Ferhan kensoyb6s and Rasim ¥ztekinds friends
afterthe ceremony A short play performeddzhy kKFear, han
Ferhan kensoyods a ecies Baleistage ¥ghttoedokeiandGalier s p e
exchanging the Kavuk, and finally, a short

¥ztekin after the ceremony.

Thesecond video is the ceremony organized a fewsyeat at er when Kkevket
the 6th Kavukl u, received the Kavuk from F
mi nutes and includes a short document ary, I
speechs and twovideomessages from Fer han kensoy and Ek
32nd mayor of Kstanbul odciretefourcapdlaalfyear® 2 0) . Thi

after the previous ceremony on the 20th of September 2020araiye Cemil

TopuzluOpen Air Theatre (Metaopolitan MAncipality . Kstanb
sponsored the ceremgnand the income fronickets was donated to a non

governmental organization ¢ aj dak Yakamé Destekl|l eme Dernej

Supporting Contemporary Lifefrigure29 shows the invitation poster for the event.
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KAVUK DEVIR

TESLIM TORENI
VE

“BiR BABA HAMLET"
OZEL GOSTERIMI

20/09/12020

HARBIYE CEMIL TOPUZLU
ACIK HAVA TIYATROSU
©20.00

biletix

&J ISTANBUL BUYUKSEHIR BELEDIYESI

Figure29 Invitation poster of the Kavukandover ceremony and the exclusive play
of ABir Béabar tihml 2020)

4.1.2 Findings

The following sections present the findings from this case study which emerged as

the main themes, accompanied by quotes fanidiovisual data.

4.1.2.1 Recognition of the Turkish Improvisational Theater Bearer:
Building a Tradition to Sustain a Traditional Creative Practice

Every time the Kavuk handover ceremony takes place, the history of Kavuk and its
journey from one master to anethbecome a popular topic in Turkey. The Kavuk
can be perceived as a national award given to a selected actor for his outstanding

performance and zealous endeavor to preserve Turkish improvisdtieatdr. This
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is an important award for its receiver snit credits its carrier with mastery and

recgni zes his past and future professional p
feelings as foll ows: itHKveiskthemaostimpatand pr i de o
experience of my enmmsbhappygandjbykildhatli amcesvardetd i f e. €& |
withs uc h a( Kra majol u, 2. GurtlBermord, efobeZhandi®y)the

Kavuk to kevketdtc¢hoer uhmp olre aenxcpel aifnet he Kavuk
fact, the importance of Kavuk that for about 140dd years, there have been six

Kavuklu only. It is a rare award. It [this ceremony] is not held yearly; neither is a

ceremony that gives an award in honor of an actor for his/her supporting act. There

i's [on(Kihamnjel®d:13:32)0 2 0,

Despite beingin award, the Kavuk places heavy responsibilities and burdens on his
carrier. In other words, the Kavuk is a physical entity, a reminder of the roles and
responsibilities of a Kavuklu master. Kavuk signifies its carrier as teewirmo
oversees the futuref @urkish improvisational theater through his performances.
Therefore, the entrusted Kavuklu is expected to maintain and expand his efforts and
be an influential figure in this field. Thel
him from live performanceue to his heart arrhythmia problem, he decided to pass
the Kavuk to someone else immediately. During the ceremony in which the Kavuk
was handed over to kevket ¢oruh when Rasi m :
applause, hetarted his speech as follew
It will be a sad transfer. Because of my health condition, | could
not play. | could not do live performances. So the Kavuk did not
get appl ause. I dm a |l ittle sorry about
passing it so quickly. It sy@d with me for four year§.here is no

point in holding on to the Kavuk if I am not in a condition to do
theatef Kmamoj l u, 2020, 00:01:22)

And he continued as follows:

Kavuk and | have longed for these applauses for a long time
because | am the most@@gved Kavuklu. Three months after
receiving the Kavuk, | got a heart problem. An arrhythmia problem
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appeared. [&] my doctor said you absolutely could not perform

liveé. Of course, if | could not play
the Kavuk. The Kavuklneeds to play. That is why | decide to
hand it over right away. €& | had kevk
mymaste, Fer han kensoy, what do you thi
decision my brother, he said. Then |
(Kmamoj |l ug7zs@ 020, 00:

During that ceremony, Ferhan kensoy emph:

and commendedf krevikied a&irluihty to over come
thorny, kevket. I t 6s @i, .the Kavuk dnding golviu ¢ k t h

ceremony s cel ebrated in heaven (with the par
Dembel | ¢, McKnmiarmo¥ @l RoBL:42)0 2

Consequently, the ceremony of handing down the Kavuk to a new master in front of
an audience serves as a way to identify a mastthe bearer of cultural heritage and

the one to whom the Turkish theater's future is entrusted. As the evaiing

places a king on a throne and invests him as a monarch, the ceremonial practice of
handing down the Kavuk functions like a coronatmeremony and defines the
Kavuk as a prestigious award and recognizes its receiver as the master that has a

critical role of shaping the future of traditional Turkish theater.

Furthermore, the selection criteria and the decision process for nominatigjthe

Kavuklu are of the utmost importance. Given that there are few clues and indefinite
criteria for nominating o meone as the next Kavukl u, it
sensitively and justly identify and declare the next Kavuklu master by putieng t

Kavuk on his head as an insignia of being chosen. After passing the Kavuk to Rasim
¥ztekin, F e r dhthan he kad eemw holdirsy torsta tlee Kavuk for many

years because he could not find a suitable candidate who deserved to receive the
Kavuk. In another interview, he briefly mentioned this ceremony's aim and the
characteristics he has been looking to passtiK a v u k . He explains t|
¥zKkul wHavhekI3u) was handing over the Kavuk
D¢ mb ¢l | ngKavikt Thue) 2t ol d him that: AYou do not
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man that you may give should be a bearer who will ta&d urkish theatre and carry
it to another place after you. He shoul d be
(CNN T¢r.k, 2018)

Hence itcan be inferred that this ceremony as a tradition recognizes the crucial role

of the masters without whom a sigoant part of Turkish cultural heritage might

have ceased to exist. This can also be obs
regarding the regdition pace of this ceremony as a critical factor in preserving

traditional Turkish theater:

| want to hand it osr very quickly. Because [l want] to let this
tradition continue. Let this tradition really become a tradition. This
tradition will continue a long as | quickly hand it over to someone
who deserves it. This is also good for those who have carried this
Kavuk before. | mean, the continuation of this tradition. When this
tradition ends after me, it will have no meaning. Because when it
[Kavuk] goes to a museum, it will have no meaning. Therefore,
this tradition must and will continuéGSL120Devresi, 2016,
0054:45)

Based on this opinion, the routinized ceremonies of passing this award from one
generation to another and the dissemination of taaditi Turkish improvisational
theater are more valwuable than the award
emphasized hat fit he Kavuk s ho(GSld20bevresi, 20086, t o t he m
00:51:55) Li kewi se, after receiving zttkime Kavuk f |
turned to the interviewers and stated the importance of the ceremony as follows:

If a Kavuk can set an agéa in a country like Turkey, it is very

important. Tomorrow, if you give place to this Kavuk in

newspapers and on television, the theaterhale been discussed

at least once in Turkey after many years, which | think is a very

important thing for theatrelThis Kavuk will create a trend about

theater even for one minute or two minutes. This is a good thing
(GSL120Devresi, 2016, 00:56:08)

60



4.1.2.2 The Apprenticeship Model of Turkish Improvisational Theater

Kavuk handover ceremony is an effective means of preseaviraglitional creative
practice. This ceremony has evolved into a tradition of inspiring future generations
with historical exemplars and ipisational narrations of previous masters. This
aspect of the ceremony can be observed in both events analyzed.Ra ¥ zt e ki n
described how his life changed after he met his masters, who were like different
schools of thought he graduated from:

While lwaswanderi ng around in Beyojl u, I

myself where | learned how to view the world and [how to]
interpret the world. | learned about other worldviews. Years later,

as | was wandering around in Beyojl u,
on K¢ - ¢ektheSmall stage]. Many masters became my
conservatory there, including Ferhan
conservatories started with Zeliha Berksoy and continued with
M¢nir ¥zkul, and Erol G¢gnaydeén. It st

continued with Deya Baykal. They became my conservatory. |
graduated from them. Today in this theater, which united the
traditional and Western theater, | consider taking this Kavuk as my
assent from my mastéGSL120Devresi, 2016)

Li kewise, kevket ntokeurhs ay fees rheids troo |Fes r rhaad
his endeavors of keeping Ses Tiyatrosu active as an inspiration for him to do the
same:
| wanted to create similar emotions that | felt when | first went to
Ses Tiyatrosu in Beyojlusihor the fi
Turkey tried it. [They] attempted to do this. Among them, Ferhan
Abi comes first. He has kept Ses Tiyatrosu, which was opened in
1885 and later abandoned to its fate, alive fep80 years. It is a
very important thing. In fact, | am doing what thesters do
(Kmamojlu, 2020, 00:03:42)
These quotes indicate that Turkish improvisational theater relies mainly on the
traditional masteapprentice education method. In this type of learning, the skills

and knowledge for performing a task are transfenrewh fa skilful and experienced
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master to a younger apprentice through hamd&xperiences. Education in this

manner is not based on fully structured instructions or following a standard

curriculum. The primary source of learning for an apprentice is ttitades ad

approaches of his master and his ability to deal with various tasks Hifeeal
situations. I n Rasim ¥ztekinbs words, A go
watching, | i vi(@GS120D&avmedi, 2016, 81700 i ng o

This [Turkish improvisatonal theatre] is [based on] a master
apprentice relationship. This is a very important relationship not
only in art but also in the craft. Craftsmen or artisans on the shaky
ground cannot walk very far. They cannot traverse so far. We
became apgntices hrough observing our masters, and then we
masteredé (GSL120Devresi, 2016, 00:14:32)

The analysis of this case indicates that the ceremony of handing down the Kavuk
pointed to the vital role of this type of training in Turkish improvisatigdhehter.

Fol owi ng &rz&buMi;antiat ements regarding the mean

This (KavuR has turned into a symbol of a 600 yeald culture,

spectacle artTuluat [theater] It i's given to me by Ksm
[ Ksmai | Dembel | ¢ . I willwérkic ont i nue t his
Tuluattheater as much as | can, educate apprentices amd ¢gv

the most talented onéM¢ ni r -K g kK @ | HalyRalt eAreéekzi v

1981, 00:00:23)

Accordingly, the lack of numbers of apprentices who eagerly practice in this field
canbeidati fied as a reason that this traditio
complaned about this issue and, subsequently, the way Turkish theaters are fading

out:

| cannot think of any Kavuklu candidate from the generation that
comes after us. ... These nganerations, let's say, do not indulge

in the theater. They want to act in sésito act in commercials.
There is no such army behind us. The theater is getting smaller
every day. | mean, in general, the number of viewers has been
decreasing steadily fdi5 years in theaters in Turkey. The theater
is not a very attractive business.. the audience is a little cut off
from it, too. So, we are facing a tough situation concerning the
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Turkish theater. We do not know whether or not any Kavuklu will
come oubf there. We want someone to come out [so can] Rasim
give it to him [and] tradion continue. But I'm not very hopeful
about it(GSL120Devresi, 2016, 00:51:58)

Practicing in this field is a challenging and demanding profession that requires
passionand dei cat i on. Ferhan kensoy &fplai-mned
Theatetot r ai n new players in 1981, Rasim ¥zt
that joined. During those times when professional players performed, amateurs were
watching them standg up towards the back of the auditorium or sitting down if
there were emptyesa t s . However, every week Rasim
the middle seat of the closest row to the stage, sat on the edge of the seat, and while
his knees were against thage, he was watching the play as if he was on the stage.
It takes years of hdrwork, dedication, and passion to become a master in this field.
Rasim ¥ztekin repeatedly indicated that:
from my master, after 35 yeas and | am proud to be Fer
(GSL120Devresi, 2016,0@B4: 30; O00:50:15; 00:51:.10; Kme
Rasim ¥ztekin continues:

Yes, we all play on television, do serials and something, but | did

not get popular with serials ¢elevision. | became popular with

theatre. By playing theatgpeople got to know me. At first, | was

t hat kid. After that, I became that

playing the theater; this is important. In that way, you became
permanent, not tempora(SL120Devresi, 2016, 00:54:00)

4.1.2.3 The Audience Witnessing a Higtrical Moment: Strengthening and

Rejuvenating Community Ties

The findings indicate that the participants of the Kavuk transfer ceremony have a
significant role as observers who bear witness tustoric moment in Turkish

improvisationakheatre.
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In generd historical moments can be recognized only in retrospect and after some
time passes and when it is revealed that what had happened was a turning point.
However, since earlier Kavuklu masteradhdistinct and significant roles in the
development of Turkls improvisationatheater, and as they led this ritual to recur

in the future, the Kavuk transmission has become a traditional event to celebrate a

prospectively better future for Turkish imprsationaltheater and its community.

Accordingly, the eyewitess of this historical moment would gain the honor of

bearing witness to an extraordinary turning point in Turkish improvisattbeater

and contribute to the journey of the Kavuk from thet pashe future. Participation

in this ritual becomes even n@oimportant due to its adoc nature and the ambiguity

about its recurrence in the future. Before

received the Kavuk fr om F earnhda nF ekrehnasno yk,e nDseoryyoe
former spouse) pointed out the value bistceremony and stated that she even

brought her grandson so that he could see t
the photos. | think we are having a historical night. | think it is an important event

for the Turkish t he6ad0:0350). (GSL120Devresi, 20

The audience's attendance for this tradition's continuation is critical and can be

considered a vital element of this ceremony. The significance of the ceremonial
passing of Kavuk in front of an audience ¢
staements. He mar at e d h¥ozwk whlk:;impressed by his improvisational

skills when they were performing the pl#yst anbul 6  AilSataéy sredrhi ng
Kstanbul 60) and decided to give him the Kavu
he [ M zrkibrbugh the Kavuk ina plastic bag and said take it, it is yours.

Master, did they give it to you like that? Was it given to you in a plastic bag? [Ferhan

kensoy replied]. He said no, a c¢GN\Nemony was
Ter k, 2 0 1 8Indee@, @ Kayuk osintlgr possessions of a master can be

passed on to his/her apprentice as a sign of competence and mastery without any

formal ceremony. However, the recurrent ceremonial transfer of the Kavuk in front
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of an audi ence e nlole measimpnd puldiclyeaognizksGhe s y m

new status of the receiver of the Kavuk.

Furthermore, by contributing to this event, the withesses connect to the community
that the Kavuk represents. In other words, this ceremony instantly binds up a crowd
of onlookers with acommunity that vitally demands the recruitment of creative
performers and the fresh contribution of new members in order to preserve and
evolve a cultural heritage. Accordingly, participating as an audience in this event
means becoming a méxer of a crowdvho plays an essential role in this ceremony.
Similar to a wedding ceremony in which groups of people gather together to
celebrate and bear witness to the change of status of two individuals, participating in
this ceremony can be seen asigilege of banding with a community to whom this

ceremony is of special importance.

Ideally, if this ceremony succeeds in attracting and linking a wide range of younger
individuals with the community's older members, the new members can promote and
inevitably become he inheritors of Turkish theater. Consequently, the recurring

celebration of this transition in front of an audience with varied expertise and age
groups constantly expands this community and impacts its future contributions in a

mutual envionment.

Beforet he ceremony in which Ferhan kensoy |
¥ztekin, the participants, who were main
actors, expressed their thoughts and feelings about this event. Their testimonials
clarify that this cermony also has special value to the community members that the

Kavuk represents.

Renan Bilek, a theater actor and a member of Ortaoyuncular community, expresses
his feelings as follows:
We are at home; this is where | learned everything atbeaiter.

This is our temple, our castle, whatever you want to call it. As
Ortaoyunculay this event is exceptional for us because, in this
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way, we will be the witness of the three kavuklu out of five. It is a
distinct hono(GSL120Devresi, 2016, 00:01:22)

Witnessing m this context is momentous for those who are the community members
that the Kavuk represents and are closely connected to its members. The following
is Renan Bilek's description of his affiliation with this ceremony and his feelings
towardsit:

Such orgaizations, such events are not only an event that

everyone welcomes with enthusiasm; it is another vibration for us.

Especially for me, | have a lot of effort even in the construction of

this Ses Tiyatrosu. You know, | worked here. | cleanee t

orchestra jp. We even took out a urinal from it. We painted it. |

worked as a worker, we were amateurs at that time, and we worked

in constructing this place. [It is a] very distinctive thing. As long

as it exists, we will probably feel this feelif@SL120Devresi,
2016, 00:01:43)

Having a relationship with the current or previous Kavuklu master or having the
privilege to witness previous ceremonies of passing the Kavuk is identified as the
reason to feel connected to the community. Before this cergnirya Baykh
proudly expressed her feeling of witnessing previous ceremonies:
We are together for an exceptional ni gh:
Abi [ Mkuh the thirg kavuklu] iying the kavuk to Ferhan
kensoy. Todayikershan kKkenfResi m ¥ztekin. &
it was the right decision, especially because there is such a fine
community behind both of them (GSL120Devresi, 2016,
00:03:43).
This ceremony is an extraordinary event not only for the members of this community
but also for those with the experiemof working close to the Kavuklu master.
Because of their previous collaboration, they are able to share similar positive
feelings. For instance, before the ceremony
Kavuk, actors AhmeKural and Murat Cemcir mentiondteir collaboration with
Rasim ¥ztekin. Af ter describing their col |

Cemcir explained that:
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Soon we are going to bear witness to history, which started with

Kel Hasan Efendi [the firstovenr of t he Kavuk] é We bc
the chance to work with Rasim ¥ztekin
many times on the stage. Yet, witnessing them on the stage doing

things together and, after many years, receiving the Kavuk is very

bizarre, fascinating, and bedut (GSL120Devresi, 2016)5:34)

Ahmet Kur al also | aughingly added: A We a

are going to give it [the Kavuk] to uso.
and Ferhan kensoy e x prreudanéglad abbuetherevehte el i n ¢
The familybés and coll eagues’ positive emc

can relate themselves to the achievement of their kin or friend. However, this feeling
is not because of their kin relations only. Accordinghi® following statements of
keek ¢oruh 1t can be asserted that the Kk
all Turkish theater community since this event identifies and appreciates each
member as custodian of traditional Turkish theatre:

| see this Kauk as given to us, not me. | soweey receive it like

us, which meanBaba Sahneand on behalf of my colleagues and

thousands of my actor friends who still have a love of theater and

try to do their art, despite their closed halls [due to GAa¥@d
pandemi¢ since March. That's why | seike us, rather than me.

4.1.3 Discussion

Sustaining a traditional creative practice through a recurrent event was the subject of
this study. According to the findings, it is vital to recognize that traditional Turkish
improvisational theater, as a creativagtice, requires frequent performances if it is

to persist. This study also identifies the recurrent kavuk handover ceremony as a

means to support this traditional creative practice.

This study observed that the combination of humor and criticism is @ lon
established form of art in Turkish improvisational theater. This traditional creative

practice turns this mechanism into a public forum where audiences can instantly
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provide feedbackon live performances. Accordingly, performing in this field
requires ating on stage and improvising mastery taught by masters to their
apprentices. The apprenticeship model in Turkish traditional improvisational theater
has brought the practice in theddie of the learning process and guaranteed the
transformation of esseat and creative skills, such as improvisation, to the master

of the future. This model represents a common ground and fundamental education
method for many creative practices in argftsmanship, and design. Consequently,

the space where creative praetitakes place can also serve as a place where the
creative practice is learned, displayed, and assessed. In other words, the creative

practice can be created, taught, exhibited, aaatbated simultaneously.

This study demonstrated how to support the anability of traditional creative
practices by configuring and recurring related events, rituals, or ceremonies. Based
on this notion, those objects and belongings that an expetitioraar constantly

uses to perform in related creative practice hawruaial role in configuring a
recurrent supportive event. In other words, the ceremonial transfer of these objects
as valuable relics to younger practitioners emphasizes their tranohgdentifies

them as the future experts and carriers of the cregtigetice, rendering the

traditional creative practice sustainable.

Furthermore, this event's recurrence constantly resurfaces previous practitioners'
strategies and techniques for fronting the challenges they faced in carrying out
similar creative praees. In other words, these events provide the chance to recite
and narrate the journey of the relic object and acknowledge the paths that experts
passed and the principles they falled for building a better future for the related

creative practice.

Lag, as a social event, it invites the participation of audiences and calls upon the
members of the relative communities to acknowledge and witness the continuity of
a related creativerpctice through recognizing its new expert bearer and his/her past

and f1ture performances. While repetitive ceremonies are essential as the
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proclamation of a lead practitioner and validation ofttésexpertise, they also play

a critical role that empows a community to inherit a traditional creative practice.

In other word, such ceremonies can be identified as a ritual that tries to persist in
practicing a traditional creative practice by invigorating it regularly and expanding
and refreshing its leagractitioners and communityn sumnary, as illustrated in
Figure 30, tle recurrence of the ceremonies through time (red circular dots) plays a
critical role inmaintaining a traditional practi¢katrequiresrecruiting and engaging

new and young practgnersand audiences

4

Rejuvenation of
a creative practice

Time

Figure30 Therejuvenatiorof a creative practice

4.2  Case Il: The Shed Project: The Emergence of a Creative Practice

Lee John Phillips is an awawmdnning artist, illustratorand spoon carver who draws

his way through a toolshed along with other creative endeg@rbilips, n.d.) He

is a former art teacher who became famous for drawing every item in his late
grandfate r 6 s t ool s hed iFgureS).Acchrding tp theBtitish Wa | e s
Broadcasting Corporation (BBC), Phillips has progd these drawings since 2013

to honor the memory of his late grandfatfideet the Man Drawing Everything in

Hi s Gr andf,adl9) Althaugh dr&¥ng some of the itemsthre shed has

been an emotional task for Phillips, creating memorials wathaaohain reason for

him to work on this project.
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Figure3lTwopagesf r om Phi |l | i ps&s gLhJeRhilligsrna) ect sketct

Before starting to draw the shed items, on the 1st of January 2013, Phillips set

himself the taskf creating one drawing per day for one year. As he was looking for

new tools and objects to illustrate, he enc
conveted his challenge to what he called The Shed Project. Phillips describes his

grandfather, Handebdes, as a practical man who spent most of his time in his shed,

removing and collecting every component and material of the biitdes he had

access to andsing them for repairing, making, and salvaging other thiRgslips,

n.d., 2016; Phillips, 20D. When he died, the shed stayed untouched with a lifetime

collection of used materials and tools.

After working on the shed project for a year, Phillipsesla break from teaching
with an unpaid sabbatical and remortgages his property to better fothes moject
(Figure32). During this time, Phillips realizes that heeds to define a few specific

rules to assist hinm proceeding more effectively. These rules are as follows:
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1.1 f the item can be pifrabkeeld up and do
draw it.

2. If the packet/container is/has been opened, empty it, draw
items, replaceiem, draw container full.

3. If the packet/container has not been opened, it will not be
and will be drawn as found.

4. If there are multiples of the same items, dithem all
(L. J. Phillips, 2016)

Figure32Lee John Phillips dr afnking, 2014 hi s gr a

In addition to drawing, Phillips also numbers the items he draws and puts the number
corresponding to his illasation on the tag of the container they belong to before
putting them back in their original place. Phillips uses two different types of Igbelin
for the individual items and containers with small items in thieigufe 33) Phillips

also keeps a list of his drawings as a glossary with a dascription corresponding

to the number of each illustratoH@t a! Bakvuru ka)ynaj é& bul ut
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Figure33 Left: Containers and theiloatents which were drawn and tagged by
Phillips (Mike, 2016) Right: Individual items that were drawn and tagged by
Phillips (Phillips, 2015a)

Since his grandmother, Myrtle, is attached
itli ke a A ma u Bps Hescub®d gccesBimgi the shed items as the most
challenging part of his projecf(We Make Film Happen, 2019, 00:09:43)
Nevertheless, with the help of other family members, he managed to sneak in, bring

some items out, documentetin, and put them backniplace without his

grandmot herds notice.

As Phillips shared the photos of his progress online, itimmediately drew the attention
of many people. This endeavor and his enthusiasm to work on this lifelong project
have encouraged manwndividuals to begin,continue, and engage in various

neglected creative practices.
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Figure34 Left: An Instagram post by Phillips in July 2018. The caption reads:

AYou are my Everest! ! Normally, jJf ther
I mi x them up with | arger items to keep |
consecutively. Over350sofarin@ t ub wi t h | oa dPilligsef t . De

2018) Right: An Instagram post by Phillips that shows a page from his sketchbook
andthendis he drew one by one-:-Tediumdevelapti on r
S e v ¢(Phdlips, 2015a)

On the 30" of June 2021, Phillips revealed that he had just finished drawing the
second volume of The Shed Project catalog. He has drawn 176 pages and 848 item
over six years. He estimates that the shed contains about 100,000 items in all. He
promised to start lome 3 the next day with the 8,749th item. Phillips described his

six-year journey as follows:

Obviously, a | ot has gadapressionn duri ng t
and left a secure teaching job, among many other painful things.

This book is not only a posit of one man, but is a record of my

turbulent illustration career and an abstract diary of my existence

over those 6 year§l AM FORTUNATE TO HAVE THE BEST

SUPPORT NETWORK AROUND ME)

| started the second volume during an artist in residency at Oriel
Q,Narberth. Although the gallery has 1
volume in the same building, but now in my recently acquired
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studio. | could not haveriagined what the project had done for me
between those significant dai@hillips, 2021)

421 Data Collection

Phillips has used his Instagram account to post the process and updates related to his

work. In addition, he was interviewed several times by diffenews channels, and

his project was featured on various websites. After reviewing the resources and

interviews available online, one was selected as the primary data source. The selected
sourceighear t i st 6s most compr e h,evhichisavallabend hi s | a
on Phillipsds personal website. However, S
compleed yet and Phillips is still working on it, in addition to this interview, the
researcher frequently visit enstagiampdyge, Phi | | i ps¢
where to access additional and updated information about the project as

supplementary sooes of data.

The interview is in English, lasts about 80 minutes, and is conducted by Matt

Cal l anan, a podcast host cf Happemioes i ma lhlies
podcast studioRigure 35 and Figure 36). This interview is available as an audio

podcast(We Make Film Happen, 2019nd a recorded vide@We Make Success

Happen PodcastLee John Phillips on Vime@019)
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Figure35 A screenshot from the interview video fléMat t Cal | anan s how
sketcheqWe Make Success Happen Podedste John Phillips on Vimeo, 2019)

Figure36 A screenshot from the interview video filé\t the end of the interview,
Lee John Philips (left) gives Matt Callanan a @it spoon carved himself from
cherry wood(We Make Success Happen Podcakee John Phillips on Vimeo,
2019)
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4.2.2 Findings

The followingsection presents the findings of the case organized under main themes
and supports the arguments with quotes from

posts.

4.2.2.1 Eagerness and Persistence: Creative Practice as A Tedious and
Exhausting Work

According to Phillips, before working full time on the shed project, his hobby and
goal was to produce a sketch every day. Nevertheless, illustratimghablay did
not fulfill his expectations as an artist. In order to attain satisfaction with his
perfomance, Phillips decided to allocate more time to his project, and eventually
left his job as an art teacher and dedicated his time entirely to the shed project. He
describes higeelings during that period as follows:
|l absolutely gotWhemwassetching,lwasndr ome. &
like a teacher, but | did some drawing in my spare time. And |
t hought , oK, when | dm on my sabbatical

illustrator then. When | waisi my sabbatical, | was a teacher on
sabbatical, who was doing some drawiAgd even when | went

back two days a week, | was Il ike, €& | 6m
Il 6m still relying on my teaching wage to
| 6ve got a tbhwdboakd publti | | donot fee

illustrator. It is so bizarr@Ve Make Hm Happen, 2019)

Phillipsbés aim was not to work and become
biggest dream was to be able to sustain himself so that he could keep worttiag on
shed project. He explained that he could not imagine himself doing amlse

because he felt that this challenge was his calling and what he was supposed to do:

Aé or me, t his i s | i kemamthonshiten daiyshsbrtooh . € itods
t h i (Mg Kake Film Happen, 2019, 00:39:1Pillips believes if his grandfather
were alive, he would be incredibly proud of
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al so think that méae 6ldi tktilned noofd jtuoswa rgdisv emy
(Bosworth &Ayre, 2020a, 00:27:15)

However, Phillipsds pr oeshasedeandafawing plleatsi di n g
items is an odd, burdensome, tedious, and exhausting job that could turn into chaos

and frustration (Seleigure37). In order to meet this challenge, he must possess more

than just drawing skills; he negdo follow with a procedure and have answers to
guestions such as what to draw, how to draw, and even whywo Bhallips was

unsure of how to attain his goal at the beginning of the project. However, after some
experience, he realized he needed tongeéi set of basic principles to assist him in

dealing with various unknowns in his path and directing his clgdlento a
manageable creative practice. Therefore, he defined four rules as his project
commitment. The effects of these rules and other gieste¢hat Phillips developed

as he progressed wil/ be discussed furth
ground rules not onl ymaking but &lso teadloped anB hi | | i
shaped the project itself. In other words, he establisheaharent approach that

ultimately configured the nature of the project itself as exemplified by the last rule:

A Te last rule, and | think this is the one that kind of really shaped the project, is if

there is a multiple of the same item, then I havedowr t hem al | (Wendepend
Make Film Happen, 2019, 00:13:07)
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Figure 37 A photo fom the shed posted by Lee John Phillips on Instagram. The
caption i spositTHiust imeaansrea | i ttl ejecmore now |
This is about a quarter of it. All jars and
Seeyouin3ygas t (Phmilgg, 2014)

Aside from configuring the project to a manageable creative practice, Phillips dealt

with physical and mental issubscause of spending a significant amount of his time

on the shed project:
AMy head was downdforraiculolseainsaciala wi ng boar
hours. And it caused me physical problems. But | had no idea. |

thought the biggest challenge would be the mentdlerige of
sitting down and drawing two anch &alf thousand rivets, but |

kind of, | found a way, a system to dlea wi t h t hat . I wasnot
expecting the impact it had on my body. So, for the past four years,
because of RSI (Repetipinisvaed Strain | nju

needles in my hands and my elbow, burning in my shoulders, and

|l 6ve not sl ept twnwriomgfhodmeymamgdht sSepriopwe
lots of MRI scans and Xays and all sorts of thing®We Make

Film Happen, 2019, 00:28:53)
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4.2.2.2 Coherence: Meeting theChallenge through Emergent Rules and

Strategies

Although there is an inherent tendency to lose interest \wheiorming a tedious

task that requires a great deal of time and effort, Phillips creatively and steadily
managed to carry on and overcome unetgredifficulties that he faced in the

project. Phillips explains how he turned his challenge into an enjogattess; for

instance, he does not open boxes or tins with lids, so they remain as surprises for

him. And when he finds open containers or tramspt jars, he draws them in an

order that helps him stay enthusiastic. He mentioned that in a large biseuitht

no lid, he found a broken corded drill stripped down to its compongitt®ugh it

is entertaining for him to draw such an object, hepkethe drill as a little treat to

draw for finishing sofr@gudd8.ng fAdi fficulto

Figure38Left A broken corded drill andoitd s comp
items to draw(Phillips, 2015b)Right Phi | I i psdés drawing of the
second volume of the shed project sketchb@kllips, 2018a)

As another exampl e, in the first wvol ume
drew a jar contaimg 426 nails and tagged and labeledrig@gre40). Then, due to

the fourth rule of the shed project, he emptied the jar, drew each nail individually
labeled, and added them to the glossary section one at aFignes39 andFigure
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40). Phillips explained that in that jar, he found one screw, which he strategiatlly

aside to draw later as a reward and relief from drawing hundreds offfigiisg39):

There was one jam jar that | think had maybe over 500 nails in it.
Around 30 nails, | think. There was one screw in there, which

was sort of great. | kind of kept it till | was in a defeated mental

state, and that kind of, that little screw gave mebibast | needed

to crack onfWe Make Film Happen, 2019, 00:13:19)
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Figure 39 Left: A page from the Toolshed Coloring Book that contains some of
Phillipsds drawings from t.Rghtédblesshrypr oj ect (
of the items drawn by Phillips in Toolshed Coloring Book published in 2016 by

Laurence King Publishing Ltd. (Phillips, 2016, p. 60)
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Figure40 Left: A jar containing 426 nails, 40mm and 50mm oval nails, and one 4.0

x 20 mm Phillps head screw (Phillips, 2016, p. 2B)ght The page that contains

brokenpi eces of
(Phillips, 2016, p. 24)

Phillips mentioned that, sadly, the glass jar rolled off his drawing bbérdhe
ground, and broke into pieces. However, Phillips turned this tiagjaent into part
of his documentary practice by drawing the broken pieces and coding them

differently (Figure40).

In addition to the strategies mentexl above, Phillips also pointed out that he
founded a community with about 14 members from various backgrounds who

regul arly came
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and itis absolutelyaightful. And itdid moretometm any me(WeMaket i on o
Film Happen, 2019, 00:32:48)

Overall, it can be concluded that Phillips turned his keenness into persistence, backed
by strategies he developed during his project. In other wordbuiftea kind of
emotional resilience that spprted him to triumph over his feelings of inadequacy
and disappointment to cope with unexpected difficulties:
The whole kind of being a maker, | found this, is to have so much
disappointment, you know. | thirntkat something really exciting
is going to hapen, and it kind of flops, and you will be let down
by other people. ... Just keep your head down and keep kind of
sl ogging away. Il 6m just donot get kind

di sappoi nt menthbelotsto thenfWe Make gjlmi ng t o
Happen, 2019,@46:50)

4.2.2.3 Creative Practice as an Inheritance Process: Personalization and

Reinforcement of Eagerness and Persistence

This section presents Phillipsds journey ast
informationabout himself and his family, which inspir&één to persist and learn

maore.

While the ultimate goal of Lee John Phillips is to document and illustrate the visual

state of all the items in his grandfatheros
holding, observing, labeling, and drawing the skteths, he started to understand

and became familiar with the history of the items in the shed. This understanding

turned into a motivating source for him, and it resonated with a feeling of being
closertothanat eri al s associ atyd fli tbohwli dgndtamdod ydk
was somebody el seds shed, and | had no Kkin
familiar | inks with. Yes, i t 6 WelMake o me my Ev
Film Happen, 2019, 086:26)

82



The shed projectis also avisuatdo me nt at i on process of Phi
Consequently, the project established a cycle for Phillips in which the more he
discovered, the more he became motivated to carry the endurance challenge of
documenting the items in the shed. In other wortti® shed project turned into a

personal practice for Phillips that supports eagerness, persistence, and coherence.
Foll owing are examples of Phillipsbs di s

the shed ands items to him and his family:

During theinterview, Phillips says that he was surprised when he found out the shed
itself and some of its contents were made by his father, who spent much time in that
shed, like his fathein-law. Elsewhere Phillips méoned the exciting moment of
discovery of tle origin of a piece of a toy that belonged to his mother and was created
by her father:

One of a kind of the really magic moments: | was drawing on one

page, and it actually stopped my mom in her tracks. Ancd a

l'ittl e tin windandthi$thingmasatthdlmatkl 6 s house
of the shelf |like three rows deep. S ¢
it just being in the shed. Only after | kind of unearthing it and

pulling out everything in front. And it reallyapped my mother

in her tracks because itwasr om a dol |l 6s house my gt
made her when she was little. Nobody knows what was happened

to the rest ¢é and why that one windo
quite amazing.

In addition to this incredible incideénPhillips tried to establish the history of
personal items he found in the shed. A page from his sketchbook in the toolshed
book includes a sketch of a used lipstick. In the glossary section, he referred to his
drawing as it & mydgiaBdawt3h e(Ld. idlipsj 2016, p. 60)
Moreover, during the interview, he explained that:

There was a rugby boot stud in one of the jars, and | was kind of

trying to put the time on it, and it would have been my rugby boots.

My other brother would have ba too young, and it was relatively

new. Sot would have been min@/Ne Make Film Happen, 2019,
00:09:05)
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Phillips also discovered other objects from his childhood, such as his skateboard
bearings. He refers to the fredihgihtkg of t hei
personal ti (Beswdtm& Ayra, 02Gbh08:04®0and being part of

history:

~

n I find something mine in there, was I e:
lovely way kind of dating when these things ended up in that jar and the fact

that it was a bit of me in there again. Yeahp f or me tWeat was gr e
Make Film Happen, 2019, 00:09:20)

Indeed, taking forgotten items out and looking at them can bring back memories of

a distant past. However, as mentioned in the previous sentenhbes,ough Phi | | i ps o
practice, the items in ¢h shed became the materials that created new social
interactions and generated new | inks within
small community. Furthermore, as will be discussed below, his project hars giv

them special meaning.

Thus by exploringthe traces and finding the forgotten items belonging to his
childhood and his family, Phillips creates a connection between the shed and what
he wants to do in his life. Phillips borrows the shed items one &yand touches,
draws, and tags each. He pmess the shed like a museum but leaves traces in it like

his grandfather and father. Hence it can be stated that he has become the heir of the
shed, and by inheriting it, he has built a purpose and fulfillnrehisi life.

4.2.2.4 The Sacredness of Uncluttered #ms: Creating Special Meaning

through a Creative Practice

This section discusses two connected aspects of the sacredness of the shed and its

items.

As mentioned before, Philllhipswasldgearandf at her
old. Hence, while his pject may be perceived as bereavement and a process to
reacting to a | oss, or an effort to honor h

84



his project to overcome the immediate grief of losing his grandfdttevertheless,

the shed project was a criwatidea and practical solution to get close to those who

have passed away by getting close to the
practice can be perceived as an unearthing method for further undergtaiaising

a sense of connectedness, aoghmemorating a loved one, and this causes the shed

and its contents to regain new meaning and value.

Al t hough most items in the shed are ruste
them into materials fareconnecting with a deceased family memb&l @onnecting

to the history of others close to him (including Phillips himself). In this approach,

the itemsd appearance and physical condi
matters is their new meanisgconfigured in time and through the interted

connections of objects, times, places, practices, and humans. Perceiving objects,
places, and practices and their possession in this way is a radical shift from the
predominant and ordinary routines of aaiion, consumption, and disposition of

prodicts and services. Due to this, the shed and its items can be regarded as sacred

and irreplaceable.

Likewise, the way that Phillips approaches the shed and its contents and how he
documents and preserves the ouate of his practice supports this sacrednass.
can be understood from his illusMWeations
Make Film Happen, 2019, 00:47:4@his shows the significance of integrity and its
vital role in the shegbroject. Phillips indicates that, without a moral prinejghe
shed project becomes meaningless and could not be realized:
Some people said, could you just not like, you know, put a couple
|l i ke under the desk and pragtend t hat
doing it, there is no point in doing it anyway. lalg is the case
of all or nothing. Cuz 1611 know t ha
rivet you know, and itodés not about an

be with me for quite a period of tim@&/e Make Hm Happen,
2019, 00:47:40Q)
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By referring back tothe prejct 6s second and third rul es, (
is/ has been opened, empty it, draw items, r
the packet/container has not been opened, it willnobbéa wi | | be Xr awn as f
(L. J. Phillips, 2016)it becomes clear that moral sensitivity is an integral part of the

shed project. Moreover, it constitutes a respectful and ethical consideration in
documenting the items, defining how Phillips shouldrarudd not behave towards

them.

Consequently, the respéadtway that Phillips developed to interact with the shed
items and his illustrating technique, which presents the shed items as patterns of
uncluttered objectsHgure 31) have given sacredness to the shed, its items, and
Phillips 6s dr awi ngs .

As wi | | be di scussed further i n t he foll o
externalizes the sacredness of the shrellits items. The shed that once was almost
a holy shrine for his grandmother alone has now become a known respextéul pl

to many individuals:

From all over the world, lots of magazines and publications were

sending photogr aph ehissshedshouibeopl e sayi ng t
wi th Dyl an Thomas Boathouse. (But for me¢
surreal. | 6 ve wevoEthe whirdestt lehdsteda hi s i s o
school trip to the shed. The teacher said can we come? and | said

that 6s going t cdhelse rkd alsl.y éb orrhiersge fkard st w

so respectful. I thought they would be |
shed, my dad got one ¢fh e s e . But because it was ATI
AThe Shedod, they were | ike, oh my god,

were like: can we take pictureafd | was like, you know this is
not the Louvre, of course you can take picty@allanan, 2019,
00:18:05)
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4.2.25 The Relatability of a Creative Practice: The Legitimation and

Recognition of a Creative Practice by Heterogenous Audience

Although the shed project was initiated and has been carried out by Phillips, the
support of his family has had a significant impact on hiseawdr. As will be
discussed further, this topic can be compared to the role and contribution of the

community andhe audience as an essential part of creative practice.

Phillips recounted pleasant stories about how each of his family members worked
togetter as a team assisted him in his project:
I think the most difficult thing about the project today as being
kind of sneaking these things in and out without my granny
knowi ng. Because sheds so protective
mausoleum. It really isSo, we devised quite kind of bizarre ways
of getting things out of the shed. &
down, so theyoll give her a ring inyv
Like a military operation. So, then I go up the kind of the back lane
and @ to the shed, get what | need and then my dad will give me
a ring and says, cause he is the communicationstegpdre ring
me qui ck says vy o(Galdnan®019,9h08:433 comi ng
Although Phillips initiated the shed project, it turned intamify challenge. In fact,
engaging in this routinized discovery operation slowly and deeply increased the bond
among the members of the Phillips family and the shed that assisted Phillips in
uncovering these stories. In other words, the shed project tiilip$ started as a
purposefulness practice grew and was embraced by his family as well. First it was a
self-discovery and documentation process for Phillips, but then discovering his
f a ms penrsdnal objects turned into a family enthusiasm and challEingee41
shows the logo of the shed project, tattooed by his family, which symbolizes their

affiliation with and support for the shed project.
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Figure41 Lee John Phillips, his father, his mother, andlristhers tattooed The
Shed Projectds | ogo (Rhibigse2018l® iThe iogo w&c t ober 20
designed and has been used.bg John Phillips since 2015.

Phillipsdbs I nstagram posts and his intervie

project intersting are not merely enthusiasts of art and illustration or practitioners

in these fields. One group consists of individuals who e attracted to Phi

illustrations and his project because it gave them the chance to reflect and talk about

their memoies and experiences regarding the sheds, hand tools, and similar

materials they are familiar with. Phillips identified this graspfollows:
Men in particular who being dragged to the gallery with their
wi ves, and itéds not bieti hsy tsheex i sd me but [
pattern. And these guys just donoét feel
Or museum space. T h e y ged thenohat . And then o
about t his, they feel t hat itds relata
understand it. Ther e heospaee. Theyh ey 6r e meant

feel like they can be in a gallery or museum and not be intimidated
by it (We Make Film Happen, 2019, 00:56:00)

Phillips did a few artistsn-residence where he sat in the corner of a gallery or

museum and drew items he brought from thedsBriring those times, he became

amused by the number of people from these groups who wanted to share their related

memories witht hei r t ool s and sheds when they noti

drawings:
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| spend more time listening to other people thda talking about

my project. So, | just sit there drawing, and people just tell me

about their exper i dzareelghought | s heds. An
would not get any work done; | would just be constantly retelling

the same story ovVveButpeopl@weewstr and ove
telling me about their experiences of the sheds, you know, talking

about the smells and the grease and dantprust and all those

lovely things(We Make Film Happen, 2019, 00:55:40)

Phillips indicated that he thinks that one reasisnwork gained the attention of this

group is due to the way his drawings communicate with their audience. Unlike
abstract artfor example, it is not required to be educated to understand the visual

| anguage of Phill i ps6s0sdraawvansgh:e riil tt hiast Ove
clutch paddle of the car, and thatds a s
e | WeMake Film Happen, 2019, 00:56:35)

Another group is those who have experienced the circumstances and emotional
feelingsthatmer ge from encountering a deceased
them, Phillipsds pract i c withbeseavemebtwhilé | i ant
honoring the memory of a deceased family.
as a creative stregy to face the belongings of a loved one after their death, use their
objects to reconnect with him/her, and eventually mahksesef the absence of their

loved ones.

When Phillips posted a photo of the shed on his Instagram pageg37), two of
his followers sympathetically shared their experiences and interactions with the
belongings of theirpassedway f ami |l y members. One of tF
wrote: i My dad roth 20AS thiMlaoks so much like his shed/buildinl
photographed many of his items that were there. It was so amazing/funny to find so
many items he had multiple f @hillips, 2014) Another follower Afkatiej ho
commented as follows:

Such a wonderfulvay to honor your grandfather. | lost my last

Grandad in November this year. Clearing his home with my Mum
& Dad was one of the hardest, mo s t em
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to do. | was very interested to hear about your project. Keep up the
amazing work(Phillips, 2014)
As the shed project became maeapular through the mass media and gained a
market value, Phillips opened up his online store and transferred his drawing into

other objects, such as posters, keyringshirfts, plates, mugs, and playicgrds
(Figure42).
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PAGE CXXXIX OF THE SHED PROJECT

CONTAINS ITEMS 6,827 - 6,835

Figured2Phi | | i psdés website and his online st

Besi des online web pages, Phillipsods s |
magazines and newspapers in different languages. Furthermore, his sketchbook was
displayed in various exhitions and nominated for several wkllown competitions

in art and illustation, such as the John Ruskin Prize and the Jerwood Drawing Prize.
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Phillips refers to these events as peculiar and bizarre moments since he was
observing that, in contrast withshimessy sketching environments, his illustrations
were handled sensitivelgarried by staff with white gloves, and exhibited behind
glass as a craft or piece of art. The surreal feeling that Phillips indicated is related to

a contradiction which will beidcussed in the following paragraphs.

Despite numerous benefits that Ppglireceived from the shed project, he expressed

di ssatisfaction with the fact that his
visible to the public through his project. Gaguently, when Laurance King
Publishers contacted Phillips to publish$ketchbook as an adult coloring book and

a journal, Phillips rejected their offer. He explained that he declined their proposal

gran

not because he would feel offended to see otherscolhhi s gr andf at her 0s

sketches. He believes that the shed and its itgmthe heritage and testimonials of
his family history and should not be available to all. Eventually, to keep these two
separated, he produced and published another book ukegtobls that look like

the shed project and a few sketches as examplas pfactice in the shed project.

Regardl ess of their tangible or i ntangi bl e

stories are heirlooms that belong to the Phillips family, aed #vwough Phillips does
not want to turn his personal family heritage ®enefit by publishing his sketches,
he needs to make this knowledge partially available to the public. He had to do so
because creative practice cannot exist if it is not admémned recognized by
audiences:

And even though | wanted to be a freelanaestiator for so long,

you know, now yeah, that feels like | am a freelance illustrator. |

am. Yes. Done it. | am a freelance illustrator. | am. | still rather
doing this instead afather doing my own stuff.

In other words, Phillips does not identify cligdy and merit in his field as being
gualified in a profession or through receiving formal certification only. For him, a
competent feeling arises from creative practice, whicki:meecognition.
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423 Discussion

This case study revealed the innermost qualities of a contemporary and ongoing
creative practice. It shows the challenging aspect of carrying a creative practice
through drill actions. Like any other practices, creative practiegdsde repetitive
activities that are not always exciting and enjoyable. On the contrary, they can be
exhausting and tedious. Furthermore, creative practice occurs in chaotic
environments that require coping with physical and psychological challenges.
Consequently, aside from hang a set of specific skills and knowledge, developing
strategies that can support eagerness, persistence, resilience, coherence, dedication,

and dependency is critical to performing in creative practices.

Nonetheless, developingnd following these stragees have advantages and
disadvantages that influence and shape the creative practice and its outcome. For
instance, while developing and complying with a protocol to work in an orderly
fashion can ease the burden of decigimaking, it also limits the pasbilities and
divergences of ideas. Likewise, although personalization of creative practice can be
a motivation to support the eagerness and consistency, it can make publishing the

creative practice and its outcome difficult.

Creative practice as an emtitomprises interwoven relations between skills and
knowledge, the materials and environments, their meanings for both the creative
practitioner and the audience, and the creative process and strategies developed
during the praate. However, it is critich to note that being recognized and
appreciated as a creative practice by the audiences is an integral part of the creative

practices.

Creative practice needs externalization, which means that its creative outcome and
its proces, to an extent, must becassible to other individuals and critics apart from
the practitioner. This quality of the creative practice implies that the creative practice

and i t s out come mu s t be rel atable to
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conjunction with performing th creative practice, creative practice as an entity needs
to be convincing and sympathetic to one or more groups of audiences to be accepted,

supported, and, consequently, to exist.

As illustrated in FigurésQ, at the core of # creative practice, the rceer/s of the
creative practice externalize his/her outcome by encapsulating objects with various
meanings. If these meanings are relatable and attract audiences, the practice of the
practitioner will be surrounded by audiene@sl recognized as creative this case,

the different aspects of the shed project and their meanings are relatable and
comprehensible for various groups and individuals in society, so the project became

popular, accepted, and acclaimed by a heterogermemisnce.

LEE JOHN
PHILLIPS

Figure43 The shed project as a creative practice

Lastly, this casempliesthatthe creative practice is intrinsically an evolving practice
comprising messy and garbled accounts that all the artists and creatiasipraits
may not want to uncover publicly. In other words, the outcome of a creative practice

is produced through senad attempts and fussy procedures alongside various drafts
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which the creative practitioner may or may not want to keep or distributeessls,
sharing every aspect of creative practice can cause various privacy concerns and be
a source of dismay to thereative practitioner in considering how much of the

process to reveal.

4.3 Case lll: Emergence and Development of a Community Through
Creative Practices: METU First-year Industrial Design Studio

Introduction

This study employs primary data acquisition noeih to accumulate firdtand

knowledge.

This case is based on Basic Design | and Il courses (ID101 and ID102), tutored by a
senior desigreducat or , Al i G¢é¢nven. H&-2007ed t he:
during the last three years of his professional caiedviiddle East Technical

Uni ver si t ylddsstrial DesignUDepartment. METU ia highranked

campus university in Ankara, arttie language of instruction is English. The

department is part of the Faculty of Architecture.

ID 101 Basic Design | coursg the department's firgear compulsory studio course,
which is 12 hours per week. Each studio course is the prerequisite for therigllowi
one and is offered once a year. Only the students who pass ID 101 during the fall
semester can take ID 102 duritng tspring semester. Students are expected to work
on their projects during and after class hours in the studio and get regular feedback
from the studio tutors. Each semester students work on a final project and present it

in front of a jury.

The researchea METU Industrial Design student between 2@03.0, personally

experienced these processes and®°khaed the
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during his firstyear basic design education. This case is based on his personal

experiences and the experienoésis ID 101 and ID 102 tutors and classmates.

The researcher would like to clarify that coaches, teachers, and all the academic staff

in Turkey are commonly called by their first name coupled with a title calbed

(pronounced as Hodja) regardless ahk, age, or gendeHoca or Khawjais an

honorific Persian titlei{ T F given to the masters or wise men. As it is common
practice in Turkish conversations and out

to as nAIlIi Hocao in this dissertation.

As it was mentioned ifiable3, this study is composed of tvparts,andit conducted

based onthree different perspectivéthe researchehis classmates, the tutar&ne

of the strategies for validating data is triangulatibn.qualitative research, this
involves corroborating evidence from different individuals (e.dgarsya student),

types of data (e.g., observation notes, interviews), or methods of collecting data (e.g.,
documents, interviews) (Creswell, 2018rcordingly,following sectionpresentan
autoethnographic study based on the researcher's own expedariogshe initial

years of his undergraduate education (i.e., spring-2006, fall 20062007, and

0 |

spring20062 007) at Middle East Technical Uni vers

Design.Then it presents a study based on sstniictured interviews witfiormer
students and tutors of ID 101 Basic Design Studio | and ID 102 Basic Design Studio
Il.

43.1 Part I: Autoethnography

Within the scope othe first part of tis study an autoethnographic study was
conductedwhich assisted the researcher in developiregstecond part of the study
by spending sufficient time to remember and reflect on his previous experiences as

a firstyear industrial design student.
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Autoethnography can be defined as the combination of agaphy and
ethnography. It is a qualitativegsearch method in which the researcher reflects on

his/her personal experience and uses them to connect and explore broader cultural,
social, and political meanings and understandifgiis & Adams, 2014)
Autoethnography can also be considered as dtiabhssists its practitioner in better
understanding himself/herself and oth@tang, 2016)The most common form of
autoethnography is personal narratives, in which researchers tell stories about a part

of their life (Ellis & Adams, 2014)As an autodtnography researcher, Kleinman
(2003) clearly expresses what everyday |
my everyday life means that | attend to the social patterns around me, analyze my

own actions, ath piece together the observations | make anét wor ds | he:
(Kleinman, 2003, p. 230)

Similarly, the researcher describes his experience as aydastundergraduate
student and a member of the community who came together to practice the
fundamentaléchniques and conceptions in industrial design

4.3.1.1 Experiences as a Visiting Guest Prior to Enrolling in Basic Design

Studio Course

In 2004, | became an official undergraduate student at the Middle East Technical
University (METU) Industrial Design Department. Tlaguageof instructionat

METU is Englsh. Even though a few courses in the department, including some of
the design studio courses, were given in Turkish, all students have to textify
English proficiency before starting their undergraduate education. | started the
METU English LanguagePreparatory Schoadh the Fall 20042005 academic year,

and it took me three semesters to get the required score before taking courses from
my department. Finally, when | enthusiastically went to my advisor's office for

registration at thedginning of the20052006 spring semester, | learned that ID 101
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Basic Design Studio | is offered in fall semesters only. | was highly disappointed that
all 1 could take were theoretical nalesign courses such as physics and language
development courseSince there wer only a few courses left for me to take, my
advisor recommended that | take the spring semester off and start in fall 2006 as a

regular student. However, | refused immediately.

Now that | think about it, | realize that | probably was tothesed by thédea of
becoming fAa real design student o, so | got
that exciting idea. Another reason that | think impacted my decision was that | could

not accept spending another semester without taking desigmted coursed.felt

that | had been a lonesome foreigner who had spent 18 months abroad struggling

with financial and emotional challenges without progress toward his goals.

Eventually, | took three theoretical courses, and classes began. After a fiesy ivee
learned hat there was another Iranian student in the department who was taking ID
102 and doing decent work. My Turkish was not good enough at that time, so | was

happy that | found someone from my country who experienced similar challenges.

As | talked to her, learned that, like me, she is an irregular student who could not
take any studio courses during the last spring semester. However, she explained that
she had the chance to attend the ID 102 Basic Design Il studio course as a guest

studentand | could ddhe same.

| talked to the course instructor, Ali Hoca, and he agreed that | could attend the studio

as a fAvisitingo student. Despite my enthusi
unsure what | should do or what was expected from nee gugest studénl was

casually attending the class, and when | was in the studio, | mostly walked around

the space, watched other students struggling with given assignments, or listened to

Ali Hoca's lectures. Nevertheless, | never engaged in the caatisdies, nordid

any of the assignments given to the class. Now | know that those were the things that

| had to do, and | was expected to behave similarly to other students.
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Ultimately, a few weeks before the end of the semester, Ali Hoca gave a bliesfgn
regardingthe course's final project. When he finished, he asked if anyone had any
guestions. As usual, there was silence. Everybody was numbly quiet. Until that day,

| had no courseelated conversation with Ali Hoca or other studio members. At that
moment, | felthat | had to ask something. I think | just wanted to use this chance to
start a conversation, initiate an interaction, and get closer to the rest of the class and

what they were doing.

| will never forget that moment. | gathered all npucage and raghraised my hand

to ask if we could paint our project (by ourselve®r oj e mi z i boyayabil
However, | mistakenly asked in Turkis®rojemizi boyatabilir miyiz?'Can we get

our project painted? (In Turkish, it means: Can we emptoyeone to patnour

project?). No one said anything until one of the students who knew that | was a
foreigner turned and quietly asked miBoyayabilir miyiz mi demek istedin?Did

you meanCan we paint our project (by ourselves)? Without fully undedstey her,

| hastily replied,"Evet, boyatabilir miyiz?"Yes, can we get it pained. Ali Hoca did

not answer my question. He calmly turned
hi m, he is just a visitor. Anyandeteh er qu e
more dscounted to the rest of the class. That day became the last time | visited that
studi viasstinhag guest, 0 and | did not ret |

semester.

4.3.1.2 Experiences as a Registered Participant of the Basic Design Stadi
Courses

Next semester | decided to start fresh. Everyone was new in the class, and nobody
knew what had happened last year. METU Industrial Design Departmentjgfirst
design studio was a place with differambenities than other studios in the Fagult

of Architectue. It has ample space where the sunlight enters the studio from its three
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facades and ceiling. The furniture and other equipment in the studio were also in
good condition compared to other studios. However, its most distinctive attribute

was how it was aganized, which implied specific rules and regulations for using it.

For instance, students' drawing desks were placed following a particular order. When
we entered the studio for the first time, we saw about 40 identical desks in a green
shale, tagged witla number at their corner tops, orderly positioned in U form around

the studio. Each desk was designed for individual use, and its tabletop had an area
of about one square meter. Underneath the desks' tabletop on one side was a small
hook that students cdd use to hang their bags or similar cases. The tabletop of each
desk was made from a rectangle laminated plywood in matt green, fixed from two
points to a metal structure, allowing the tabletop to rise from one side and fix at 15,
30, 45, ®, 75, or 90 dgrees. There was a relatively shallow area underneath the
desk's tabletop suitable for storing course materials such as papers, sketchbooks, and
rulers. When we opened the tabletop for the first time, we found a cutting board
inside, taggedimilarly with the number of its desk. When the tabletop of the desks
was 90 degrees widapen, the top part of the desk could be used as a presentation
board, while the shallow area provided a space for displaying-dmensional

objects Figure44).
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Figure44 Ali Hoca presents the different features of Basic Design Studio desks
(ODT; End¢gstriyel Tasar g9 METU I ndustri

On the first day of the class, we were informed that our portrait photmeeted

for making a class list, so we all needed to be present and ready since our photo
would be taken on the next day of class in the studio. When we came into the studio
the nex day, we confronted a wetlrganized yet simple preparation for the
photog aphy scene. One of the sHtembi,ands chai
behind a green desk of the studio had been opened 90 degrees as a matt background.
In front of them, Ali Fbca was waiting for us with a camera on a tripod. He called

us one by oneral asked us to sit on the stool and smile so that he could take a
cheerful portrait of each of us. When he finished, he and his tutoring team also took
their photos. The next daylist that contained arranged and homogeneous delighted
portraits of the stdio members was hung on the wallgure 45). Later | learned

that this wasone of the traditions of the Basic Design Studio that Ali Hoca was
organizing at the beginning of each new academic year. (In 2007 084 ktired,

so we were his last students before his retirement).
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2006-2007 Gz Dénemi ID101 Sinif Listesi 01 2006-2007 Gz Dénemi ID101 Sinif Listesi 102

14 BESMR KAMBER 15 OZAN KARSUOGLU 18 SEYMA KAAK

2006-2007 Gaz Donemi ID101 Sinif Listesi /03

Figure4d520062 007 Fall Semesterods Class List. The
right of the second page (Damla ¥zerdés Arch
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Student sdé6 n amefom Wte 40ewhite uhentuters had no numbers on
this list. This numbered list was an efficient way assign each student to a

corresponding desk and was regularly wus
present their work orderly.

Making this list wasour first shared experience in which all studio members
participated in a short and straightforwardattiand produced a quick and practical
result. Furthermore, as it will become more evident with further examples in the
second part of the study, thastivity indicated how Ali Hoca was leading the class

members toward building a collaborative environimen

Ali Hoca had a mobile cubicle workspace inside the studio. Although his cubicle was
mainly located near the studio entrance, it was portable ahdineels that allowed

it to be moved anywhere. When it was locked, it was like a big metal box on the
wheel s from the outside, but when it was
small personal office. There were a couple of shelves in the cubicle daak an

which Ali Hoca's PC and two monitors were located. His cubical was like the

studi o6s fromaltkeie allahe preacts and assignments were issued.

There was also a large table in the middle of the studio. The table had a vital role in
the dudio because it was, in fact, our meeting point or our gathering place in the
studio. This table was may used when Ali Hoca wanted to give a new project brief

or toward the end of the projects during the comparative evaluation process of the
submissioB. The class assignments were usually evaluated based on an open and
anonymous system. We learned that wast submit our assignments or projects
without adding any visible marks or phrases that could reveal the identity of the
creator of the work. For imsnce, if we were asked to submit a sketch on an A3
format paper, writing our names on the front page nasacceptable. Instead, we
were instructed to label our papers with our corresponding numbers at the bottom

right corner at the back of the pagesxtlee had to orderly place our papers on the

studiobds | arge tabl e, [Whhenahte énde wastup, tvén e c e n
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used to gather around the evaluation table to discuss and comment on the
submissions. During this process, the tutors evaludate submissions and
categorized them from the finest to the poorest. Finally, each category woulegrecei

a score, and only after that point the owner of each submission could be uncovered.

During the classes, we faced unusual and poorly defined problemsssignments,

and it was challenging for most of us to catch what was expected. After a few weeks,
as some of my submissions were evaluated, | realized | was not getting very
satisfactory notes. At first, | thought the problem was still related taangyuiage. |
thought my Turkish language was insufficient, so | could not understand the
requirements. Buds | started to talk and listen to my classmates, | realized that | am
not the only one facing this issue; even most of my Turkish classmates were also
confused as much as | was. | realized that each time a new assignment was given to
the class, no one wliliexactly know how to handle it. That was terrific news for

me. Because | started to notice that | was not alone, and the vast majority of the class
struggled to comprehend the projects as much as | did. Understanding this fact
developed a kind of setfonfidence that significantly assisted me in better focusing

on developing my competency. | believe this empowering sensation was backed by
other activites and practices that we experienced and observed as a team or a clan

during our firstyear basic desigeducation.

Throughout the semester, we were asked to give a small amount of money collected
for the expenses and needs of the course and studia. #slfeemember, the money

that we collected covered the expenses for duplicating the studio key astdrtge

used for making the key necklaces, A4 and an A3 size blue color files to archive our
drawings Figure46), and other raterial and tools for our projects suchcasamic

clay, color papers, etc. All these tools and materials were brought to the studio by
Ali Hoca, and he used to distribute them evenly and justly among each member of

the studio.
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Figure46 The METU ID firstyear Basic Design Studio and its members during the

final jury assessment, fall 2006.

Among all the uniform tools and materials that Ali Hoca distributed among us, the
studio key was one of the most unusual and distinctivectbjthat bd a special
meaning for most studentat the beginning of the course, the students were informed
that each would be provided a studio key so they could have access to the studio and work
inside at any time. Instead of just simply duplicatimgl giving oe to each student, Ali

Hoca planned to do this task in his own particular way. | personally observed that one day
he came early with a box full of studio keys
by one to ensure that each was eettiy working. Later he opened his cubical and started to
work. Ali Hoca was carrying his keys hanged from green and orange strings. He used to
wear these strings like necklaces around his neck and put the keys inside his shirt pocket
When he wore a shithat did rot have a pocket, he usedaass the cords through his arm

and neck and carry them under his armpiat day he started making similar necklaces
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for us out of similar materials. He brought a bobbin wound with a green rope and started
cutting te ropes ito the same length. The length of each rope was about one meter, and
they were in two phosphoric colors. Ali Hoca started to make necklaces using keys and ropes
by passing each rope through the keyholes of each key. Next, he heated two lesndspef, t

pasted them together, and made a seamless loop from which the studio key hung.

After making a key necklace for each student, he asked the class to gather around. Then, like
a ceremony, he called each student's name and put a neckless on tHecaebkob . In

the end, all the studio students and tutors wore the same key necklaces as a uniform. These
key necklaces became a companion of the-yiesr design student for a long time and the
symbol of being a member of the studio. As it will betfar discused in the second part of

the study, this object signified the belongingness to a group and the creative practices they
were carrying out inside the firgear design studio.

4.3.2 Part II: Oral History

Along with the autoethnographic study presentedthe previous section, a
significant part of the data for this study was obtained through oral history by
collecting the stories of other members of METU's fyesar Industrial Design
Department. Oral history is a qualitative research method for @agtarfirshand
account of the lived experience of a number of individuals at any moment in history.
It is a reliable technique that can provide profound insights since it relates narratives
of one or more people's life. Through each story, one can leam about Wat it

means to be a member of human experiences (Janesick, 2014).

Based on this method, the researcher interviewed ten former undergraduate students
and academics. AppendB presents the participant invitation letter, three types of
interview guides andjuestions, the consent form given to each interviewee before
the interview, and the approval of the

Committee.
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Before conducting the study, the researcher noticed that during the exploratory study
presentd at the bginning of this chapter, the interviewees had minor difficulties
answering the questions that required retrospection. Although this issue did not cause
any problers for the exploratory study, the researcher followed the procedures
mentioned b&lw to crea¢ a more effective interview guide and assist the

interviewees in recalling their past experiences.

1 Before the scheduled interviews, the researcher used two keys and nylon
based ropes to create similar key necklaces to the original basic design
studio keynecklaces handed out to new students by Ali Hoca. A photo of
these key necklaceBiQure47) was attached to the participant's consent
form and, alongside information about the interview's aim, topic, and

process, senb interviewees a few days before the interview schedule.

Figure 47 Replica of the METU firstyear design studio key necklaces made by the

researcher
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1 The researcher kept these key necklaces visible to the interviewee during
theinterview, and especially at the beginning of the intervievgddressed

the interview topic while displaying and referring to the key necklaces.

1T The researcher started the interview by
the basic design studio to someavi®o has just accepted to enroll in the
METU Industrial Design Degrtment and does not know the basic design
st udi o ? 0-upagsestian amdarrorder to assist the interviewee in
remembering hitier previous experience and, consequently, provide better

responses to the subsequent questions.

1 In addition to the itemmentioned above, during the interview with Al
Hoca in person, the researcher prepared a toolbox that contained essential
tools and materials for preparing a similar studio key that he dithéo
first-year studentsHigure48). The toolbox contained: A few keys, some
Paracord strings in two different colors (green and orange), two different
lighters, a match, a pair of pliers, a Swiss Army knife, a pair of scissors,
two different utility knives, a tape measure, and a thin wooden cutting
board. While completing this task assisted Ali Hoca in recalling the past, it
was also considered part of the data gathering process and used during the
analysis.
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Figure48 The researcher provided tools and materials for Ali Hoca and asked him
if he could make a similar key to the keys that he used to prepare for theérst

industrial design students

It is important to note that in conducting retredjpve interviews, the interviewees'
responses may be impacted by their ongoing life experiences. In this situation, the
researcher should not limit the retrospective conversation to its own time and place
(Creswell, 2007)On the contrary, it is cruciabtallow respondents to think and

express their thoughts and feelings as he/she were in that situation.

4.3.2.1 Data Collection

Through social media, phone calls, and emails, the researcher invited all his
classmates he haatcess to participate in the study. édhtacted persons were first
year undergraduate students at METU Industrial Design Department, enrolled in ID
101 Basic Design Studio | and ID 102 Basic Design Studio Il courses during the
20062007 academic year. ght participants greedto be intervieved. Two of them

were female, and 6 of them were male. The interviews were conducted via Zoom
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online meeting software and lasted about 25 minutes on average. As mentioned
before, the researcher sent a consent forfnganterviewees and used an interview

guide he prepared to interview the former students.

The two academician interviewees were Ali |
instructor and research assistant of ID 101 and ID 102 courses. Both were contacted

by phone to participate in the study. Thegm each given a consent form, similar

to the former student participants. According to their educational roles, the
researcher prepared two more interview gui de
place online andakted about 39 minutes. The interviewlwAli Hoca lasted 1 hour

and 23 minutes, and it took place in person
house. All the interviews were audio/video recorded, and similar to the previous

cases, they were imped to the MAXQDA 2020 program, and thmesearcher

followed the previously mentioned procedyriedly transcribed thenterviewsand

translated the quotes into Englispuotations in Turkish are available in Appendix

G.

4.3.3 Findings

This section presents thading of the study based on the infiews conducted with

the researcher's firgear basic design studio courses classmates and tutors.

4.3.3.1 The Milieu of a Creative Practice: Orderly Configuration and

Spatial Arrangement (The Locus)

The firstyear designtsidio, a shared space belonging to atigalar community
provided two distinct environments for working, creating, learning, and negotiating

during the day and at nighHDuring the class hours, on the one hand, the students
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were mostly getting surprisedith daily tasks and projects that neddto be
completed in a limited time. Consequently, there was no time for students to
comprehend the tutorsd expectations reg
discussion with others. Therefore, the students had ddk wndividually and
intensely based owhat they understood and submit their work before the time was
up.On the other hand, after the class hour
aura shifted towards a more relaxed and social learning environBwmng that
time, the students halld chance to practice social interactions while experiencing a
high pace of work next to ot hdgthestadipas s mer
was not for education only. It was actually a place to live a culivesn both by the
universityandthefaul ty t o t he f ul | &ldkewise th®sudib a ¥zer
was described by Ali Hoca as a special place where the students could come together
for more than just studying.

Not all of them were coming (to ttstudio) and staying up till the

morning to do the assignment. Some of them were there for

respiration of that air, maybe to play games at night, | don't know.

To be part of certain things, they were coming together. It has

become a gathering place, a megtplace, a very special place
belongiry to those people (Ali Hoca, paddy.

Furthermore, the studio's facilities and its organization influenced the studio
environment. As mentioned, the studio provided both individual and communal
utilities and spaces. B evelualdweorking plpces; i f y i n ¢
which were systentaally tagged and corresponded to each, the studio had shared

spaces like a small kitchen and its belongings for making coffee or tea, and objects

such as a big wall clock, a felibngth mirror, a coat rack, andradio and cassette
playerthatcouldplagmusi ¢ i nsi de the studio using a
wal | . T h e -defineddindividual and esHaled spaces and its exclusive
environment assisted its members to be less disturbed or influeaneddtside and

become better concentratadd engaged with what they were doing inside. In Ali
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Hoca' s words, fthere Iis music inside. Ther e

need to go outsideo (Al Hoca, para. 44)

An interviewee coded as Mees affied the advantages of setting rules arfohihey
specific regulations but also underlined that some of them were restricting students'

choices:

The part that | did not like about the studio, which | realized after
| enrolled in thesecondyearandthe thid-yearstudios, was that it
was too fascis | mean, | couldn't sit with a person | was getting
along better with. However, it also had the advantage of getting
busy with our work. Because at one point, it could turn into
distractions. That was the problemith the second and the third;
we gatherd our own group of friends and made tables for four or
five. This was an example of its toxicity aspect (The disadvantage

of havingt oo much freedom). | 6m not sure if
negative in the first yeart came with its pros and cons (Mees,
para 6)*.

Compared to other studios, the figgar design studio can be identified as a

subculture with its own rules and order. However, most of the interviewees

mentioned that these rules and regulations werearaitbtated nor imposed, instead

they were implied mostly through nowerbal offerings, high recommendations,
encouragements, guidance and persuasion in order to tacilite acceptance,

transition, adaptation, and following. Sooz, a coded interviewiagedsthat Al

G¢n°ven had lhars omwhempaand cau system we adopt e

imposition, yet somehow, we accepted that order (Sooz, pafa. 34)

Overall, it can assert that all these rules and regulations were part of an orderly
appro&h to configuring the studio as a speg#dce.E r °azcoded interviewee,
described that the studio's furniture, tools, and equipment were all in good condition,
and the keys offered to students were shiny, brand new, and freshly made; therefore,
they wee giving the message to the students tihay are made ready for the new
members, and they are a particular group that is going to work in an exceptional

environment.
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Besides the equipment and spatial arrangement of the studio, this notion can also be
observed in the accessibility system of gtedio, which had a significant impact on
shaping the studio's distinctive atmosphere. During the interview with Ali Hoca, he
explained that he removed the handle of the studio door from the outside so the studio
door could be opened only fromthe insideoby t he privileged own
key from the outside. He explained that,

If getting in is important, that (the studio key) is important. If not,

(it is) not (important). There is no point in carrying tkey to an

open door. However, | need l@ave it if it is a private place that

belongs to me, while others should not know its password; they
get in if they know it (Ali Hoca, para. 96)

The system was not intended to set strict rules and regulationsifg the studio.
The accessibility systn was required to protect the place's specidiycial
interactions were also acceptable in the studio, as long as they did not interfere with
working.

That is a communal place. | made it a little more sesmmunal,

semipublic, semiprivate place. ® course, others could enter;

they could ask someone from inside, and one could come and open

the door. But if he/she (from inside) does not want to open it,
he/she could refuse because this place is ours. Ittia street

coffee shop that any pasdey si t s i nsi de. € There,
something private. | need privacy. If you ruin it, how can | have
it ? And i f I canot have it wi ||

(Ali Hoca, para. 96)

Accor di ng t,adhe Danerlresearghzsestant of the course, Ali Hoca
focused on generating skdrvalues as a community rather than just teaching
conventionally. Consequently, developing an exclusive milieu and culture was
meant to assist the firgear industrial degn students to feehat they belonged to

a productive communal place where its members endeavor to work as a community.
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4.3.3.2 Building Belongingness through a Dedicated Communal Space

Some of the interviewees referred to the firsar design studio members the

Asel ectdauca |l ismdi iimember s of a tri beo, or fAco
accesstothefirstear design studio as a special plac
Ali Hoca used to refer to the firste ar design stlavdaowdasritde fiaa
estdlish a sense of batging to the studio and among the studio members. However,

it is not enough only to be registered for a course and attend the classes to develop a

sense of belonging. The belongingness develops through perceiving the meanings.

As Ali Hoca mentioned, he regted the accessibility of the studio to transform it

into a place that could be used by the memb
| set up a system that was not available to anyone other than
privileged firstyear students. This kelyad meaning since tha
group considered itself accepted into
something special about that place. You have to belong to that

club. It is necessary to belong to that group, and | work there, |
produce therglAli Hoca, para. 15)

In other words, AliHocaaimed to build belongingness emotions by configuring and
defining the studio not only as a class used for training students during the lecture
hour but also as a communal place for firsar design students where they could
use it whaever they wamtd Cansequently, the studio keys and the way they were

offered to the students had a significant role in building this feeling.

One respondent drew an analogy between theyiat design studio key and the
key to a family's house. Shddined receiving thetigdio key from Ali Hoca to the

key duplication behavior of parents who wan

! Dergah, Khangah, or Tekka:khangah (Persiam f )-bokkpamgah (Persiam: f ; als@ 3
transliterated as khankah, khaneqa, khanegah or kharisgabjilding built specifically for Sufi
brotherhood or tariga gatherings and serves as a location for spiritual retreadraheformation.
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children at a certain age. Kaoz, a coded interviewee, referred to the studio key
neckl aces as fwel cre geremagniallg put rausddothe nemh i ¢ h w
studentsd necks by Al Hoca at the begi |
member of the firsyear design community. Likewise, one respondent coded as Sooz
mentioned that the limited number of studio keys Ali Ho@aenfor each firsyear

student made them a symbolic object and an identity element similar to carrying a

unique tattoo representing the membership of a group. He drew an analogy between

the owners of the keys and members of a motorcycle club and explaanedrrying

that key was similar to wearing the uniform of a motorcycle club.

The key necklaces were also a visible and conspicuous identity; wearing them by the
first-year industrial design studio members made them feel valued and a noteworthy

part ofthe design communityDuring the interview with Ali Hoca, he mentioned

t hat Prof . Dr . G¢l ay Hasdoj an, t he ME -
chairperson, once told him: -jebrstadenisl d i mm
from their gr elHhocanpara .K%) Thislsrow that, desifeA the

studio members, through the practice of using and carrying the keys, the key became

a visible identity and the symbol of being part of the {fyesar design studio

community to the other faculty members atadents as well.

Same interviewees also had varied perceptions regarding the relationship between
the studiods accessibility and the i mpl:i
mentioned that the studiods ddonlyonead t wo
key, whileAli Hoca had the keys to both. Therefore, even though the students had

the studio key, Ali Hoca could lock up the second lock and prevent students from
entering the studio. According to one of the respondents, Ali Hoca did not use the
second lock more timaone or two times, and he was not using it unless there was a
special event or occasion like the nights before the final juries or when it was needed

to keep the studio clean and secure the
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Moreover, the ceremony in which tkey necklaces were offered to the students and

put around the studentsd necks by Al Hoc a
act that underlined and rendered the status of the giver of the key as the master and

recei\er of the key as the apprenticerle sponse to the researcher '
does the fact that Al Hoca personally gave
An interviewee coded as Dase criticized how the studio key was offered to the

students antung around their necks. Accordit@yhim, by offering the keys to the

students, Ali Hoca demonstrated himself as the owner of the studio and authority

who gave others the privilege of using his place.

These statements show that, even though the studi@weessible for students to

workin a social environment after class hours,
control. In other words, as an authority, Ali Hoca was in charge of deciding,

configuring, and executing specific rules and regulationshef gtudio toward

accomplishing higducational objectives.

In addition, an interviewee coded as Akfa mentioned that while students were
carrying their keys hung around their necks, Ali Hoca was carrying his keys by
putting them i n dord0dm, canrying theskey aroindtheclhhwax k e t .
not a pleasant experience. During our interview, he referred to an obsolete childhood
practice and explained that, until recently, to prevent primary school students from
losing their erasers, their parentsdiset o punch a hserkssasttmgt hei r ki
could pass through that hole and the eraser could be hung around the kids' necks. He
described his feeling as follows:
It felt childish to wear it around my n
was like, if you @& a Hoca, you will carry it in yaupocket. But
now you are a studen¢you shoulg feel that burden on your
shoul der s and aThatwasdreatimga kindrofe ¢ k . €
mistrust it was like you are going to loseét. | wore it for a while

because | felt like he gave it to (us) and Itedp wanted to see it. |
probably took it off after others took it ofAtka, para.19)°.
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During the interview with Ali Hoca, he mentioned this feeling as a misunderstanding
and explained that,

During my chilchood, we used to pierce the middle of our esase

and hang them around our necks so they would not get lost. In one

sense, the one who carries it may wear it with pride, or (he/she)

may reject the system by considering it as being treated like

children. Bu what | wanted to say there was, | am notrgmt to

anybody; you are a privileged group. Once you have this key, you

can enter this class. (And) please do not let others into the class

during working hours. This place is not a pagseinn. We are
doing a serious job here (Ali Hoca, paras.'45)

He underlined his point and indicated that the studio key necklaces could be worn as

a badge of honor to signify a proud figgar design studio community member. In

his words, At hi s d@stemnseofbaoggingasdc\kasgdcam) cr e af
amember of this group. It was a uniform,
15)1%

Therefore, while carrying key necklaces increased the sense of belonging among the
new students, it can also infer thia¢ tritual in which the keys were hung arounel th
studentsd necks i den t-yedr desigh studioekey@aather i er s
devoted individuals who would work at an exceptional place that was entirely
dedicated to their effort only. This notion e further discussed in the following

section

4.3.3.3 The Dedication to a Creative Practice

Giving the studio key to the new students at the beginning of the semester and
providing them with the necessary environment encouraged them to take a big step
in exertng themselves. Kazo, a coded interviewee, @rpld what the studio key

necklaces and having the studio access meant to him:
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(Having the studio key) increased my attachment to that place. It
increased my warm feeling about that place. Having that key, in
fact, increased my interest in that course #ad subject, instead

of going to any class, sitting down, and opening the notebook
(Kaoz, para. 46%.

He likened the studio key necklaces and its ceremony to receiving "a reverse

diploma" @i p| o ma)nfrem AlitHeca and clarified that while a diplamis

awarded to students who take and successfully pass all the courses after four years,

the key was like a welcoming gift given to the students to enter the studio and begin

to work to gain the diploma. Intleer words, it increased their enthusiasm and

supported them as they stepped into a new stage of their lives. Kaoz, further

described the key as one of the objects that the newly arrived design students

acquired, besides other tools and materials relate®s$ign occupation such @s

squareand sketch o o k ; nonet hel ess, Aiit was speci al E
ot her ones, and it was their complimentary
regarded as a symbolic object that reflected and was assowigtethe creative

practices in the design stadi

He also stated that this unique object was something that Ali Hoca thought about it,

and it was a design object reflecting the ¢
neckl aces as Adnnges Ipejoif neasdex@Eaineddbat &oeeyhan

a functional object, its making and designing by Ali Hdeanonstrates the amount

of value that a teacher gave to his students. This perception added extra excitement

to the enthusiast students who were alyeghrilled to be newcomers to the

department.

Furthermore, the studio key necklace was a good examgdi¢ha outcome of the
dynamic energy that was trying to be generated in the studio. An interyievasel
asE r ?described how he was impressed by kavel of effort, sensitivity, and

thoroughness that Ali Hoca dedicated to preparing each studio key.
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The way he approached us increased my respect for him. | clearly

remember that he was heating the tips of the ropes and joining

them seamlessly. | meathere was such a thoroughness of

craftsmanship that we could hardly find the location they burned

and atached. | think this level of elaboration and sensitivity has

been influencing my vision, perspective, and approach as a

designer eveal& nce (Er°z, par
The studio key and the configuration of the accessibility of the studio were an
illustration ofthe physical and mental dedication required to practice as-gydast
design student. Another notable example regarding this notion can be observed
through a case mentioned by Damla ¥zer. S
of the fall semestershey realized some students sketching ability was insufficient.
Therefore, they decided to give them Ain

and workduring the winter break. She explained that,

During February, we kept going (to the studio), angas intense

training. é It was an incredibly inte
snowy period. We went to the studio floundering through the snow

for extra work, and we saw other than the 15 students we asked to

come, more students attended; because theievbd in

something, and most of them believed that something very

important and very beneficial is going on here. When we said that

anyone wanted codlcome, a high number of students gathered

there for two weeks. When you think about it like that, yes, a

effort with no boundaries was going on there, and the place,

indeed, gave us thi*s freedom (¥zer, p

This evidence presented that; the tstagagerness also encouraged students to
dedicate similar efforts required to work as a member of thieyfdar design student.

Damla ¥zer pointed out that dAall of wus h
working hard physically and mentally, whetrasHoca(tutor), assistant, or student.

In other words, we are the 40 or 35 individualswho aretheus of t hi s pl ac
para. 31%. She also mentioned that working as a research assistant in tiyedirst

design studiavas more like an ideatisledication than a job to her.
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Last, it is essential to mention that, as the tutor of the basic desigses, Ali Hoca

always tried lecturing and showing his point through actions. He behaved more like

a master than a lecturer who, like an experienoathtunity member, was trying to

guide his apprentices or novice ones toward a path and walk alongside tfeaoh

a certain level of proficiency. In other words, his pedagogy was not based on giving

speeches and spending time on explanations of princigldgects, and matters.

Instead, he preferred to transfer his thoughts througkvedsal behaviors. Dala

¥zer mentioned that he used to i mply and de

experiences, and living therRigure49 andFigure50).

Damla ¥zer mentioned that Al i Hoca was em
occasionally used to work alongside the students. Some interviewees indicated that

Ali Hoca was not devoting time to verbal explanation; feswoming and started

doing. According to Damla ¥zer, being witnes:s
of class hours while students were working on their projects, or even as one or two

were hegbing him, was very educational, even though it was ndtgfathe course

syllabus. In other words, he was showing the possibilities by illustrating the making

and doing. His educational enactments could be as complex as the configuration of

a system for ecessing the studio or as simple as doing a 3d puzzleiting a

Styrofoam block with a tabletop hot wire cutter. An interviewee coded as Elgo

referred to an event in which Ali Hoca demonstrated a proper way to cut and serve

watermelon and assertedthi@ath e h a d (adudhtiofigdfaempe mtach. € | t hin
hewas trying to establish anpaawd’ eness rathe

An interviewee coded as Mees, who used to carefully witness the tasks that Ali Hoca
was carrying in the studio, dedmed the studio as a great place to get together with
otherstudents and discuss their observations and experience during the daytime. In

his words,
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Usually, it was not | ike, AOk, Bro! t
You could keep staying there; you hateh competence. You sit

with your friend to discuss yoyroject and the critiques you have

received. You try to understand what is and what is not (the project

is about). In fact, Ali Hoca was doing random things, which I really

liked, such as hangingharigami on the wall, and we used to sit

and look at itrying to understand why he did that. We would try

to understand why he did this (Mees, par.. 9)

This evidence shows that the studio members enjoyed spending time in the studio,
observing, thinkag, discussing, and doing. During the interview with Daml¥ z e r
she mentioned how satisfied she was to be part of the great endeavors taking place

in the studio by Ali Hoca or the students.

In the past semesters, a ceramic lathe was in the studio. And aft

his (Al i fétro-giving tsid)ls, arfideithiout letting usto

touchit, we put 1t in the workshop. e |
during different semesters. When the sewing machines and fabrics

were donated (to our department), they were first brotgkhe

first-year design studio. After one or two tealthey were

transformed into the workshop, its proper place. There was always

an ongoing effort which was an aspect that | appreciated. | was

also used to bring my readings regarding my graduatkestuo

the studio, so while | was studying, | could algibness and be

close to those | oarelb)§y. experiences (¥z
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Figure49 The picture captured him preparing for an activity during class in 2015. In
this picture, Ali Hoca wore two key necklaces in two different colehile putting
the keys insitdqdeéamla sthziertdds Apacdhk e/ e)

Figure50The picture captured the participation of Ali Hoca and his studtedtsng
an activity outside duringclassheurn 2015 ( Damlea ¥zer 6s
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4.3.3.4 Building a Community through a Shared Understanding of Rights

and Responsibilities

Most interviewees indated that possessing the studio key meant accepting various
responsibilities since the studio key was like a password to a secured environment,

and the studio key provided access to an exclusive place belonging to a community.

An interviewee coded as Elgowho was highly concerned about losing her key,

clearly explained that, first and foremost, having a key means responsibility to her.

It does ot matter how she received it or from whom. She likened the studio key to

At he key to a hopsepl| evhputs at eionpb®lfong
something bad happens (in that house), o
(Elgoz, paras. 25With similar concerns, Sooz mentioned that the kepligbility.

He stated that if the studio accessinggyowould not be changed and Ali Hoca did

not get retired, he would give the key back to him the following year after he started

the secong/eardesign studio course. As the interviewer asked why he would like to

return the key, he explained that, aftempleting the firstyear design studio courses

and leaving that studio, he would no longer belong to that tribe or territory, so he

would like toinform Ali Hoca that he has no longer has access to that place.

In response to the researcher's questionrdayp that whether anything would
change if the studio key had been duplicated like any other key and left in a box for
students to take, an iméewee coded as Mees claimed that it would be a trifling
thing if the keys were left in a box for the studdnttake one; however, receiving it
from Ali Hoca implied responsibility. He indicated that if the students were supposed
to get their keys from box, it would mean that this is how things were working out

in the studio, so if one day he lost his keywueild recklessly take another one from

the box.

Daml a ¥zer i dekaytnécklacend itstrebetvingscerenny @s a tool

and an act tandirectly address the studio's specialty as a place that belongs to its
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members and start to talk about thep@nsibility of its use as a shared plaske

said, fimaybe we hung that idea around our ne
( ¥z er , )Saeaeaplainetl that although Ali Hodal not refer to the key as a

contract or an agreement during the key handover ceremony, he made the studio

membergo feel it by carrying itandtheyfelt it by living with that object

Therefore, sharing the stiodkey necklaces with the students ceraratty and

hanging them on studentsdé necks implied tw
possessing the key gave students the freedom and entitlement to use the studio

anytime they wantedn the other hand, it olgied them to be trusted for the studio's

security as a communal spade other words, the key necklace was a sign that

reminded the students of their rights audies It gave them the right to have a place

to work individually and collectively while auginticating them as those entrusted to

cary out the roles and duties associated with and expected frorydastdesign

students.

As mentioned before, Ali Hoca had a portable cubicle workspace inside the studio
that he was using as his office. During thierviews, some respondents referred to
it and mentioned that it was valwuable for t

inside the studio, and thepharedhe same space.

Even though Ali Hoca used to close and lock his cubical when he was leaving, this

action was not restricting the studefrism entering the studio, and they still had

continued access to all other areas of the studio and some of the shared spaces inside

the building of the faculty. One respondent
and sometimes | say it to my own studeMsu know, he really gave us the key to

his room. That was pr iXAdthersngervibvocodedes o ( Ak f a,
Sooz explained that the studio indeed was Al
lectures for many yeardde alsomentioneda few kitchen appliances in the studio

and explained that Ali Hoca shared them withlad#l studionembersutunderlined

that there are rules for using them together.

124



By sharing the equipment and making the studiessible to the students, Ali Hoca
regarded the students as a special group and a community with similar interests.
Sooz, with an interesting analogy, explains what the sharing o theu dkeyo 6 s

means to im in terms of intimacy and trust.

We've all stayd at many of our friends' houses. When you come

from out of town and want to stay at
your host about his working hours, S
and in the morning exit tagher. This is a kind of hospitality.

However, ifwe are sincere and old friends, and | came to stay in

Ankar a, for exampl e. You may say: 0 He
his name), here is the housebs spare
i nti macy. téldystdtyou tdadeater and leave this

placecunbutt oned. €é This actwually sounds

to me. (Sooz, paras. 38)

Furthermore, it should be mentioned that the trustworthiness in the studio was
mutual. While students were meticuloug tmsubvert Ali Hoca's trust, he was also
suscepble to being fair with all students and treating them equally. For instance, it

was important for Ali Hoca to distribute identical studio keys to all students equally.
Besides the keys, as mentionedbyDam ¥z er, he used to make

suchas sketchbooks for students and distribute them equitably among students.

Additionally, Ali Hoca was trying to build a trustworthy environment by creating a
collective, anonymous, comparative evaluationocpss, explained in the
autoethnography section.Nle the large table in the middle of the studio facilitated

an open discussion area for students' engagement and collaboration alongside their
tutors, the anonymous evaluation process showed the tutdesvans for acting

fair.

434 Discussion

The evidencef this study indicates that a substantial amount of time and effort is

required to start and adopt a creative approach as a fundamental learning outcome in
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first-year industrial design education. Accomglito the results, this can be achieved
if new stuceknts are directed to develop a sense of belonging within a community and

areencouraged to become committed members of creative practice.

The findings suggest that defining and implementing specific implides and
regulations and assuring equal rightsd responsibilities to engage will legitimize
and recognize the community members, facilitate social interaction, and develop an

intimate working and learning environment.

Furthermore, this study indiead that establishing a creative community involves
defining a particular area dedicated to practitioners enlisted to engage in related
activities. While the flexible spatial arrangement of this place, as individual and
communal spaces, can facilitate theneegence, display, assessment, and
development ofcreative ideas and approaches, limiting its accessibility and
identifying its members as authorized users can support the development of a sense

of belonging in the community.

The basic design  First-year The studio First-year industrial
studio’s tutors students key design studio space
\\L\\ll
: Implicit rules A shared
& regulations understanding

of rights &
responsibilities

Spatial
arrangement &
orderly configuration

e

authority committed a visible identity a space dedicated
in charge members of & symbol of to a creative
of the creative  a creative group affiliation practice

community community

Figure 51 The impact of implicit rules and regulatioa,shared understanding of
rights and responsibilities, and spatial arrangement and orderly configuiBtien
illustration is adapted from similar diagramskgygan(2016) andCallon(1986).
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Moreover, based on the results of this study, by adoptingaehitegby-doing

approach and instituting implicit rules and regulations in a community of creative
practice, tutors can represent themselves as part of a community of creative practice
and effetively manage the community. These findings are consistentwitVe nger 6 s
studes that suggest the role of teachers, masters, and role models depends on their

membership in the community as a wh@éenger,1999.

4.4  Concluding Remarks

In addition to theprevious discusens, it shouldalsomention thain all three case
studies, close relationships were found between the support of creative practices and
the transfer of intergenerational itenhs the Kavukcase,t can be argued that the
Kavuk transformaon has become a vehicle for celebrating the rejuvenation of a
traditional creative practice.The shed projectemerged anddeveloped by
transformingthe shed and its itemas the family's heirloom#nto acreativevisual
documenting processinally, the third case is abowtffering the accessibility of a
dedicativespaceand its belonging® supporthe learning process and engagement
of acommunity of creative practicEurthermoreaccording to the findings dahe
casestudiesit can conclude thahe locus and milieof the creative practice can be
stimulating medims for developing new approachesoward embracing and

internalizing creative practices
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CHAPTER 5

CONCLUSION

This chapter discusses the results of this study by revisiting the researcbrguesti
A discussion on the limitations of the study and recommendations for future

research is alsmcluded in the chapter.

5.1 Reuvisiting the Research Questions

This dissertation aimed to understand the creative practice through three case studies
across divese fields: performing arts, visual communication, and industrial design
educationThe study's mai objective was to explore the nexus of creative practices
(i.e., the ways in which sayings and doings are interconnected) and investigate the
ways in which hese practices are recast and transmitted.

This study sought to answer the following research topres

- What are the ways in which the doings and sayings of a creative practice are
linked from the social practice theory perspective?

- What are the wayis which a creative practice is reinterpreted and transmitted?

51.1 The Nexus of a Creative Practice

The research questions posed in this dissertation imply that drawing on the social
practice theory could lead to a new way of exploring and understandirtgyerea
practices and to the identification of the ways in which they are reinterpreted and

transmited.

The social practice theory literature refers to a practice as a nexus of sayings and

doings composed of routinizé@haviorsand actions. According toightheoretical
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framework, practices can be defined from two perspectives: praizetity and
practiceasperformance. Practice as an entity comprises a set of intertwining
elements that are interrelated and form each other. Nevertheless, thetapaiasl
existene of practiceasentity mutually depends on the practaeperformance, and
they constitute each other. Practasentity is carried out through consecutive
instances of performances in which the elements are integrated by the caheer of t

practice.

This study indicates that creative practices consist of intertwined relations between
the creative processes of using skills and knowledgettandreative attitudesf
peopleas theynteract withmaterials, surroundings, and meanings lasthe carrier

of the creative practice and audiesia#f creative practicdn other words, while
performing a creative practice requires following specific rules and exercising
particular skills and knowledgé alsoinvolvesexperimentingreinterpretingand
improvising with environments, materials and techniques to reach creative

approaches or outcomes.

The case studies indicate thdtile the creativepractitionercan be identified as the
body and the mindhe carrier, and the performef creativepractice hedsheis not
merely an agent who is programmed to follewactorders and rules to complete
repetitive tasksThe shed project case, for instance, shows that although it takes a
specific set of skilland knowledge to be able to illustrate thing is the creative
approach developed by Lee John Phillips thas key toattracing the public
attention: Transforming the shed into a difime illustration anda coherent

documentation projet¢hat acclaimed bygiverseaudiences

Therefore, he nexises of creative practice comprise reflectjondaptatios,
improvisatiors, and experimestformed through the contributions tie creative
p r a c taudiercéssand the performers of the creativactiwe in a social

environment
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51.2 The Locus of a CreativePractice

All three cases reveal various spatial aspects through which creative practices can be
supported, performed, experienced, learned, exhibited, and evaluated. This study
reveals that the spa where a creative practice is performed is its lochgwhas a

vital role in its reinterpretation and transmission.

The locus of the creative practice is not only where the necessary tools and materials

are located; this locus also provides a milievaloped in time as people and

materials interact and @t special moments, events, experiences, and feelings
together. In the Kavuk case, the theater where the live performance is carried out is

also the communal environment for training, rehearsingueting, and developing
performances. The sense of alti@ment or loyalty to this locus may alter the way
things are perceived. As declared by Fer
bel ongs to the Ses Theat en Kamaldna@@8houl d n.

Furthermore, the locus of creative practicen cgerve as a space for holding
ceremonies and special events organized to support, transform, sustain, and enhance
the creative practice. Consequently, the space provides a locus for experiences
emeging from the mutual participation of the audience amrdpiactitioners of the

creative practice.

The locus of creative practice can also be established through the configuration of
space as a dedicated and bounded environment for carrying out a qoeativee

and providing its authorized users with the fle, rights, and responsibilities of
using it. This will also identify the users as a community, a privileged group of
practitioners, and encourage them to dedicate themselves to performing tetter. T
first-year studio key case shows the extent to whediahting a space for carrying

out a creative practice and regulating its accessibility can influence the sense of
belonging to the creative practice, space, and community. Furthermore, flexible
spatal arrangements and defining individual and shared aress facilitate the

emergence, development, display, and assessment of creative ideas and approaches.
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5.1.3 Social Aspects of a Creative Practice

As Reckwitzputsit so eloquently, practices are social:

Tosay that practices are asoci al pract.i
tautol ogy: A practice is social, as it
understanding that appears at different locales and at different

points of time and is carried out by different body/minds

(Reckwitz, 2002).

This study recognizes the audience as annéisseart of creative practice and
indicates that carrying or performing a practice involves more than practitioners.

Experiencing a creative practice requires bothpitaetitioner(s) and the audience.
Conducting an art exhibition, a live performanoea lecture without an audience
render the performance incomplete. The audience's active role ameheho
experienceandasseses a creative practice and the practitie r s 6 twdipca ci t vy
and transform the performance through constant and instagiibéck indicatethat

the meaning of a creative practice develops socially. In the Shed Project case, for
example, the meaning of the creative practice is interconnedtedhe audience's
heterogeneous previous experiences that originated in and fthnoegh diverse

social contexts.

Moreover, creative practices are transmitted and assessed througfio-peer
learning, masteapprentice relationship, and the partatipn of the audiences in
various roles. Although the process of generating a ceeatitcome and developing
special skills for carrying out a creative practice require individual concentration and
focus, learning a creative practice can be supporteddanzing a community of

creative practitioners.

Consequently, this study indicatebat creative practices are complex and
multifaceted social phenomena; their development, sustainability, and transmission
involve practitioners, audiences, processesst@rid various actors interacting in a
social and cultural milieulThus in order toimprovea creative practicandsupport

its praditioners it is essential tgive an accourfor improving thecreative practice's
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