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Abstract

This research is a case study aiming to reveal the experiences of art students towards the activity of “reproduction
through appropriation”. During the activity process, students were firstly informed about appropriation and the art
of appropriation, especially the works in which two works of art were appropriated by integrating them, and each
student was asked to identify two works of art to be appropriated. Students made sketches by establishing
relational links between the two works they chose. In the last stage, students were expected to make a new artistic
production. In this research, which was conducted with the participation of 8 students attending the art studio
course, the experiences of the students regarding the process formed the unit of analysis. Worksheets, process
evaluation form and artworks were used as data sources. As a result of the research, it was identified that the
students were able to produce thoughts about the concepts emerging with appropriation and appropriation art and
question this art practice. The students made an effort to integrate the artistic elements in the two works they used
for appropriation in an appropriate way and to create the best visual fiction, and they were able to bring a new
interpretation by making use of the artists’ application of the paint technique and their understanding of colour in
the appropriated works. They also realised that the artwork they produced was only a tool to force themselves into
the artistic creation process and to gain artistic knowledge and skills. In other words, they developed an awareness
of the limits of utilising the works in the history of art to ensure originality in their future arworks. It is possible to
say that making use of the appropriation method in art studio courses will contribute to the artistic development of
students.
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1. Introduction

Art is closely related to concepts such as creativity, innovation and originality. The connection of art with creativity
is a kind of enforcement to produce something new. The reason behind the desire to search for the new and produce
something new is chasing for originality. However, this state of novelty usually does not express an absolute
novelty. It also involves changing and transforming the old in the history of art, which is the memory of art, with
new form and content.

Art history is the cumulative progression of previous art. Artists utilise art’s knowledge of the past while creating
their own art (Butt, 2010). Art history, which is a powerful memory, is also the common material storehouse of
artists and historians. Whenever the artist wants to create something new or artistic practices force the artist to do
so, it is inevitable to refer to the past in art history and discover something there (Toka, 2013). It is possible to see
traces of past art even in the works of artists who are considered the most innovative. This connection established
with the old in creating the new is a situation that has continued in every period throughout the history of art. This
relationship between the old and the new, which is called pictorial quotation or approprioting, sometimes
constitutes the artistic attitude of an entire civilisation and sometimes exists as the individual preference of the
artist. Aktulum (2016) states that the Romans copying the sculptures and written products of the Greeks and
adapting them to their own way of life are the first examples of appropriation in art. The quotations made by
Renaissance and Baroque period painters by carrying the sculptures made in previous periods to their canvases are
another early example of pictorial quotation (Girgin, 2018). Although referring to and quoting the works of
previous artists has been an established practice throughout the history of art, it was only with postmodernism that
it became remarkable and began to be called the art of appropriation (Kodal & Koése, 2016; Schneider, 2006).
Today, it is characterised as an art form in its own right (McKervey & Long, 2002) and is used by many artists as an
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effective method (Ozel, 2013).

The widespread use of appropriation art, including various art disciplines, has created the dilemma of “original”
and “imitation”, and discussions on whether image transitions between paintings are ethical or not have started
with contemporary art (Tatar, 2017). The borrowing and expanding use of artistic images from the past is a radical
challenge in terms of creativity and originality in copyright laws (Badin, 1995; Greenberg, 1992). For this reason,
appropriation art should be discussed more philosophically (Hick, 2010) and laws supporting this art should be
created (Carlin, 1988; McEneaney, 2013). Because the morality of appropriation requires borrowing for the
production of artefacts (Hamilton, 1994). Appropriation is never an exact copy but always a process that results in
a kind of transformation (Serafini, 2015). The re-appropriation of the past according to the needs of the present
involves the conscious choices of the artist rather than the repetition of the past as it is (Bourriaud, 2018; Heindl,
2009). The artist does not formally repeat each part or whole in the work he/she appropriates, but gives it a new
meaning (Kodal & Kdse, 2016). His/her task is to update a literary or pictorial heritage or knowledge by
mobilising old knowledge (Aktulum, 2011).

One of the topics of discussion on appropriation art is its relationship with cultural borrowing (Hick, 2010). The
artist’s creation of a new cultural dialogue due to appropriation from another culture (Young, 2008) and the
questioning of how local forms are put into international circulation in this process of cultural transformation and
identity construction (Oguibe, 2002; Schneider, 2006). These debates, which develop on the axis of being local and
universal, focus on the concern that works of art that are the product of cultural appropriation will constitute
aesthetic failures (Young, 2008). However, a culture can make cultural transitions by utilising new and different
cultures while creating its own art (Senol, 2015). Moreover, the essence of appropriation is to make the other
culture recognisable (Schneider, 2003) and to express the past culture in a new way. This possible aesthetic failure
can be overcome by the artist making original contributions to the cultural dialogue (Van Camp, 2007). In other
words, the artist appropriates an image from another culture, detaches it from the historical context in which it was
produced, carries it to the conditions of the new period (Can, 2018), and makes the work original by including parts
of himself (Sahin Ceken, 2022). Thus, cultural appropriation can result in works of high aesthetic value (Young,
2006). As a matter of fact, it is possible to find traces of the art of different cultures or past civilisations in various
works of many artists recognised by art authorities.

Adopting the art of appropriation as an attitude, postmodern artists have transformed appropriation into a new
means of producing meaning. In doing so, starting from the art of the classical period, they have taken and
evaluated everything that can be used in the name of canvas painting in the history of art and sought new starting
points for themselves (Olgun, 2017). The internal dynamics of this art have developed strategies such as
eclecticism, pastiche, simulation and feminism, and with concepts such as appropriation, borrowing, plagiarism or
stealing, the modernists’ respect for originality has been belittled (Can, 2018). This cynical attitude, which
partially or completely developed towards the reading of yesterday through today (Unlii & Kiipeli, 2020), brought
along the evaluations that postmodern art jealously embraced the modernists and tried to destroy them by
persecuting them (Kuspit, 2011). However, it is also a fact that Modern art has made it commonplace to quote art
historical sources in order to create a distinct tension between itself and the traditional formal concerns of
post-Renaissance painting (Carlin, 1988). Although appropriation takes place in postmodern art as a type of art, it
should not be overlooked that it is a method used in every period of art for reasons such as the reproduction of form
or meaning, the construction of identity and society through cultural dialogue.

The fact that imitation is the essence of appropriation also gives it a pedagogical feature. As a matter of fact,
Bandura draws attention to the existence of learning through modelling and imitation in social learning theory
(Ustiindag, 2021). On the other hand, Plato’s explanation of art with imitation in his theory of mimesis (Bozkurt,
1995). Moreover, the evidence presented by the Wilsons’ that imitation is at the basis of children’s drawings as a
result of their research (cited in Karaca, 2011) form the basis that the copy method can also be used in artistic
learning. The copy learning method contributes to students’ learning basic artistic knowledge and techniques
(Hurwitz and Day, 2007). For this reason, it has been one of the methods used by art educators in every period.
However, in order to prevent students from being stuck in certain moulds and not to hinder their creativity, it
should be considered only as one of the tools, not a goal in art education (Kirisoglu, 2005; Y1lmaz, 2015). Since the
essence of appropriation is to bring a new interpretation and reproduce, the studies to be carried out by art students
through appropriation can eliminate the possible reservations arising from the traditional copy method. However,
as in the traditional copying method, it should not be overlooked that such practices should not be repeated
continuously.

Today, appropriation is considered as an artistic attitude as well as one of the processes of art education (Verwoert,
2007). Learning by appropriation has a dual structure as art students and artists. Just as artists have learnt from
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other artists throughout the history of art, this is also true for students (Butt, 2010). It also ensures the transfer of
cultural accumulation to new generations due to the connection it establishes between the past and the present by
evaluating the artistic understanding of different periods (Arikan, 2016). Therefore, contemporary art education
should also focus on issues such as appropriation, recontextualisation, and juxtaposition (Atkinson, 2002; Walker
2014). Those practices not only offer new ways for students to learn and internalise history, art and culture
(Trafi-Prats, 2009), but they also help them gain technical knowledge and skills. In this study, appropriation, which
has been used by artists in every period of art history, was evaluated as a pedagogical method. In this framework,
an answer to the question “what are the experiences of painting studio students towards appropriation practices?”
was sought.

2. Method
2.1 Research Design

The research is a case study in which the process of reproduction activity through appropriation is analysed in the
painting studio course. Creswell (2013) defines a case study as a qualitative research approach in which
information collected with various data sources about a limited situation or multiple limited situations is revealed.
Since the focus of the research is to determine how the activity reflects on the artistic learning process in the art
studio course, there is only one limited case. The unit of analysis is decisive in case studies. A single unit of
analysis such as an individual, a programme, a school is examined with a holistic single case design (Yildirim &
Simsgek, 2011). Since the students participating in the activity constitute a situation and the experiences of the
students regarding the activity constitute the unit of analysis, “holistic single case design” was adopted in the study.

2.2 Sudy Group

The study group of the research is 8 students attending the “Painting Art Studio” course of a faculty of education.
The study group was determined by homogenous sampling. In homogenous sampling, small and homogenous
groups should be studied in depth (Patton, 2014). The fact that the students in the study group were admitted to the
school with an aptitude exam and were at the same grade level was accepted as an indicator that they had similar
characteristics in terms of knowledge and skills.

2.3 Implementation Process and Data Collection

The collection of research data progressed in coordination with the implementation process. The data were
obtained from worksheets, process evaluation form and artworks created by the students. Kirisoglu (2009)
describes the art teaching process as students acquiring information about the subject to be studied, designing it by
researching and thinking, and producing an artwork. In this direction, the application content of the research was
organised in three stages: “acquiring knowledge and comprehension”, “research, thinking and designing”,
“practice and product creation”. The duration of each phase was determined by taking into consideration the
experiences of the researcher from a similar study in the previous academic year. The process, each week
consisting of 6 lesson hours and covering 4 weeks, is given in Table 1.

Table 1. Application process

Week Application Content

Preliminary information polling

- - " Knowledge acquisition and comprehension
1 Written and visual source examination

Preliminary research for artwork, discussions

- ; ] B Research, thinking and designing
2 Making sketch studies and selecting the appropriate one

3 Artwork practice

- Application and product production
4 Artwork practice

The implementation process was started by probing the students’ prior knowledge. The responses demonstrated
that the students had not heard of the concept before and did not have any idea about appropriation. In the next
stage, the students were informed with written and visual resources on the subject, the works made by the artists by
appropriation and the works made with the art of appropriation were examined and it was stated that artworks
would be made through appropriation in the lesson. During workshops discussions were held in order for students
to question the concept of appropriation, the reasons for appropriation by artists and their own reasons for making
such a work. The comments of the students were collected with the help of worksheet 1 (wsl) including the
following three questions.
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1) Give brief information about the concept of appropriation and types of pictorial quotation.
2)  Why might artists have made appropriation?
3)  What could be the reason for doing such a work in the art studio course?

In the first week of the activity, the students were told that they needed to identify two artists and one work by each
artist for the artworks to be made with the foundation, and students were encouraged to conduct preliminary
research. This process was carried out through a cycle of “preliminary research-exchanging opinions-re-research”.
The students were left completely free about the works they would choose, but some of the students who had
difficulty in finding and choosing appropriate works were guided and a joint decision was made.

The second week of the activity was planned for sketching. The researcher held separate discussions with each
student on how to integrate the two works to be based on, and sketching was started in line with the preliminary
thoughts and designs developed. Arnheim (2012) defines visual thinking as a cognitive problem-solving process
that involves processing visual information and developing new and original ideas. Sketches enable seeing new
things, making new connections and basically visual thinking (Y1lmaz Satilmisoglu, 2022). Sketches are seen as a
valuable tools for students to establish new relationships and produce alternatives between the artefacts they will
appropriated through visual thinking. In order to reveal their experiences regarding this process, worksheet 2 (ws2)
consisting of the following questions was used.

1) What is your reason for choosing the pieces you chose?
2) Which parts of these two works did you combine and arrange?

3) How did you determine the colours in your artwork? (Were the colours in the paintings you chose effective or
will you go in search of new colours yourself? Explain).

In the sketching phase, students made various draft works by integrating various indicators from both works. With
the joint decision of the researcher and each student, the most appropriate one among these was determined and the
artwork was started. The artworks produced by the students at the last stage of the activity were also evaluated as a
data source.

After the application, the Process Evaluation Form (PEF) consisting of the following questions was used to reveal
the students’ experiences about the whole activity process.

1) How did you plan the process of creating your artwork?

2)  What did you learn in this process?

3)  What were the ease and difficulties you experienced while creating your artwork?

4)  What were the things you enjoyed and disliked in the process of creating your artwork?
5)  What would you say about the effect of this study on your future artwork?

The worksheets and process evaluation form used in the study were developed by the researcher and presented to
two field experts for validity. After the opinions received, the questions were rearranged and the data collection
tools were finalised. The questions were read to a student outside the study group who participated in the same
activity in the previous year and it was determined that they were clear and understandable.

2.4 Analysing the Data

The data were analysed by content analysis. The data set consisting of worksheets, process evaluation form and
artworks were analysed as research data. In order to ensure reliability, the researcher worked with a field expert in
the analysis of the data.

In content analysis, the collected data are subjected to a deep analysis process and similar data are collected under
certain concepts and themes (Yildirrm & Simsek, 2011). In this direction, the researcher and the field expert
independently coded the data set and determined a draft code list. After the coding was completed, both experts
came together, common codes were determined, and the codes were finalised by reaching a consensus on different
codes. The finalised similar codes were grouped under the themes associated with the content of the
implementation process. The determination of direct quotations in the data accepted as research findings was also
carried out with the joint decision of the researcher and the field expert.

Abbreviations were made to define the data source of the codes reached after the analysis. Worksheet 1 was
referred to as ws1, Worksheet 2 was referred to as ws2, and the Process Evaluation Form was referred to as PEF.
Each student participating in the application was given a code name, and real names were kept confidential. Direct
quotations were presented in a way to show the data collection tool and the code names of the students. For
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example, the direct quotation given as “ | researched the artistsin the style | want to study.” (SN, PEF) reflects the
statement of the student coded SN in the Process Evaluation Form.

3. Findings

The research findings were explained under four themes: making sense, discriminating, creating connections and
re-producing. Making sense includes perceiving the subject, questioning the reasons for artists to produce works
through appropriation and the rationale for doing appropriation work in the main art studio course. Discrimination
includes searching for artists, identifying the works to be appropriated, preliminary thoughts and designs on the
subject. It consists of creating connections, visual fictional searches and colour searches. Re-producing consists of
artistic productions made through reproduction, appropriation, inferences about the activity process, evaluations
and emotions formed in the process.

3.1 Making Sense

The students made explanations with concepts such as renewing, changing, being inspired, being inspired in
relation to the comprehension of the subject. For example, the student coded SR emphasised the search for
originality and novelty in the works made with appropriation with his/her statements as “ Starting from the work of
an artist isto create a new work.” (wsl). However, the statements of the student coded SU, “ We can neither call
these paintings the same as that painting, nor can we say that they are not the same.” (ws1) and the statements of
the student coded SM, “ When the resulting works are made under the name of appropriation and in accordance
with its essence, they do not constitute copying or plagiarism.” (wsl) reflect the fine line between plagiarism and
originality in appropriation. The students’ explanations related to art history about the art of appropriation are as
follows:

It is identified with post-modernism. But it is also seen in modernism. (SE, ws1)
The artists of the old period were always influenced and quoted from each other. (SL, ws1)

The above statements show that students comprehend what appropriation means in art and the periods most
identified with the concept. Kirisoglu (2009) points out that knowledge about art provides accumulation for future
designs and applications. Especially in artistic productions made with foundation, students’ explanations about the
search for innovation and creating something new give clues that the knowledge they have acquired is a guide for
artworks.

Regarding the reasons why artists appropriated, students developed ideas that artists may have appropriated for
reasons such as the desire for self-improvement, originality - the search for new styles, individual preference and
the desire to be visible. For example, the student coded SM said, “Great masters often improved themselves by
imitating the works of their predecessors.” (wsl), the student coded SF said, “It may be to increase the power of
interpretation before making original works.” (ws1) and the student coded SN pointed out that appropriation can
be a stage in artistic development with statements such as “To ensure their own development.” (ws1). On the other
hand, the student coded SE commented that appropriation can be the individual preference of the artist with the
statement “ It may be due to the fact that artists want to reinterpret the original painting with their own creativity in
a humorous or realistic way.” (wsl). The most frequently repeated theme of the students is the search for
originality and new style. The opinions of the students about this are as follows.

Artists have made appropriation works in order to improve themselves or to improve their styles and to
create new styles. At the same time, there is a desire to become a master like those artists. (SR, ws1)

I think they did it because they wanted to find their own point of view by making use of different points
of view, to find their own style by trying different styles, or to adopt and maintain those styles. (SN,
wsl)

Artists have benefited from the past knowledge of art through appropriation in order to create their own art (Butt,
2010). However, they did not take a work as it is, they transformed it and made it original with a new expression
(Sahin Ceken, 2022). The above statements of the students show that they bring accurate interpretations about the
reasons for appropriation and how artists apply it.

Regarding the reason for doing appropriation work in the art studio course, the students made explanations in the
direction of strengthening creativity and artistic development. For example, the student coded SL said, “ In order to
analyse the styles of two artists and interpret them according to my own style. We will use our creativity by
combining two independent paintings.” (ws1) and the student coded SE said, “In order to adopt the separate styles
of the paintings we are studying and then reinterpret them by quoting them, blend the two paintings, both to
under stand them better and to develop our creativity and bring them together in common colour, technique and
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style” (wsl) points to the relationship between the artworks to be done with appropriation and creativity. Some
students stated that appropriation would contribute to their artistic development with the following statements.

It is like a map or a compass for students who are in the process of learning and do not know exactly
what to do or how to do it, or for beginners. It can be for improving ourselves in terms of colour,
composition and aesthetics. (SM, wsl)

How can we do our next original work more accurately? How should colour and composition be in a
work? How should we create sketches? What can we learn from the works of artists? To create our own
style and learn more by answering questions. (SN, ws1)

Artistic practices through appropriation can be the beginning of a lifestyle full of creativity for students. It can
prepare the ground for them to learn artistic concepts and skills (Kodaman & Yilmaz, 2014). The students
emphasised that this activity would create an infrastructure for their future original works. In addition, there are
also explanations showing that they had to reveal their individual creativity while doing this work. Therefore, the
comments of the students indicate that they were able to question the rationale for this study.

3.2 Discrimination

The search for artists during the appropriation process progressed for the students in the form of prioritising artists
whose styles were liked and doing subject oriented research. Some students expressed their reasons for searching
for artists, for example; “Based on the subject of women, | thought that Modigliani and Nese Erdok figures could
be compatible.” (SE, PEF), “| searched for artists in the style | wanted to study. | chose two artists who were
similar to each other in terms of subject and composition.” (SN, PEF). However, the explanations of the student
coded SM as “l identified two artists whose style is close to me, whose works | like, who lived in different
countries.” (PEF) and the student coded SU as “I identified artists who are suitable for the space | want and the
techniques| want to do.” (PEF) reflect that some students prioritised the artists they found close to them in terms of
style in the search for artists.

The creative process of the artist and this process experienced by the student are similar to each other (Kirisoglu,
2014). As seen in the students’ expressions, the desire to identify with an artist has been a determining factor in the
search for an artist. This can be explained by the idea of making this process easier for themselves by making use
of the methods of coping with artistic problems of the artists they find close to them. As a matter of fact, an artist
with whom the student connects with himself/herself can be a good guide for him/her.

Determining the artworks - preliminary thoughts and designs could be defined as an interwined process.The
students made explanations indicating that they prioritised compositional harmony and individual tastes in
determining the artworks. For example, the student coded SF said, “I caught the harmony of the two paintings with
each other.” (ws2), and the student coded SM said, “I chose the paintings of the two artists whose works were
suitable to combine...” (PEF).

After determining the artists to be appropriated, the students’ decision on which works to choose from these artists
was made possible through the mental design process. The students’ explanations about the preliminary thoughts
and designs they developed for the subject are given below.

While analysing Turkish painters, Nuri Iyem’s paintings attracted my attention. He described a
screaming Anatolian woman. It was very appropriate with Edvard Munch’s Scream painting. (SL, ws2)

One of the main reasons why I chose these pictures is that I find the two pictures very harmonious with
each other. (SK, ws2)

The students gave priority to the works to be compatible with each other in terms of subject, colour and space. This
situation is closely related to visual perception. In the perception process, fixation on the target and discrimination
of depth are in question (Arnheim, 2012). Visual perception consists of processes that require mental effort such as
looking, noticing and making sense (Geng & Sipahioglu, 1990). It has a feature that can be developed through art
education (Okan Akin, 2023). The above statements of the students show that they focused on some of the works
among the many works they examined and were able to make visual discrimination by selecting them among the
others. In other words, as a result of a deep focus, the students gained the ability to select the works they think are
the most appropriate.

3.3 Creating Connections

The visual fictional searches before the artistic productions were a process in which the students were able to see
various possibilities through the material by making sketches. At this stage, they looked at the art objects in the
works they identified in depth and made a new synthesis. For example; ““I thought that the background of both
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paintings was not suitable for the painting | wanted to make and | wanted to use a different background.” (SN,
ws2), “I changed many parts at first and this was the most appropriate.” (SU, ws2) show that many options were
tried by the students. Some of the students’ explanations about visual fictional searches are as follows.

I thought about Dali’s whole body in the painting, but I decided that it would not be suitable for Medusa.
And I think he achieved that harmony by taking only his face. ’'m talking especially about the harmony
in the moustaches. (SK, ws2)

I paid attention to the harmony between the background and the table. I thought that the ball would look
better instead of the vase on the table. Thus, I tried to make a connection with Picasso’s painting. (SF,
ws2)

The students explained the difficulties they experienced in this process with expressions such as “| had some
difficulty in composition, but | found the right composition as a result of my long research.” (SM, PEF), “ It was
quite difficult to combine two important works.” (SF, PEF). On the other hand, the student coded SU drew
attention to the ease of examining the works he based on in depth with the statement “Although the periods and
painting styles of the painters were different, | did not have many difficulties because | examined the painting a lot
before drawing it and designed it in my mind” (PEF). The student coded SN, on the other hand, reflected that the
sketch studies facilitated the process with the statement “It was easy to create sketches by making use of two
artists”.

Visual fiction can be defined as bringing together the elements that make up a artwork in certain order relations
(Ocvirk, et al., 2015). The artist places all pictorial elements according to the visual fiction he/she has designed.
The aesthetic value of the work is determined by how this order is achieved. The current arrangement of each of the
works that the students identified for appropriation has an aesthetic value. However, it is possible to produce new
solutions for a new artwork to be made with the combination of these works belonging to different artists and
periods. The above statements of the students reflect their efforts to solve the new problem encountered and to
create the most appropriate visual fiction.

Regarding the search for colours, the students stated that they generally tended to use colours similar to the colours
in the works they appropriated, and that they would search for new colours when necessary. For example, the
student coded SR said, “ | will not change the colours. | will go through the colour researches made by the artists
asmuch as| can.” (ws2), and the student coded SK said, “Looking at the harmony of the paintings with each other
after this moment, such a thing does not seem possible. Because they have achieved a harmony among
themselves.” (ws2), they stated that they were not in search of new colours. However, both appropriated works
have different colour arrangements. A new artwork formed by integrating them brought new problems related to
colour and forced the students to think about colour again. For example, the statement of the student coded SU, I
analyse similar paintings and try to have new ideas in myself for some situations.” (ws2) shows this search. The
following statement of the student coded SF reflects a similar search.

I chose white and light blue because the background was dark, so that it would not be overwhelming
and the figure would be more in the foreground. I made sure that they were all in order. I made the green
part of the background lighter for the change in colours. I will make the colours on the table in Picasso
style. (SF, ws2)

There are also expressions of the students that they reconsidered the colour arrangement in their artworks without
moving away from the appropriated works but due to the problems brought by the new visual fiction. For example,
the student coded SN said “I will use similar colours, but | will make changesin some details.” (ws2), the student
coded SM said “ | will make changesin certain places, but | will use similar colours without completely changing
the colours.” (ws2), the student coded SL said “I will use similar colours in the background. In the foreground, |
want to make changesin the figure. Maybe | can play with the colours of the dress. | can put more emphasis on the
foreground.” (ws2), and the student coded SE stated with explanations such as “I| will make changesin colours, but
I will not go too far from the essence.” (ws2).

Colour has long been a subject of research for scientists and artists working in many disciplines. For painting
artists, especially impressionist artists, colour has always been one of the main problematics. Grzymkowski (2016)
states that the artist’s decisions about colour in the creation process are in line with artistic and scientific purposes.
This rule is valid for art students. Depending on the above mentioned statements, it can be said that students are in
search of solutions regarding the arrangement of colour due to the necessity brought by the newly created visual
fiction.

While some students had difficulties in the use of colour, others stated that they did not have any difficulties. For
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example, the student coded SN said, “I had difficulties with colour.” (PEF) and the student coded SS said, “l had
difficulties with colour tones because there were two artists with different styles.” (PEF). The student coded SM
said, “I did not have much difficulty in colour determination.” (PEF) and the student coded SL said, I tried to use
the colours correctly. It cannot be said that | had difficulties.” (PEF).

3.4 Re-Producing

An eclectic structure is observed in the artworks of all students. There was no radical deconstruction of the two
appropriated works, and the general tendency was to treat these works as primary and secondary. In their
reproductions, the students made use of the primary work in the space and background, removed some indicators
from the foreground of the primary work, added one or more indicators from the secondary work to the primary
work, extracted some indicators from both works, transformed the formal characteristics of some indicators in both
works, and took the colour harmony in the primary work as a basis. Examples of student works are given below.

Figure 1. Edvard Munch
“Scream”, 1893

Figure 3. Nuri fyem

Figure 2. Student’s artwork (SL) “Cighk”, 1977

Figure 2 shows the artwork of the student coded SL. It is seen that the student utilised the indicators in Munch’s
work (Figure 1) in the space and background. However, he removed the orange region in the background of this
appropriated work. The figure in the foreground is depicted by making the body of the female portrait in Nuri
Iyem’s work (Figure 3) more visible. Again, the direction of the visible left hand of the female figure has been
changed, and it has been interpreted with a stance similar to the hands of the screaming figure in Munch’s work,
but in a more realistic way. In the student’s artwork, it is possible to see the effects of both works that the student
appropriated, as well as the individual interpretation of the application technique of paint, the arrangement of
shapes and the use of colour.

Figure 4. Nese Erdok, “Zaman Figure 5. Student’s artwork ~ Figure 6. A. C. Modigliani, “The Black
Kusu”, 1970 (SE) Dress”, 1918

Figure 5 is the artwork of the student coded SE. The student shaped the background in his work based on Erdok’s
work (Figure 4). The figure has created a fiction similar to Erdok’s by making slight changes in the pot, flower and
coffee table in the background. It is possible to see similar effects to Modigliani’s work on the head and shoulders
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of the figure. Although the face of the figure refers to Modigliani’s work (Figure 6), it can be said that there are
original searches in the details of the face and the arrangement of the hair. It is clear that Erdok’s work is taken as a
ground in the application of colours and paint technique as well as in the fictional production process of the
artwork. However, the change in the values of the colours reflects the individual search of the student.

Figure 7. Pierre-Auguste Renoir,
“La Loge”, 1874

Figure 9. Osman Hamdi Bey,

Figure 8. Student’s artwork (SM) “Istanbul Hanimefendisi” 1881

Figure 8 shows the artwork of the student coded SM. In this artwork, the student took the figures and background
in Renoir’s work (Figure 7) as a basis. The head of the female figure is taken from Osman Hamdi Bey’s work
(Figure 9). Renoir’s influence is predominantly seen in the colours. However, the green colours used in the
background and the repetition of the blue in the head covering of the female figure in the clothes of both figures
show that the student has preferred making some changes in colour. In addition, the student also reflected a cultural
appropriation in this work. As a matter of fact, the student’s statement as “Because my aim was to interpret
Renoir’s painting by adding an Orientalist atmosphere.” (SM, ws2) indicates that there is also a concem for
cultural appropriation in artwork.

Figure 10. Pablo Picasso, “Child  Figure 11. Student’s artwork ~ Figure 12. Diego Velazquez, Portrait of the
with a Dove”, 1901 (SF) Infanta Margarita”, 1659

Figure 11 shows the artwork of the student coded SF. The student created the background in the artwork with the
influence of Picasso (Figure 10). The space on the left side of the figure was rearranged by referring to the table in
Velazquez’s work (Figure 12). Again, the ball on the floor in Picasso’s work was used instead of the vase in
Velazquez’s work. The posture of the figure is similar to the figure in Picasso’s work, but also has a schematic
similarity with the clothing and hair of the figure in Velazquez’s work. Although Picasso’s influence can be seen in
the arrangement of colour and the application of the painting technique, the student used different tonal values of
colours and varies with appropriated works in terms of colour arrangement from both works he appropriated.

Appropriation does not involve repeating each part or whole in the work formally (Kodal & Kdse, 2016). It
requires the artist to include parts of himself/herself to make the work original (Sahin Ceken, 2022). As can be seen
in the artwork examples given above, it can be said that the students borrowed various indicators from both works
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they appropriated in line with their individual preferences. It gives the impression that these borrowed indicators
were appropriated with a new fiction and colour search.

The students’ inferences about the activity process were as follows: the necessity of research, acquiring art
knowledge and developing design power. For example, the student coded SL, “...| realised that our power of
observation improved more by researching.” (PEF) and the student coded SU, “ ...while doing research, | learnt
information about artists and their works. | learnt that | need to examine many more paintings. | learnt that | need
to examine many more paintings.” They stated the contribution of their research on many artists and works to their
own artistic development. The student coded SF said, “I learnt that appropriation is more than imitation and
copying, and that it has a place in art.” (PEF) and the student coded SM said, “| learnt that many artists were
inspired by the artists of the past and created their unique works by finding their own styles over time, that not
every inspiration is theft, and that as time progresses, art develops in this context.” (PEF) and made inferences
about the place of appropriation in art history. The students explained that this application process improved their
design power with the following statements.

Until I came to the paintings of the artists I chose, I saw how the artists processed the paintings in many
paintings by examining how they processed the paintings. (SL, PEF)

In this process, I realised that the use of basic elements in painting is very important. When I examined
the works of artists, I understood how they use composition, light-shadow, dark-light-medium tone
values. (SE, PEF)

I learnt many things such as harmony-incompatibility of colours, proportion-proportion, creating space.
(SN, PEF)

In the art of painting, it is important to benefit from the experiences of the “master” in learning meaning, form,
technique or knowledge. This master refers not only to an artist but also to his/her work (Tetik¢i, 2017). The
students’ explanations emphasise that the examination of a large number of artworks in the first stage of the
activity was a guide for their own artwork. In addition, it is understood from the above statements that the students
were able to distinguish the fine line between appropriation and imitation or copying and to realise that
appropriation is an artistic practice for some artists.

The students explained the experiences gained from the activity process as its contribution to producing original
works, its contribution to gaining knowledge about design and technique, and the benefit of making visual
analyses. For example, the student coded SM said, “ The effect on my future works in terms of composition, colour,
aesthetics and stylistic approach isa fact that cannot be overlooked. | will be more careful and selective especially
when creating compositions.” (PEF), and student coded SF, “It contributed to my thoughts in making original
work.” (PEF), stated that the application process contributed to the search for originality in their future artworks.
Other evaluations of the students regarding the process are as follows:

It enabled me to analyse very important artists and works of art. And I have seen many techniques and
methods, and one of them will be my technique in the future.” (SR, PEF)

The most important effect was that I was influenced by the artists whose paintings I analysed, and
thanks to this study, I learnt to analyse more paintings and work more efficiently. (SU, PEF)

The appropriation method can enable students receiving art education to learn artistic concepts and skills. It can be
an important tool for them to open the door to reveal their creativity and direct their art experiences (Kodaman &
Yilmaz, 2014). As a matter of fact, the students mentioned the benefits of visual examinations during the
application process, and thanks to these examinations, they made explanations that they provided infrastructure
and awareness in order to produce original artworks after all these searches.

The students evaluated the emotions that occurred during the activity process as enjoyment and boredom. For
example, the student coded SF said, “It was not easy to do research.” (PEF) and the student coded SM stated that
they were bored at the selection stage of the artefacts to be appropriated with the statements such as “Thepart | did
not like was determining the tables suitable for the composition | was going to create and that it took a very long
time.” (PEF). However, the students generally enjoyed the activity process; “ | didn't dislike it because it was a
different experience.” (SK, PEF), “l enjoyed painting, | liked that it was so compatible with each other.” (SL,
PEF), “I enjoyed the whole process, there were no things | disliked.” (ON, PEF). As seen in the explanations, it can
be said that the activity was a pleasant process for the students despite the various difficulties experienced in the
process.
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4. Discussion, Results and Recommendations

In this study, it was aimed to reveal the experiences of art students in the process of reproduction activity through
appropriation. In this direction, firstly, the students were given information about appropriation and the art of
appropriation, and they were enabled to question the justifications of the artists for appropriation. Although
appropriation has been a method used by artists in almost every period of art history, after its transformation into an
art form with postmodernism; many concepts on the axis of originality and imitation have become debatable. The
analyses made through sample works forced the students to think about these concepts. They explained their
knowledge and ideas on the subject with concepts such as renewing, changing, being inspired and being inspired.
These enquiries also formed the basis for them to understand the reasons for the artistic production that they
themselves would make through ownership as a artwork practice. The students’ predictions about the reason for
this artwork are that it will contribute to strengthening creativity and artistic development.

The artefacts in the history of art are a good learning area for art students as well as for artists. (Butt, 2010) The
artefacts made by artists of the past contain clues about how the external reality was interpreted by the artists, in
other words, how the artists applied the basic principles of art while creating their works. For this reason, works of
art can guide students by showing how master artists solved problems such as creating a composition scheme,
using colour and applying painting techniques. Within the scope of the research, students had to identify two works
of art for appropriation. Although it was an exhausting process, the artist research and artwork identification phase
forced the students to get to know many artists and examine their works. Tuna (2009) states that aesthetic
perception is necessary in artistic creation and that in order to develop aesthetic perception in students, they should
be confronted with aesthetic objects. This stage of the activity directed the students to examine artefacts with
aesthetic value. It also prevented them from using visual images without artistic value, which they can easily
access through virtual environments, in their artworks. After the preliminary research, the students were able to
choose the works of artists whose works they found close to them by focusing on a subject or whose style they
found close to them among a large number of works, and they made an effort to integrate the artistic elements in the
two works they would appropriately integrate and to create the best fiction. The sketches made at this stage
contributed to the artistic development of the students on how the fiction of an artwork can be created. Hotaman &
Erdogan (2022) reached a similar conclusion in their research in which they examined the effect of sketching in art
lessons. The authors stated that sketching improved students’ drawings. The result obtained is similar to the result
of this study.

In the artworks produced by the students within the scope of this research, it is possible to see traces of the
appropriated works. However, these artefacts were not imitated exactly, the students’ individual interpretations
were also visible. The scheme pattern and the arrangement of colour in the artworks show that students are in
search of innovation. In addition, the students gained experience about the artists’ handling of the subject, their
approach to colour and their application of paint technique through the works they appropriated and transferred
this experience to their own artworks. Graham (2008), in a study on comic books in high school art classes,
concluded that students were able to transfer the knowledge they gained about the artist’s technique and style by
analysing various comics in class to their own artworks through reproduction. Similarly, Inceagag (2022), in his
research in which he examined the screen prints made by students by reinterpreting contemporary artworks,
concluded that this practice enabled the production of original artwork. Similar results were obtained in Kodaman
& Yilmaz’s (2014) research with art students. Therefore, these overlapping results suggest that artists can guide art
students through their works and play an instructive role in their artistic development.

Appropriation or the art of appropriation continues on its way in a separate channel with the debates within itself.
While some art authorities and writers support this understanding, others are of the opposite opinion. For example,
Kuspit (2011) considers appropriation as uncreative, unimaginative, paranoid and callous. Lesper (2022) mentions
that the aim of this understanding is to dilute, destroy and belittle art. Leaving all these debates aside, it should be
taken into consideration that appropriation can be especially helpful for art students in forming their own artistic
identities. Because, according to many art educators, the copying method can also be used in the teaching of art.
Yanik’s (2015) research, in which he took the opinions of educators teaching in higher education institutions that
train art teachers in Turkey, shows that educators sometimes resort to the copy method in art studio courses.
Although the copying method is seen as a pedagogical approach, it also contains reservations such as that it can
squeeze students into certain moulds and prevent their creativity. However, since the appropriation method
involves students’ reinterpretation of the work, it differs from the one-to-one copying method.

In this study, it was concluded that the activity of reproduction through appropriation contributed to students’
acquisition of art history knowledge, development of design power and acquisition of technical skills. In addition
to acquiring knowledge about appropriation as an art practice, the students also experienced this knowledge
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themselves by transforming it into artistic production. The necessity of integrating the colours and schemes in two
artworks confronted the students with an artistic problem and forced them into an artistic creation process to solve
the problem. In this process, they acquired skills in the application of colour and the technique of using paint.
Moreover, they realised that this artwork they produced was only a tool to provide them with artistic knowledge
and skills. In other words, they realised the limits of making use of the works in the history of art to ensure
originality in their future artworks.

Based on the results obtained from the research, it is recommended to make use of the appropriation method that
allows interpretation instead of the traditional copy method in art studio courses. In this way, a space can be opened
for students to produce creative solutions to the problems brought by reconstruction by going beyond the technical
skills provided by the exact copy method. On the other hand, it is thought that such applications can also be used in
art lessons at secondary and high school levels with appropriate content organisation. These applications can be a
tool to offer new ways to students in learning and internalising art history and culture, and to strengthen students’
aesthetic perception.

Appropriation provides an infinite field of diversity thanks to the relational ties it establishes between the memory
of art and the present. One dimension of this is cultural appropriation. Students’ experiences can be revealed by
conducting research in which local cultures or the cultures of past civilisations are appropriated and transformed
into artworks. With a content arrangement similar to this research, new researches can be conducted in which
students’ productions such as sculpture, poster designs, video art, installation works are analysed analysed.
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