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EDITORIAL

“Cinema is the best tool to express the worlds of emotions, dreams and instincts.”

L. Buiiuel

The International Cinema Symposium, organized by the Near East University Communication Research Center, was
successfully held this year between 6-10 November 2023. The Organizing Committee, consisting of distinguished cinema
and communication sciences academicians from Turkey and the Turkish Republic of Northern Cyprus, who came together
with the unifying power of cinema, determined this year’s theme as “Culture - Identity - Ideology in Cinema”. With the
support of academics from distinguished universities and universities in Turkey and the Turkic Republics, various aspects of
cinema were discussed this year. The contribution of experienced academicians and field professionals as “Invited Speakers”
to the five-day sessions was quite remarkable in scientific and artistic terms. Presentation of Prof. Dr. Belkis Ayhan Tarhan
from Cyprus, Assoc. Prof. Dr. Abdolhossein Laleh from Iran, and cinema writer Vecdi Sayar from Turkey gave great meaning
to the 3rd International Cinema Symposium. Academicians from many countries also attended the online presentations.
The following themes were discussed in depth on cinema during five days; “Gender Studies, Gender Roles, Crime, Criminal
and Punishment Concept, Politics, History and Historical Characters, Ideological Relationship with Literature and Other Art
Branches, Architecture and Cities, Cinema and Global Refugee Policies (Rights, Politics of Forced Migration and Displace-
ment, Refugee Settlements and Camps, Integration of Refugees, Injustice of Displacement), Memory and Identity in Cine-
ma, Terror and Political Violence in Cinema; Cinema, Ecology and Environment, Technology and Media, Local and Universal
Approaches in Cinema. At the symposium, which brought together 45 academicians from dozens of countries and lasted five
days, themes were discussed throughout 8 sessions during 5 days. The 3rd International Cinema Symposium “Summary Pa-
per” book, which has reached you now, is an outcome of this qualified and scientifically selective symposium. The structure
of the symposium, which has set an example for the field in a short period of three years, has developed thanks to the care
and selectivity of the Organizing and Referee Boards for the field. The organizing committee, which sets out with such high
artistic concerns and motivation, is the most important part of the symposium in gaining such quality and success. In this
respect, | am honored to thank all the cinema fanciers who made different contributions to every stage, starting from the
web page design, designing the posters, undertaking the correspondence, sensitively evaluating the scientific studies and
making different contributions at every stage.

In 2024, at the 4th anniversary of the symposium, our greatest wish is to meet all cinema fanciers, academics and
artists on a broader platform and with different cinema themes. Cinema is such an effective art that it leaves deep traces in
the lives of the audience for many years and directs their lives. As Tati said; “| want this; Let the movie start after you leave
the movie theater.”The ideal, like the main principle of the cinema symposium, will continue to be our guide in new begin-
nings. We have already started to prepare for next year’s cinema symposium, a new festival...

Prof. Dr. Fevzi KASAP - President of the Center for Communication Research




EDITORDEN

“Sinema, duygular, dtisler ve i¢glidii diinyalarini anlatmak icin en iyi aractir”

L. Bunuel

Yakin Dogu Universitesi lletisim Arastirmalar Merkezi tarafindan diizenlenen Uluslararasi Sinema Sempozyumu
bu yil 6-10 Kasim 2023 tarihleri arasinda bagsar ile gerceklestirildi. Sinemanin birlestirici giicii ile bir araya gelen Tiirkiye ve
Kuzey Kibnis Tiirk Cumhuriyeti'nin seckin sinema ve iletigim bilimleri akademisyenlerinden olugan Diizenleme Kurulu, bu yilin
temasini“Sinema’da Kiltiir — Kimlik — Ideoloji” olarak belirlemisti. Seckin iiniversitelerin akademisyenlerine, Tiirkiye ve Tiirk
Cumhuriyetlerindeki tiniversitelerin de destek vermesiyle, bu yil sinema sanatini degisik yonleri ile tartismak miimkiin oldu.
Bes giin siiren oturumlara, alaninda duayen akademisyen ve alan profesyonellerinin “Davetli Konusmac” olarak koyduklari
katki bilimsel ve sanatsal anlamda oldukga dikkat cekiciydi. Kibnis'tan Prof Dr. Belkis Ayhan Tarhan'in, iran'dan Dog. Dr. Ab-
dolhossein Laleh'in ve Tiirkiye'den Sinema yazari Vecdi Sayar'in konugmalari 3. Uluslararasi Sinema Sempozyumu'na biiyik
anlam kazandirdi. Cevrim ici olarak yapilan sunumlara pek ¢ok tilkeden akademisyenler de katildi. Beg giin boyunca sinema;
“Cinsiyet Calismalari, Toplumsal Cinsiyet Rolleri,Sug, Suclu ve Ceza Kavrami, Politika, Tarih ve Tarihi Karakterler,Edebiyat ve
Diger Sanat Dallari ile ideolojik ili§kisi, Sinemada; Mimari ve Sehirler,Sinema ve Kiiresel Miilteci Politikalari ( Haklan, Zorla
Gog ve Yerinden Edilme Siyaseti, Miilteci Yerlesimleri ve Kamplari, Miiltecilerin Entegrasyonu, Yerinden Edilmenin Adaletsi-
z1igi),Sinemada Bellek ve Kimlik, Sinemada Teror ve Siyasi Siddet,Sinema, Ekoloji ve Cevre,Sinema, Teknoloji ve Medya, Sine-
mada Yerel ve Evrensel Yaklagimlar” basliklari ile derinlemesine ele alinmigtir. Onlarca tillkeden 45 bilim insanini bir araya
getiren sempozyum, 5 giin boyunca 8 oturum baghgi perspektifinde ele alinmistir. Su anda size ulagan 3. Uluslararasi Sinema
Sempozyumu “Ozet Bildiri” kitabi, bu nitelikli ve bilimsel anlamda olduka secici sempozyumun bir iiriiniidiir. Sempozyu-
mun i yil gibi kisa bir siirede alana emsal olan yapisi, Diizenleme ve Hakem Kurullarinin alana duydugu dzen ve seciciligi
sayesinde gelismistir. Boylesi yiiksek sanatsal kaygilar ve motivasyonla yola ¢ikan diizenleme kurulu, sempozyumun bu
denli nitelik kazanmasinin ve bagaril olmasinin en 6nemli parcasini olusturmaktadir. Bu vesile ile sempozyuma; web sayfasi
tasanmindan baslayarak, afislerini tasarlayan, yazismalarini iistlenen, bilimsel calismalar hassasiyetle degerlendiren ve her
asamasina farkli farkli katkilar koyan tiim sinema yolcularina tegekkiir etmeyi onur sayarim.

2024 yilinda, sempozyumun 4. yasinda; tiim sinema severler, akademisyenler ve sanatcilar ile daha genis bir plat-
formda ve degisik sinema temalari ile bulusmak en biiyiik temennimiz. Sinema dyle bir etkili sanat ki izleyicilerin hayatinda
uzun yillar derin izler birakmakta, yagamlarina yon vermektedir. Tati'nin syledigi gibi; “Ben istiyorum ki; film, siz sinema
salonunu terk ettikten sonra baslasin.” Ideali, sinema sempozyumunun da ana ilkesi gibi yeni baslangiclarda yol gdstericimiz
olmaya devam edecektir. Biz simdiden dniimiizdeki yilin sinema sempozyumuna, yeni bir senlige hazirlanmaya basladik
bile...

Prof. Dr. Fevzi KASAP - ILAMER & Sempozyum Diizenleme Kurulu Baskani
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GUNUMUZ TURK Dizi FILM ANLATILARINDAKi KADIN TEMSILININ OMER Dizisi
UZERINDEN iNCELENMESI

1 Asli EKICI
0z

Istanbul’un Uskiidar semtinde bir mahalle yasamina tanik oldugumuz “Omer” dizisinde genel olarak toplumsal
cinsiyet temelli beklentilerin hakim oldugunu goriiriiz. Ataerkil yapinin kadin ve erkek olmaya dair rol tanimlari bu ma-
halleye sirayet etmistir. Gliniimiiziin onemli bir kadin oyuncusu olan Gokge Bahadir'in hayat verdigi Gamze karakteri ge-
leneksel ve modern kadinin ozelliklerini biinyesinde barindiran, cogu zaman giiclii, zaman zaman ise kirilgan bir yapiya
sahip, tutkularinin pesinden kosan, hayatin icinden bir kadindir. Dizinin prime timeda yayinlaniyor olmasi ve ¢ok sayida
izleyiciye ulastyor olmasi nedeniyle sundugu kadinlik temsilleri onem kazanmaktadir. Bu cercevede calismada Gamze basta
olmak lizere dizide yer alan kadin karakterler araciligiyla anlatinin geleneksel toplumsal cinsiyet kaliplarini siirdiirtip stirdiir-
mediginin, kinlmalar barindinp banindirmadiginin izi siiriilecektir. Tania Modleski popular kiiltiir iiriinlerinin “protesto ve
direnis unsurlan” icerdigine vurgu yapar. Bu baglamda calismanin kuramsal cercevesinde dnemli bir feminist kurama olan
Modleski'nin goriislerinden yararlanilacaktir.

Anahtar kelimeler: Popiiler kiiltiir, kadin calismalan, dizi film, Gok¢e Bahadir
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REPRESENTATION OF WOMEN IN CONTEMPORARY TURKISH SERIES:
THE CASE OF OMER

ABSTRACT

In the series “Omer”, where we witness the life of a neighborhood in the Uskiidar district of Istanbul, we see that gen-
der-based expectations generally dominate. The patriarchal structure’s role definiti-ons of being a man and a woman have
spread to this neighborhood. The character of Gamze, played by Gokge Bahadir, an important actress of today, is a woman from
life who embodies the characte-ristics of traditional and modern women, has a structure that is often strong and sometimes
fragile, and pursues her passions. Since the series is broadcast in prime time and reaches a large number of viewers, the repre-
sentations of femininity it offers gain importance. In this context, the study will trace whether the narrative maintains tradi-
tional gender stereotypes and whether it contains breaks through the female characters in the series, especially Gamze. Tania
Modleski emphasizes that po-pular culture products contain “elements of protest and resistance.” In this context, the point of
view of Modleski, an important feminist theorist, will be used in the theoretical framework of the study.

Keywords: Popular culture, women?s studies, TV series, Gokce Bahadir
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BiR SINIF KiMLiGi ANALIZi: 2000 SONRASI TURK SINEMASI'NDA KADIN iS(i
TEMSILLERI

1 Asli Giirbiiz
0z

Toplumsal tabakalasma alanindaki calismalar, toplumun sosyo-ekonomik sisteminin ortaya konulmasini saglarken
toplumdaki iktidar iligkilerine yonelik ¢tkarimlar yapilmasina da olanak tanir. Toplumsal siniflarin birer kimlik kategorisi
olarak islevsellestigi diistiniildiigiinde belirli bir toplumsal sinifa atfedilen yerlesik davranis ve var olug kaliplarindan soz
edilebilir. Sinema, toplumsal yapinin bir iiriinii olarak icinde yasanilan ¢agin tanikhigini yapan bir sanat dahdir. Bir iilke
sinemasinda sinif temsillerine yonelik yapilan incelemenin toplumsal yapi hakkinda onemli veriler elde edilmesini miim-
kiin kilacagi diisiiniilmektedir. Calismada 2000 sonrasi Tiirk Sinemasi'nda amagl 6rneklem olarak belirlenen Vicdan (Kiral,
2008), Araf (Ustaoglu, 2012), Nefesim Kesilene Kadar (Balci, 2015) ve Toz Bezi (Oztiirk, 2015) filmleri kadin isci temsilleri
baglaminda betimsel analiz yontemiyle ele alinmis, hem kadin kimligi hem de isci kimligi tizerinden sosyolojik bir oku-
ma yapilmasi hedeflenmistir. Bu dogrultuda calismada, feminist bakis agisiyla iktidar, habitus ve kadinlar arasi arkadashk
temalan lizerinden kadin igcilerin iilke sinemamizda nasil temsil edildigi incelenmistir. Kadin is¢i temsillerinde birbiriyle
ortlisen, ortak bir sinif kimligi cercevesinden soz etmenin miimkiin olabilecegi ancak temsillerdeki farklilasmanin, kadin
ve erkek yonetmenlerin filmlerinde ortaya ¢iktigi tespit edilmistir. Kadin yonetmenlerin filmleri olan Araf, Nefesim Kesilene
Kadar ve Toz Bezi filmlerindeki kadin isgiler, bulunduklar sosyal sinif icerisinde siklikla ataerkil ideolojiyle miicadele eden
gliclii kadinlar olarak sunulmustur. Bu filmlerde ataerkil ideolojinin yeniden iiretimi sz konusu degildir, elestirel bir tavir
oldugu goriilebilir. Vicdan filmindeki kadin isci temsillerinin ise, her ne kadar cizilen ortak cerceve dahilinde veriler icerse
de, kadinin var olugunu sunumu agisindan ataerkil ideolojinin yeniden Uretilmesine hizmet ettigi belirlenmistir. Feminist
yaklasimin 6nemle savundugu “esit ise esit iicret” ilkesinin filmlerin hichirinde ele alinmamig oldugu tespit edilmistir. Sa-
dece igci sinifinin degil biitiin calisan kesimlerin temsil edildigi filmlerde bu noktaya temas edilmesinin feminist bilincin
yayginlasmasina katkida bulunabilecegi diistiniilmektedir.

Anahtar Kelimeler: Sinif, Kimlik, Tiirk Sinemasi, iktidar, Feminizm.
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A CLASS IDENTITY ANALYSIS: REPRESENTATIONS OF FEMALE WORKERS IN TURK-
ISH CINEMA AFTER 20005

ABSTRACT

Studies in the field of social stratification enable the socio-economic system of a society to be revealed and also allow in-
ferences to be made about power relations in society. Considering that social classes function as identity categories, established
patterns of behavior and existence attributed to a particular social class could be mentioned. Cinema, as a product of the social
structure, is a branch of art that bears witness to the age we live in. It is thought that an examination of class representations
in a country’s cinema will make it possible to obtain important data about the social structure. In this study, the films Vicdan
(Kiral, 2008), Araf (Ustaoglu, 2012), Nefesim Kesilene Kadar (Balci, 2015) and Toz Bezi (Oztiirk, 2015) which were determined
as purposive samples in post-2000 Turkish Cinema, were analyzed with the descriptive analysis method in the context of female
worker representations, and it was aimed to make a sociological reading through both female identity and worker identity. In
this regard, the study examined how female workers are represented in our national cinema from a feminist perspective, through
the themes of power, habitus and friendship between women. It has been determined that it is possible to talk about an overlap-
ping, common class identity framework in the representations of female workers, but the differentiation in the representations
emerges in the films of male and female directors. Female workers in the films of female directors, (Araf, Nefesim Kesilene Kadar
and Toz Bezi) are represented as strong women who often struggle with patriarchal ideology within their social class. In these
films, there is no reproduction of patriarchal ideology, it can be seen that there is a critical attitude. It has been determined that
the representations of female workers in the movie Vicdan, although they contain data within the common framework, serve to
reproduce the patriarchal ideology in terms of presenting the existence of women. It has been determined that the principle of
“equal pay for equal work’; which is strongly advocated by the feminist approach, is not discussed in any of the films. It is thought
that touching on this point in films that represent not only the working class but also all working segments can contribute to the
spread of feminist consciousness.

Keywords: Class, Identity, Turkish Cinema, Power, Feminism.
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YESILCAM'IN EROTIK FiLM FURYASINDA SINEMA iSLETMECILiGi VE GOSTERIM:
“PARCA iSTIYOR MUSUN iCiNE?”

1 Ferhat Zengin, 2 Bahadir Kapir
0z

Kendine has iiretim ve gosterim modeliyle 1960’1 yillarin basindan 70’li yillarin ortasina kadar bircok alanda Altin
Cagi'mi yasayan Tiirk sinemasinin Yesilcam donemi, 70'li yillanin ikinci yarisindan sonra durgunluk yasamaya baslamistir.
Sonraki yillarda da Yesilcam'in diisiisiine ve bir donemin kapanmasina taniklik edilmistir. 1970°li yillarda yaganan siyasal
problemler ve sosyal degisiklikler; bunun yani sira ekonomik alanda yasanan sikintilar, heniiz endiistrilesememis ve yeni
yeni sektorlesme yoniinde egilim gosteren donemin sinema sektoriinii olumsuz yonde etkilemistir. Ayrica, toplumsal
karisikliklar, bozulan giiven ortami ve televizyonun evlerde yaygin-lasmasiyla kaybedilen Yegilcam'in aile seyircisi, yerli
sinema sektoriinii olumsuz yonde etkileyen donemin diger gelismeleridir. Yasanan bu gelismeler sonucunda, Tiirk seyircisi
sinema salonla-rini terk etmeye baslamis ve sinema sektdriiniin girmis oldugu dar bogaz giderek derinlesmistir. Ozellikle,
donemin kiiciik yapim evleri sektoriin icerisine girdigi bu dar bogazdan kurtulmak icin careyi “erotik filmlere” yonelmekte
bulmustur. S6z konusu bu durum ise Yesilcam'da erotik film furyasinin dogmasina neden olmustur. Bu ¢alismada, Yesilcam
sinemasinin son doneminde taniklik edilen 1975-1980 yillari arasindaki erotik film furyasinin isletmelerdeki isleyisine
odak-lanmaktadir. Bu baglamda, Yesilcam'in “erotik furya” doneminde sinema makinistligi yapmis kisilerle derinlemesine
goriismeler gerceklestirilmistir. Donemin film makinistleri, Yesilcam'in erotik film furyasi doneminde sinema salonlarinin
isleyisinde ve filmlerin gosteriminde kilit bir rol istlenmislerdir. Dolayisiyla Tirkiye'deki film makinistlerinin tanikliklan Tiirk
sinema tarihi ya-ziminda onemli hale gelmektedir. Calisma, 1970 ve 1980 tarihleri arasinda Tiirkiye'deki sinema isletm-
elerinde calismis film makinistleri sinirlandinimistir. Bu dogrultuda, zincirleme orneklem yontemiyle ulagilan yirmi dort
film makinistiyle gorisiilmiistir. Bulgulara gore, erotik film gosteren sinema isletmelerinin gelirlerinin arttig; aile sinemasi
olarak kabul edilen sinema isletmelerinin ise seyirci sayilarinin dismesinden dolayi zarara ugradigi, kapandigi ya da zorunlu
olarak erotik film gosterimine yoneldigi anlasilmigtir. Film makinistlerinin erotik furya doneminde go-zaltina alinma, ceza
alma, is akdinin feshedilmesi gibi calisma kosullar bakimindan en riskli go-revi iistlendigi; isletme sahiplerinin ozellikle
polis baskinlarinda sorumlulugu film makinistlerine attigi saptanmistir. Bununla beraber, furya doneminde isletmelerin
ve makinistlerin baskinlara karsi esitli giivenlik mekanizmalar uyguladiklari, isletmelerin cesitli afisler ve sinema onii s6-
zlii duyurularla erotik film oynattiklari tespit edilmistir. isletmecilerin, film makinistleri araciligiyla erotik ya da erotik ol-
mayan filmlerin icine porno goriintiiler (parcalar) koydugu bulgulanan ¢alismada, s6z konusu parcalarin sinemalara gizlice
ve sistem digi olarak geldigi ortaya konulmustur. Seyircilerin film seyir aninda araya atilan erotik parca filmleri bekledigi ve
parca filmden sonra sinemayi terk ettigi; isletmecilerin bu yontemle giin icinde ¢ok fazla seans oynatarak gelirlerini arttirdigi
tespit edilmistir.

Anahtar Kelimeler: Yesilcam, Erotik Furya Donemi, Sansiir, Film Makinisti, Sinema Isletmeciligi
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MOVIE THEATER MANAGEMENT AND SCREENING IN YESILCAM’S EROTIC FILM
PERIOD: “DO YOU WANT A PIECE IN IT?”

ABSTRACT

The Yesilcam period of Turkish cinema, which experienced its Golden Age in many areas from the early 1960s to the
mid-70s with its unique production and screening model, started to experience stagnation after the second half of the 70s. The
following years witnessed the decline of Yesilcam and the closing of an era. The political problems and social changes in the
1970s, as well as the economic difficulties, had a negative impact on the cinema industry of the period, which had not yet been
industrialized and was just beginning to show a tendency towards industrialization. In addition, social unrest, deteriorating
trust and the loss of Yesilcam’s family audience due to the widespread use of television in homes were other developments of
the period that negatively affected the domestic cinema industry. As a result of these developments, the Turkish audience began
to leave the movie theaters and the bottleneck in the cinema sector deepened. In particular, the small production houses of
the period found the solution to get out of this bottleneck by turning to “erotic films”. This situation led to the emergence of the
erotic film frenzy in Yesilcam. This study focuses on the functioning of the erotic film frenzy between 1975-1980, which was wit-
nessed in the last period of Yesilcam cinema, in enterprises. In this context, in-depth interviews were conducted with peaple who
worked as movie projectionists during Yesilcam’s “erotic phase’. Film projectionists of the period played a key role in the operation
of movie theaters and the screening of films during Yesilcam’s erotic film frenzy. Therefore, the testimonies of film projectionists
in Turkey become important in the historiography of Turkish cinema. The study is limited to film projectionists who worked in
movie theaters in Turkey between 1970 and 1980. Accordingly, twenty-four film projectionists were interviewed through a chain
sampling method. According to the findings, it was understood that the income of cinema vestablishments showing erotic films
increased, while cinema establishments considered as family cinemas suffered losses due to the decrease in audience numbers,
closed down, or were forced to screen erotic films. It was found that film projectionists undertook the most risky task in terms
of working conditions such as being detained, penalized, and having their employment contracts terminated during the erotic
furor period, and that business owners blamed film projectionists for police raids. On the other hand, it was also found out that
during the pandemic period, businesses and projectionists implemented various security mechanisms against raids, and that
businesses played erotic films with various posters and verbal announcements in front of the cinema. In the study, it was found
that the operators put pornographic images (fragments) into erotic or non-erotic films through film projectionists, and it was
revealed that these fragments came to the cinemas secretly and out of the system. It was found that the audience waited for the
erotic fragments and left the movie theater after the fragments and that the operators increased their revenues by playing too
many sessions during the day with this method.

Keywords: Yesilcam, Erotic Film Period, Censorship, Film Machinist, Movie Theater Management
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MASAUSTU BELGESELDE YONETMENIN VARLIGI: ‘8 MART 2020: BiR GUNCE’ UizE-
RINE BIR CALISMA

1 Batu Anadolu
0z

Belgesel film yapimi alaninda masaiistii belgesel terimi, anlatilarin olusturulmasinda yenilikgi bir yontem olarak
ortaya gkmistir. Bu yaklasim; hazir dijital araglarin kullanilmasini ve media kaynaklarinin bir araya getirilerek ilgi cekici bir
anlatinin ortilmesini icerir. Belgesel sinema geleneginde, yonetmenin varligi uzun zamandir gercek ve kurgu arasindaki
catisma iizerinden ideolojik bir sorgulamanin parcasi olmustur. Ayrica, siyasi icerikli belgesel film-lerde nesnel ya da dznel
bakig, gorsel-isitsel unsurlar iizerinden tartisiimaktadir. Sonug olarak bu ¢alisma, masaiistii belgesel film yapiminda yonet-
menin roliintin ortaya ¢ikardigi zorluklari ve sorunlar kesfetmeyi amaglamaktadir. Calisma kapsaminda Firat Yiicel'in“8 Mart
2020: Bir Giince” (2022) adh belgesel filmi drneklem olarak secilmistir. Bu belgesel, Tiirk sinemasinda politik tiir ile masatistii
belgesel yaklasiminin nadir bir birlesimi olarak one ¢lkmaktadir. Bu ¢calismada, nitel icerik analizi yontemi kullanilarak filmin
anlatisi ve Gslubu arasindaki etkilesim incelenmektedir. Belgeselin dayandigi arsiv malzemeleri ve tanikliklar gibi unsur-
larin yani sira, yonetmenin dznelligi ve ideolojik anlatiya olan performatif yaklagimi sistematik olarak kategorize edilmistir.
Calisma sonucunda yonetmenin; goriintiilerin kiiratorii olarak hareket ettigi, ayni zamanda icerigi olusturan bir performans
sanatgisi ve izleyici oldugu tespit edilmistir. Yonetmen; konugmalari, metinleri ve goriintiileri titizlikle siralayarak filme ken-
di bakis aqisini katmakta ve seyircinin film malzemesiyle birinci sahis bakis agisindan etkilesime girmesini saglamaktadir.
Yonetmen ve seyirci arasindaki bu samimi bag, masatstii belgesellerin sundugu benzersiz ve siiriikleyici deneyimin merkez-
inde yer alarak yonetmenin anlatiyi sekillendirmedeki roliinii artirmaktadir.
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THE PRESENCE OF THE DIRECTOR IN DESKTOP DOCUMENTARY: A STUDY ON
‘MARCH 8, 2020: A MEMOIR’

ABSTRACT

In the realm of documentary filmmaking, the term of desktop documentary has emerged as an inno-vative method
for crafting narratives. This approach involves the use of readily available digital tools and combining media sources to weave
together a compelling narrative. In the tradition of documentary cinema, the presence of the director has long been part of an
ideological questioning through the conflict between truth and fiction. Also, the objective or subjective gaze, especially in docu-
mentary films with political content, has been discussed through audiovisual elements. Consequently, this study aims to explore
the challenges and problems posed by the role of the director in desktop documentary filmmaking.

Within the scope of this study, Firat Yiicel’s documentary film “March 8, 2020: A Memoir” (2022) was selected as the sample.
This documentary stands out as a rare combination of political genre and desktop documentary approach in Turkish cinema.
Using qualitative content analysis, this study examines the interaction between the narrative and style of the film. In addition
to elements such as archival materials and testimonies upon which the documentary relies, the director’s subjectivity and his
performativity to the ideological narrative have been systematically categorized. As a result of the study, it was determined that
the director acts as a curator of footages, but he also becomes a performance artist and a spectator. By meticulously sequencing
conversations, texts and images, he infuses the film with his own perspective, allowing the audience to engage with the mate-
rial from a first-person viewpoint. This intimate connection between the director and the audience is central to the unique and
immersive experience offered by desktop documentaries, elevating the role of the director in shaping the narrative.

Keywords: Digital cinema, Cinema aesthetics, Desktop documentary, Film style analysis, March 8, 2020: A Memoir.
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HOLLYWOOD'UN OLUMCUL KADINI FEMME FATALE'IN ANTIK KOKLERI:
AMAZON SAVASCI KADINLARI SOYLENCESI

1 Cenker EKEMEN, 2 Emrah Suat ONAT

0z

Antik Yunan toplumunun en popiiler figiirlerinden biri Amazon Savas¢i kadinlardir. Bilinen en eski figiir M.0. 700
yillarina tarihlenen bir savas kalkanina aittir. Bir cogu fantezi tiriini mitolojik hikayelerden olugan Amazon sdylencesinin bir
yazil metinde ilk gectidi yer ise Homeros'un ilyada Destanidir. Heredot, Strabon, Hypokrat, Symma’li Quintus ve daha pek
cok tarihgi, yazar soylencenin gercekligini tartismis ve kaynadi iizerine yorumlar yapmigstir. 0 zamandan beri sadece kadin-
lardan olustugu diistintilen ve erkek egemen Antik Yunan toplumunun antitezi sayilabilecek bu savas¢i kadin séylencesinin,
bozkirin 6zgiir savas¢l kadinlar olduguna yonelik pek cok arkeolojik buluntu, sdylencenin orjinine dair onemli ipuglar ver-
mektedir. Yerlesik hayata ge¢memis, miilkiyet iliskileri gelismemis, erkek ve kadin arasinda toplumsal ig boliimii, topraga
bagh miilkiyetci bir sisteme sahip olan Antik Yunan toplumuna gore keskinlesmemis toplulukla-rin kadin savascilan, Antik
Yunan'da pek de hos karsilanmamis olmali ki efsanelere konu olan pek ¢ok savas¢i kadin, Akha'li kahramanlar tarafindan
diiellolarda alt edilmistir. Bazilari seytanlastirlmis ve mitolojik hikayeler bu savas¢i kadinlarin trajedileriyle son bulmugtur.
Klasik anlatinin ti¢ bin yillik gelenegini bozmayi pek sevmeyen Hollywood endiistrisi, benzer bir seytanlastirmayi Amerikan
toplumunun 6zgiir kadinlar igin yinelemis ve femme fatale karakter boyle dogmustur. Antik Yunan'in Amazon’lar séylencesi
ve femme fatale karakter arasindaki benzerlik bu calismanin yapilmasina vesile olmustur. Calismamiz, yay ve savas baltasin-
dan arindinlmig ancak oliimciil bir zeka ile silahlandiriimis, felaket getiren, erkek 6ldiiren femme fatale kadinin antik kokler-
inin erkek egemen kapitalist Amerikan sisteminin bir benzeri olan Antik Yunan toplumundaki Amazon Savas¢i Kadinlari
soylencesinde oldugunu savunmaktadir. Soylencenin gectigi metinler, derlendikleri yayinlar, arkeolojik buluntular, konuyla
ilgili arastirmalar, femme fatale kadinin yer aldigi filmlerle kiyaslanmig, benzerlikleri ortaya konmaya calisilmistir.
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THE ANCIENT ROOTS OF HOLLYWOOD’S FEMME FATALE: THE MYTH OF THE AMA-
ZON WARRIOR WOMEN

ABSTRACT

One of the most popular figures of ancient Greek society is the Amazon Warrior women. The oldest known figure dates
back to B.C. It belongs to a war shield dating back to 700 BC. The first place where the Amazon myth, most of which consists of
fantasy mythological stories, is mentioned in a written text is Homer’s lliad. Herodotus, Strabo, Hypocrates, Quintus of Symrna
and many other historians and writers discussed the reality of the legend and commented on its source. Many archaeological
findings about the myth of this warrior woman, which has since then been thought to consist only of women and can be consid-
ered the antithesis of the male-dominated Ancient Greek society, are the free warrior women of the steppe, give important clues
about the origin of the myth. Compared to the Ancient Greek society, which did not have a settled life, property relations were
not developed, a social division of labor between men and women, and a land-based property system, the female warriors of
the societies that were not sharpened must not have been welcomed in Ancient Greece, because many warrior women who were
the subject of legends, He was defeated in duels by Achaean heroes. Some of them were demonized and mythological stories
ended with the tragedies of these warrior women. The Hollywood industry, which does not like to disrupt the three thousand
year old tradition of the classical narrative, repeated a similar demonization for the free women of American society, and this is
how the femme fatale character was born. The similarity between the ancient Greek myth of the Amazons and the femme fatale
character led to the completion of this study. Our study arques that the ancient roots of the catastrophic, man-killing femme
fatale woman, stripped of bow and battle axe, but armed with a deadly intelligence, are in the myth of Amazonian Warrior
Women in Ancient Greek society, an analogue of the male-dominated capitalist American system. The texts in which the legend
is mentioned, the publications in which they were compiled, archaeological findings, research on the subject were compared
with films featuring the femme fatale woman, and their similarities were tried to be revealed.

Keywords: Gender, Femme Fatale, Fatal Woman, Amazons, Hollywood, Industrial Cinema
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YENi OSMANLICI ANLATISI UZERINDEN SINEMA-iKTiDAR-IDEOLOJi iLiSKiSININ
DEGERLENDIRILMES|

1 Nursen AYDIN
0z

Tiirkiye'de ulusal kimligin bir parcasi olarak 1980’lerde temelleri atilan Yeni Osmanhicilik, 2000°li yillarda hem siyasal
hem de toplumsal ve kiltiirel alanda belirgin bir sekilde yayginlik kazanmistir. Yeni Osmanhialik, tek parti iktidar done-
minde iktisadi, siyasi ve sosyokiiltiirel alanda modern Batili degerlerle insa edilen yonetim anlayisinin egemenligine karsi
Osmanli Islam ge¢misinin ve ruhunun canlandinimasi hedefini tasimaktadir. Tiirk ulusal kimliginin temel bir bileseni ola-rak
Yeni Osmanliar anlati, 1950’lerden baslayarak giiniimiize kadar degisen oliilerde sag siyasal partilerin soylemlerinde yer
bulmugtur. Ne var ki, siyasal kimligini muhafazakar demokrat olarak tanimlayarak iktidara gelmis olmasina karsin sonraki
yillarda islami ve Osmanli mirasinin unsur-lanini yeni ulusal kimlik insasinin temel tasi haline getiren Adalet Kalkinma Par-
tisinin (AKP) soz konusu anlayisinin yansimalari sadece siyasal soylemlerde degil, toplumsal ve kiiltiirel yasamin yeniden
tiretiminde de yogun bir sekilde goriilmektedir. Medya alaninda Osmanli donemini konu alan televizyon dizilerinin sayisinin
giderek artmasl, siyasal iktidarin Yeni Osmanlici soylemiyle paralellik gostermektedir. Diger taraftan sinema alani da Osman-
|l mirasini yasatmanin ve yeni bir ulusal kimlik kurgusunun yerlesik hale getirilmesi cabalarinda onemli bir isleve sahiptir. Bu
calisma, 2010 yiliyla birlikte siyasal iktidarin politikalarinda yogun bir bicimde kullanilan Yeni Osmanlicilik anlayiginin sine-
ma alanindaki yansimalarini ortaya koymayi amaglamaktadir. Bu dogrultuda, oncelikle 2010-2020 yillari arasinda goster-
ime girmis Osmanli dénemini konu alan filmlere iliskin nicel veriler ortaya konulmustur. Orneklem olarak belirlenen Fetih
1453 (2012), Dirilis: Ertugrul (2014), Deliler: Fatih'in Fermani (2018) ve Tiirkler Geliyor (2020) isimli filmler nitel arastirma
yontemi cercevesinde elestirel soylem analizi tekniginden yararlanilmistir. Bu dogrultuda, siyasal iktidarin hegemonyasini
stirdirmesinin bir araci olarak Osmanli gelenegini ve anlayigini temel alan yeni bir ulusal kimlik insasi siirecinde sinemanin
islevselligi sorgulanmustir.
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EVALUATION OF THE RELATIONSHIP BETWEEN CINEMA-POWER-IDEOLOGY
THROUGH THE NEW OTTOMAN NARRATIVE

ABSTRACT

Neo-Ottomanism, whose foundations were laid in the 1980s as a part of the national identity in Turkey, has gained a
prominent presence in the political, social and cultural spheres in the 2000s. Neo-Ottomanism aims to revitalize the Ottoman-Is-
lamic past and spirit against the dominance of the modern Western values in the economic, political and sociocultural spheres
during the one-party rule. As a fundamental component of Turkish national identity, the Neo-Ottomanist narrative has found
a place in the discourse of right-wing political parties to varying extents from the 1950s to the present day. However, the Justice
and Development Party (AKP), which came to power by defining its political identity as a conservative democrat but in the
following years turned elements of the Islamic and Ottoman heritage into the cornerstone of the construction of a new national
identity, is reflected not only in political discourse but also in the reproduction of social and cultural life. The increasing number
of television series on the Ottoman period in the media is in line with the neo-Ottomanist discourse of the political power. On the
other hand, the field of cinema also plays an important role in the efforts to keep the Ottoman heritage alive and to establish
a new national identity. This study aims to reveal the reflections of Neo-Ottomanism, which has been used intensively in the
policies of the political power since 2010, in the field of cinema. In this direction, firstly, quantitative data on the films about
the Ottoman period released between 2010 and 2020 are presented. Fetih 1453 (2012), Dirilis: Ertugrul (2014), Deliler: Fatih’in
Fermani (2018) and Tiirkler Geliyor (2020), which were selected as the sample, were utilized critical discourse analysis technique
within the framework of qualitative research method. Accordingly, the functionality of cinema in the process of constructing a
new national identity based on the Ottoman tradition and understanding as a means of maintaining the hegemony of political
power was questioned.

Keywords: Neo-Ottomanism, National Identity, Cinema-Ideology Relationship, Justice Development Party, Critical Discourse
Analysis.
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KULTORUN iDEOLOJIK iSLEVI BAGLAMINDA TOPLUMSAL CINSIVETLE iLiSKisi
UZERINE BiR iNCELEME: MUTLULUK FiLMi

1Susin GOREN KEKEC
0z

Bu calisma, Ziilfii Livaneliin Mutluluk adli romanindan sinemaya uyarlanan Mutluluk filmi baglaminda kiiltiiriin
ideolojik islevinin, toplumsal cinsiyetle olan iligkisini konu edinmektedir. Bir diger ifadeyle, toplumsal cinsiyet ideoloji-
si tzerinden olusturulan kadinlik ve erkeklik hallerinin, toplumun insasinda belirleyici bir role sahip olan kiiltir kavrami
araaligiyla da sekillendigi savini desteklemektedir. Dolayisiyla, kiiltiriin ideolojik bir islev tagidig da diisiinilmektedir. Bu
baglamda kiiltiir ve ideoloji iligkisini namus, tore ve ahlak minvalinde ele alan bu ¢alismanin amacini, Mutluluk filminde yer
alan kadin ve erkek karakterler araciligiyla toplumdaki kadinlik ve erkeklik algisinin nasil oldugunu ortaya ¢ikarmak olustur-
maktadir. Bu cerceveden hareketle de film, nitel veri analiz tiirlerinden biri olan betimsel analiz yontemiyle analiz edilmistir.
Calismaya, toplumsal cinsiyet esitsizliginin 6nemli bir gostergesi oldugu kadar toplumsal bir sorun olan tore ve namus ci-
nayetlerine yonelik toplumsal algiyi, sinemanin kendine has dili ve kurgusunu odaga koyarak analiz etmesi nedeniyle 6nem
atfedilmektedir. Arastirmada, ataerkil ideolojinin bir uzantisi olan tore ve namus cinayetlerinin kiiltiirel birer sosyal olgu
olarak da toplumda kabul gordiigii es deyisle, kaniksandigi bulgulanmistir. Yine arastirmada filmin ana karakterlerinden
Meryem ile Cemal iizerinden gosterilmeye caligilan namus ve ahlak kavramlarina iliskin baskici tutumun kadini etkiledigi
kadar erkegi de etkileyebilecegi sonucuna vanlmistir
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THE IDEOLOGICAL FUNCTION OF CULTURE IN THE CONTEXT OF GENDER RELA-
TIONS: AN ANALYSIS OF THE FILM MUTLULUK

ABSTRACT

This study examines the film Mutluluk, adapted from Zilfii Livaneli’s novel of the same name, in the context of culture’s
ideological function and its relation to gender. Specifically, it argues that the constructs of femininity and masculinity, as shaped
by gender ideology, are also influenced through the concept of culture, which plays a determinative role in the construction
of society. Thus, culture is considered to carry an ideological function. In this vein, the study aims to uncover how perceptions
of femininity and masculinity in society are portrayed through the male and female characters in Mutluluk, examining the
relationship between culture and ideology in the context of honor, morals, and customs. The film is analyzed using descriptive
analysis, a qualitative data analysis method. The study emphasizes the importance of addressing social perceptions of honor
and morality killings, significant indicators of gender inequality and social issues, through the unique language and narrative
of cinema. The research finds that honor and morality killings, as extensions of patriarchal ideology, are culturally accepted and
normalized social phenomena in society. Moreover, it concludes that the oppressive attitudes towards concepts of honor and
morality, as depicted through the main characters Meryem and Cemal, affect not only women but also men.

Keywords: Cinema, Ideology, Culture, Gender, Film Mutluluk
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SIMGESEL DUZEN ONCESi AAHHH BELINDA EVRENLERI: SEMIOTIC SERAP VS.
IMAGINARY NACIYE

1 Emrah Suat ONAT
0z

Lacan’in Simgesel kavrami (The Symbolic), diinya anlayigimizi sekillendiren dil, kiiltiir ve sosyal normlar alanina
atifta bulunur. Bu, bir nesnenin ya da fikrin dilsel temsili olan gosterenin alanidir. Simgesel diizen, gerceklik deneyimimizi
yapilandiran dil ve kiiltiir diizenidir; yasaklar, kurallar ve normlar sahasidir; diger tanimiyla Babanin Yasasidir; Otekinin
olustugu evrendir. Yine Lacan'in Simgesel 6ncesi olarak tanimladigi imgesel kavrami (The Imaginary) ise kimlidi bicimlen-
diren imgeler ve fanteziler alanina tekabiil eder. Egonun ikame etmeyi arzuladigi idealize edilmis dteki imgesi olan hayali
dtekinin alanidir. Julia Kristeva'nin Semiotic kavrami ise Lacan'in Simgesel’i ile iliskili olarak tipki imgesel gibi dil oncesi
deneyim alanina atifta bulunur. Kristeva'nin israrla vurguladigi haliyle beden olgusu ile ilgilidir. Ayni zamanda bu alan,
mikro diizeyde bedenden, makro diizeyde ise toplumsal (Sim-gesel) olandan kovulan ve benligin/kimligin sinirlarini te-
hdit eden nesne olan abject’in (‘igren¢’ olanin) alanidir. Bu ¢alisma yonetmenligini Atif Yilmaz'in yaptigi Aahhh Belinda
(1986) filmindeki karakter doniisiimlerini Simgesel'le iligkisi icinde Imgesel, Semiotic ve yine Kristevamin igrenclik’ (abject)
ve‘murdarlik’ (defilement) kavramlar kapsaminda incelemeyi hedeflemektedir. Ters-zamanli bir okumaya da (Simgeselden
Imgesele/Semiotic’e) imkan veren bu karakter analizi ve gorsel/filmsel ¢ziimleme yontemi ile filmin ana karakterinin ashn-
da ‘namevcut’ Naciye oldugu gozler oniine serilir. Olay orgiisiiniin aksine filmsel dykii Naciye'nin Babanin Yasasi'ndan kur-
tulmak iizere, imgesel Diizen'e donerek Serap’t cagirmasi (ingilizce karsihdr ile ‘To summon’) iizerine temellenir. Calismanin
sonucunda cunta sonrasi toplum ve toplumsal konulardan uzaklasmak zorunda kalarak kimlik tartismalarina donen Tiirk
Sinemasl icinde -filmin ‘fantastik’ ve/veya ‘gercekiistiicii’ yapisina tezatla- Aahhh Belinda'nin gercekgi bir ifadeye sahip old-
uqu goriiltir. Adiyla miisemma Serap bir hayaldir ve 1980'ler Tiirkiye'sinde Naciye'lerin Babanin Yasasi’ndan kagigi miimkiin
degildir. Zira filmin finaline Babanin Yasasi'na; 0z babaya, kayinbabaya, baba olarak ese doniis tamamlandiginda Naciye
artik Simgesel Diizen'in icindeki yerini kabullenmistir. Serap’a (hem karakter adi hem de kelimenin sozliik karsihigiyla) son
verilmesi ve simgesel sisteme (toplumsala) doniis (ayni zamanda dil evrenine [Naciye'nin ailesinin dili, esinin dili, anne
kikasinda cagirdigi Serap’i anlatinin 90. dakikasinda - Belinda sampuant ile‘arinarak;, ‘temizlenerek’ ve ‘6z-kimligini’yeniden
kucaklayarak- defedecektir. Serap, gercek olmayan nitelikleriyle, Naciye'nin -ve donemin Naciye'lerinin- yiiziine takamadigi
bir maskedir.
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AAHHH BELINDA UNIVERSES BEFORE THE SYMBOLIC ORDER: SEMIOTIC SERAP
VS. IMAGINARY NACIYE

ABSTRACT

Lacan’s concept of The Symbolic refers to the realm of language, culture and social norms that shape our understanding
of the world. This is the domain of the signifier which is the linguistic representation of an object or idea. The symbolic order
is the order of language and culture that structures our experience of reality; it is the field of prohibitions, rules and norms; in
other words, it is the Law of the Father; it is the universe where the Other is formed. The Imaginary, which Lacan also defines
as pre-Symbolic, corresponds to the field of images and fantasies that shape identity. It is the realm of the imaginary other, the
idealized image of the other that the ego desires to substitute. Julia Kristeva’s concept of Semiotic, on the other hand, in relation
to Lacan’s Symbolic - just like the Imaginary - refers to the field of pre-linguistic experience. As Kristeva insistently emphasizes, it
is related to the phenomenon of the body. At the same time, this field it the field of the abject which is the object that threatens
the limits of the self/identity which is expelled from the body at the micro level and the social (Symbolic) at the macro level. This
study aims to analyse the character transformations in the movie Aahhh Belinda (1986, Dir: Atif Yilmaz) within the scope of the
Imaginary, Semiotic and Kristeva’s concepts of ‘abject’ and ‘defilement’ in relation to the Symbolic. With this character analysis
and visual/filmic analysis method, which allows for a reverse-time

reading (from Symbolic to Imaginary/Semiotic) it becomes obvious that ‘non-existing’ Naciye is the protagonist of the movie.
Contrary to the plot, filmic story is based on Naciye’s summoning Serap by returning to the Imaginary Order to get rid of the
Fathers Law. As the conclusion of this study, it is seen that Aahhh Belinda, in contrast to the movies fantastic and/ or surrealist
structure, is a realist film in Turkish Cinema which had to resort to identity debates after military junta which forbids discourses
on society or social issues. Serap, true to her name, is a fantasy and in 1980s Turkey, it is not possible for the Naciye’s to escape
from the Father’s Law. When the return to the Law of the Father, to the father-in-law and to husband as father is completed in
the finale of the movie, Naciye has accepted her place in the Symbolic Order. The end of Serap (both as a character name and
the dictionary equivalent of the word) and the return to the symbolic system (the social) (as well as the return to the universe of
language) [the language of Naciye’s family, the language of her husband, the language of Naciye as a mother] will also put an
end to the ‘abjection’ with which Serap infects this ‘moral’ universe and in 20th minute of the movie. Naciye will dismiss Serap,
in the 90th minute of the narrative - by ‘purifying, cleansing’ and re-embracing her ‘self-identity’ with Belinda shampoo. Serap,
with her unreal qualities, is a mask that Naciye -and the Naciye’s of the period- cannot wear on her face.

Keywords: Abject, Semiotic, Symbolic, Imaginary, Representation.
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DiJITAL PLATFORMLARDAKI “TURK FiLMi” iCERIKLERININ TURSEL VE
ANLATISAL OZELLIKLERINE DAIR BiR iNCELEME: NETFLiX ORNEG

Tihsan KOLUACIK
0z

Sanatsal bir aktivite olmasinin yani sira bir kitle iletisim araci olarak da tanimlanabilen sinema, kod ve mesajlarin
genis kitlelere ulagtinimasi noktasinda basat rol oynamaktadir. Sinema, ¢ekim ve gdsterim teknikleri agisindan teknolo-
jinin gelisimine paralel olarak yeniliklerle i¢ icedir. Ozellikle gésterim noktasinda sinema, farkli platformlarda izleyiciyle
bulusmaktadir. Giiniimiizde bu platformlardan birisi de yeni iletisim teknolojilerinin gelisimine paralel olarak ortaya ¢ikmis
olan dijital platformlardir. Dijital platformlar, geleneksel medyanin karsisinda yeni/dijital medyanin bir riinii olarak in-
ternet yayinalginin parcasidirlar. Dijital platformlar, internetin yayinaliginin gelismesiyle birlikte Tiirkiye'de farkli icerikler
liretmeye baglamis ve basta gencler olmak tizere oldukga genis bir izleyici kitlesine ulasmislardir. Bu icerikler arasinda sine-
ma, kiiresel anlamda dijital platformlarin diger iceriklere gore daha az iirettikleri yapimlardir. Ancak yine de son d6-nemlerde
ozellikle Netflix bagta olmak lizere Amazon Prime, Disney-+ gibi dijital platformlar sinema alaninda da icerikler iiretiminde
bulunmuglardir. Dijital platformlar arasinda sinema ala-ninda icerik tireten en dnemli internet tabanl yapim sirketi Net-
flix'tir. 2015 yilindan itibaren kurmaca uzun metraj filmler iiretmeye baglayarak film endiistrisinin Gretim, dagitim ve
gosterim siireclerini degistiren Netflix, 2020 yilindan itibaren Tiirk filmi icerigi iiretmeye baslamig ve giiniimiize kadar 20'ye
yakin icerik tiretmistir. Netflix yapimi yerli filmlerin tiir ve anlati yapisi olarak cesitlilik gosterdikleri, klasik anlati yapisina
sahip Netflix'in popiiler iceriklerinin daha baskin oldugu, cagdas anlatiya sahip filmlerinse az da olsa platformda yer aldigi
goriilmektedir. Calismada Netflix yapimi yerli filmlerin tiirsel ve anlatisal dzellikleri, 2020-2023 yillari arasinda ¢ekilmis olan
bagimsiz ve ana akim ikiser filmden yola ¢ikilarak ele alinacak betimsel analiozn ytemiyle degerlendirilecektir.
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AN INVESTIGATION ON THE GENRE AND NARRATIVE CHARACTERISTICS OF
“TURKISH MOVIE” CONTENT ON DIGITAL PLATFORMS: THE CASE OF NETFLIX

ABSTRACT

Cinema, which can be defined as a mass communication tool as well as an artistic activity, plays a leading role in con-
veying codes and messages to large masses. Cinema is intertwined with innovations in parallel with the development of tech-
nology in terms of shooting and screening techniques. Especially at the point of screening, cinema meets the audience on dif-
ferent platforms. Today, one of these platforms is digital platforms that have emerged in parallel with the development of new
communication technologies. Digital platforms are part of internet broadcasting as a product of new/digital media as opposed
to traditional media. With the development of internet broadcasting, digital platforms have started to produce different content
in Turkey and have reached a wide audience, especially young peaple. Among these contents, cinema is the least produced
by digital platforms globally compared to other contents. However, in recent years, digital platforms such as Amazon Prime,
Disney+, especially Netflix, have also produced content in the field of cinema. Netflix is the most important internet-based
production company that produces content in the field of cinema among digital platforms. Starting in 2015, Netflix started to
produce fiction feature films, changing the production, distribution and screening processes of the film industry. Since 2020,
Netflix has started to produce Turkish film content and has produced nearly 20 content to date. It is seen that Netflix- produced
domestic films vary in terms of genre and narrative structure, Netflix's popular content with a classical narrative structure is more
dominant, while films with contemporary narratives take place on the platform, albeit to a lesser extent. In this study, the genre
and narrative features of Netflix-produced domestic films will be evaluated with a descriptive analysis method based on two
independent and two mainstream films made between 2020 and 2023.

Keywords: Turkish Film content, Digital Platform, Netflix, genre, narrative
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KULTUREL DIPLOMASI VE SINEMA: NURI BILGE CEYLAN FILMLERI UZERINE
BiR DEGERLENDIRME

Tirfan DURMUS
0z

Uluslararasi iliskiler alaninda kamu diplomasisi, devletlerin toplumsal ve kiiltiirel unsurlanyla kiiresel alanda
one ¢kmak ve etkinliklerini arttirmak icin onemli bir yere sahiptir. Ozellikle ikinci Diinya Savasi sonrasinda degisen
kiiresel konjonktiirle birlikte yeni kamu diplomasisi, geleneksel kamu diplomasisinden farkli bir anlayisla devlet ve
sivil toplum kuruluslan, tniversiteler, medya, kamuoyu, uluslararasi kuruluslar gibi devlet digi aktorler aracihgiyla
yiriitilmektedir. Bu anlamda, kamu diplomasisi egitimden yemek kiiltiiriine, sagliktan spora kadar farkli alan-larda
uygulanmaktadr. Kiiltiirel diplomasi de kamu diplomasisinin 6nemli ve etkili uygulama alanlarindan birini olusturmak-
tadur. Kiiltiirel diplomasi, iilkelerin sanatsal ve kiiltiirel faaliyetler araciliiyla uluslararasi kamuoyunda ulusal ve kiltiirel
kimligin tanitilmasi ve olumlu temsilinin sunulmasini iceren faaliyetleri kapsamaktadir. Bu baglamda, son yillarda me-
dya alaninin kiiltiirel diplomasinin yiiriitiilmesinde onemli bir isleve sahip oldugunu soylemek miimkiindiir. Ozellikle
Tiirk yapimi televizyon dizilerinin yurt digina ihrag edilmesi ve bircok iilkede yiiksek izlenme oranlarina sahip olmasi,
kiiltiirel ve iktisadi alana katkisinin yani sira yabanci iilkelerin Tiirkiye ile ilgili onyargilarinda olumlu yonde degisimlere
neden olabilmektedir. Bununla birlikte sine-ma sektoriinde yerli ve yabanci film festivallerinin kiiltiirel diplomasi faa-
liyetlerinin 6nemli bir aracini olusturdugunu soylemek miimkiindiir. Bu kapsamda uluslararasi film festivalleri kadar
odiiller kazanmig yénetmenlerin de kiiltirel

diplomasi alanindaki roliiniin sorgulanmasi onemli hale gelmektedir. Bu calismada, diinyada 6nemli film festivallerinde
odiiller kazanmig yonetmen Nuri Bilge Ceylan'in ve filmlerinin Tiirkiye'nin kiiltirel diplomasisindeki roliinii arastirmayi
amac-lamaktadir. Nitel arastirma yonteminin kullanildigr calismada, Nuri Bilge Ceylan ile ilgili Avrupa basininda ¢ikan
haber ve elestiri tiiriindeki metinler dokiiman analizi tekniginden yararlanilarak ¢oziimlenmistir.
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CULTURAL DIPLOMACY AND CINEMA: AN EVALUATION ON NURI BILGE CEYLAN
FILMS

ABSTRACT

In the field of international relations, public diplomacy has an important place for states to stand out and increase their
effectiveness in the global arena with their social and cultural elements. Especially with the changing global conjuncture after
the Second World War, new public diplomacy is carried out through non-state actors such as the state and non-governmental
organizations, universities, media, public opinion and international organizations with a different understanding from tradi-
tional public diplomacy. In this sense, public diplomacy is practiced in different fields such as education, food culture, health
and sports. Cultural diplomacy is one of the important and effective fields of public diplomacy. Cultural diplomacy encompasses
activities that involve the promotion and positive representation of national and cultural identity in international public opinion
through artistic and cultural activities. In this context, it is possible to say that in recent years, the media has played an important
role in the conduct of cultural diplomacy. In particular, the export of Turkish-made television series abroad and their high ratings
in many countries can cause positive changes in the prejudices of foreign countries about Turkey, in addition to their contribution
to the cultural and economic sphere. In addition, it is possible to say that domestic and foreign film festivals in the cinema sector
constitute an important tool of cultural diplomacy activities. In this context, it becomes important to question the role of direc-
tors who have won awards as well as international film festivals in the field of cultural diplomacy. This study aims to investigate
the role of director Nuri Bilge Ceylan and his films, which have won awards at major film festivals around the world, in Turkey’s
cultural diplomacy. Using qualitative research method, the study analyzed the news and criticism texts about Nuri Bilge Ceylan
in the European press by using document analysis technique.

Keywords: Public Diplomacy, Cultural Diplomacy, International Film Festivals, Nuri Bilge Ceylan,International Relations.
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GORSEL TASARIMDA MEKAN KULLANIMI: TEK MEKANLIK FILMLER VE MEKAN
DUZENLEMESI

1 Maha Feki
0z

Bu calisma, sinemasal mekanin olusturulmasi ve tek mekanlik film ¢ekimlerinin incelenmesini amaglamaktadir.
Bu tiir filmler, Jean Paul Sartrein 1944 yapimi “Gizli Oturum” tiyatro oyunuyla baslayarak sinema tarihinde onemli bir
yere sahiptir. Tek mekanlik filmler, tarihsel olarak biiyiik ilgi gormiis ve edebiyat ve sinema diinyasinda tartismalara neden
olmustur. Bu tartismanin temelinde, bu filmlerin mekan kullanimi, olay orgiisii, temasi ve karakterlerindeki degisimler bu-
lunmaktadir. Calismanin literatiir kisminda, sinemasal mekanin nasil tasarlandig, olusturuldugu ve kullanildigi detayh bir
sekilde ele alinacak. Ayrica, 1948 ile 2020 yillari arasindan segilen alti ABD filmi rneklem olarak incelenecektir. Bu filmler,
tek mekan konseptine yakin olduklari icin secilmistir. Ayrica, diisik biitceyle cekilmelerine ragmen gisede yiiksek hasilat
elde eden bes tek mekanda cekilen film de bu ¢alismanin bir parcasi olarak ele alinacaktir. Bu filmler, finansal agidan basarili
olduklarr icin incelenmeye deger bulunmuslardir. Calismanin sonucunda, incelemenin mekan kullanimi, olay orgiisii, tema
ve karakterler gibi konularda nasil bir sonuca vardigi acikca belirtilmelidir. Ayrica, tek mekanlik filmlerin sinema diinyasin-
daki onemi ve etkisi vurgulanacaktir.

Anahtar kelimeler: Sinema tarihi, tek mekan, mekan kullanimi, olay 6rqiisii, tema, karakterler, disiik biitce, gise hasilati,
uyarlama.

1 Uzman, Marmara Universitesi,
officielmahaf@gmail.com,

ORCID No: 0000-0003-1496-7426

37



THE USE OF CINEMATIC SPACE IN VISUAL DESIGN: SINGLE LOCATION FILMS AND
CINEMATIC COMPOSITION

ABSTRACT

This study aims to examine the creation of cinematic space and the production of single-location film shoots. Such films
hold a significant place in cinema history, starting with JeanPaul Sartre’s 1944 play “No Exit.” Historically, single-location films
have garnered substantial attention and sparked discussions in both literary and cinematic circles. The core of this discussion
revolves around changes in spatial usage, plot, theme, and characters within these films. In the literature section of this study,
the design, construction, and utilization of cinematic space will be thoroughly explored. Additionally, six American films from be-
tween 1948 and 2020, which closely align with the single-location concept, will serve as the sample for analysis. Furthermore,
despite their low budgets, five films shot in single locations that achieved substantial box office success will be examined as part
of this study. These films have been selected for their financial accomplishments. At the conclusion of the study, the findings
regarding spatial usage, plot, theme, and characters will be clearly stated. The significance and impact of single-location films
in the world of cinema will also be emphasized.

Keywords: Cinema history, single location, spatial usage, plot, theme, characters, low budget, box office revenue, adaptation,
narrative language.

38



SPINOZA FELSEFESINDE‘CONATUS’ KAVRAMI iLE SINEMADA iNSANIN VAR OLMA
CABASI

1 Mahmut Kutlu

0z

Bu calisma 2009 yapimi‘Agora’ filmini Baruch Spinoza felsefesinde dnemli bir yer tutan “conatus” kavrami iizerinden
incelemektedir. Platon, Hobbes ve Descartes'in fikirlerinden etkilenen, aydinlanma donemi diisiinirlerinden olan Spinoza
(d. 24 Kasim 1632, Amsterdam Hollanda — 6. 21 Subat 1677, Lahey Hollanda), insan ve evren hakkindaki modern fikirleri
ile 17. Yiizyil felsefesi-nin onemli rasyonalistlerinden biri olarak kabul edilmistir. Tanr, varlik, doga, insan, zihin, irade, akil,
duygu ve ozqiirliik gibi konulari agiklamaya ¢alisan Spinoza’nin 6nemli kavramlarindan biri conatus kavramidir. Spinoza’ya
gore her varlik bir 6ze sahiptir ve zorunlu olarak bu 6zii korumak icin ¢cabalamaktadir iste conatus kendi varligini siirdiirme
edilimidir. Insan dogasinin fiili 6ziinii olusturan, cevredeki etkilesimlere karsi kendini kabullendirme giiciinii ortaya koy-
an, zorunlu korunma isteginin ifadesidir conatus. Conatus biitiin evrende oldugu gibi insan oglunun varol-ma nedenini ve
cabasini aciklayan kavramdir. Calismanin amaci ‘Agora’ filmi ile conatus kavrami arasindaki iliskiyi incelemektir. Senaryosu
Amenabar ve Mateo Gil tarafindan yazilan, Alejandro Amenabar'in yonettidi Ispanyol-ingiliz yapimi tarihi drama filmi‘Ago-
ra’lizerinden conatus kav-ramini arastiran ¢alisma, filmin bas kahramani Hypatia'nin var olma miicadelesini inceleyerek film
ile Spinoza felsefesi arasinda giiclii baglantilar kurmaya calismaktadir. Roma Misir'inda filo-zof, matematikgi ve astronom
olarak kendini kanitlamaya calisan Hypatia kargasa ve huzursuz-lukla cevrili sehirde klasik antik ¢agin diisiince bilgisini
kurtarmak icin miicadele vermektedir.
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THE CONCEPT OF ‘CONATUS’ IN SPINOZA’S PHILOSOPHY AND MAN'S EFFORT TO
EXIST IN CINEMA

ABSTRACT

This study examines the 2009 movie Agora’ through the concept of “conatus’; which has an important place in the phi-
losophy of Baruch Spinoza. Spinoza (b. 24 November 1632, Amsterdam Netherlands - d. 21 February 1677, Lahey Netherlands),
one of the thinkers of the enlightenment period who was influenced by the ideas of Plato, Hobbes and Descartes, was one of the
important rationalists of the 17th century philosophy with his modern ideas about humanity and the universe. One of the im-
portant concepts of Spinoza, who tries to explain issues such as God, existence, nature, human being, mind, will, reason, emotion
and freedom, is the concept of conatus. According to Spinoza, every being has an essence and necessarily strives to preserve this
essence. Conatus is the tendency to maintain its own existence. Conatus is the expression of the compulsory desire for protection,
which constitutes the actual essence of human nature and reveals the power of self-acceptance against the interactions in the
environment. Conatus is the concept that explains the reason for existence and efforts of human beings, as in the whole universe.
The aim of the study is to examine the relationship between the movie Agora’ and the concept of conatus. The study, which in-
vestigates the concept of conatus through the Spanish-British historical drama film ‘Agora; written by Amendbar and Mateo Gil
and directed by Alejandro Amendbar, tries to establish strong connections between the film and Spinoza’s philosophy by exam-
ining the struggle for existence of Hypatia, the protagonist of the film. Trying to prove herself as a philosopher, mathematician
and astronomer in Roman Eqypt, Hypatia struggles to save the intellectual knowledge of classical antiquity in a city surrounded
by chaos and unrest.

Keywords: Cinema, Philosophy, Spinoza, Conatus, Agora
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TEKNOLOJININ SINIRINDA iNSANLIK: HIGH LIFE ORNEKLEMiNDE
POSTHUMANIZM VE SINEMANIN KESiSiMi

1 Meltem CEMILOGLU, 2 Kader KAYA

0z

Posthiimanizm, bilim ve teknolojideki ilerlemelerin etkisi altinda, insanligin evrimsel sinirlarinin otesine gegme
olasihgini merkeze alarak, modern epistemolojik, ontolojik tartismalarda merkezi bir konuma sahiptir. Son yillardaki hi-
zli teknolojik gelismeler, yapay zeka, genetic miihendislik, nanoteknoloji ve biyomedikal inovasyonlar gibi alanlarda insan
bedeni ve zihni iizerindeki doniisiimleri giindeme getirmistir. Bu, sadece biyolojik ve fizyolojik boyutlariyla degil, ayni za-
manda kimlik, 6zne olma durumu ve varolugsal anlamlandirmalar agisindan da insanin kendisini nasil tanimladigina dair
temel sorgulamalara yol agmaktadir. Ayrica, teknolojik ilerlemeler, etik ve ahlaki degerlerin gozden gecirilmesini, toplumsal
normlarin sorgulanmasini ve etik standart-larin yeniden tanimlanmasini gerektirir. Bu baglamda, posthiimanist perspektif,
cagdas felsefi ve bilimsel tartismalarda, insanin dogasi ve gelecegi hakkinda derinlemesine analizler ve kritik yaklasimlar
sunarak, kiiresel bir paradigma degisikliginin onciisii olma potansiyeline sahiptir. Sinema, endiistriyel bir yapi ve sanatsal
bir ifade bicimi olarak kitle iletisim araclarinin etkileyici bir ornegidir. Bu yoniiyle posthiimanizm gibi cagdas kavramlari ve
olgulari gorsel ve estetik bir dilde yansitma kapasitesine sahiptir. Sinema, hikaye anlatimi teknikleri, gorsel efektler ve ha-
yal giiciiyle, insanlik, teknoloji, varolus ve etkilesimlere dair alternatif vizyonlari genis kitlelere sunma yetenegine sahiptir.
Posthiimanizmin giincel sinemadaki tezahiirleri, cok yonlii bir analiz ve derinlemesine bir arastirma gerektirir. Bu baglam-
da, mevcut ¢alisma, amagl 6rneklem secimiyle belirlenen Claire Denis'in High Life (2018) adli filmi incelenmektedir. Film,
idamla cezalandinlmig bireylerin uzayda gerceklestirilen bilimsel deneylerde yer almasi ve bu siirecte yasadiklar bedensel
ve zihinsel metamorfozlan ele alir. Calismanin amaci, filmde islenen temalar araciligiyla, insanin yalnizlikla yiizlesmesi,
toplumun etik sorumluluklari, evrimsel siire¢, insan bedeni ve teknoloji gibi posthiimanist diistincenin insanin kimligi ve
gelecegi lizerindeki etkilerini ortaya koymaktir. Filmdeki gorsel ve iceriksel unsurlan analiz ederek ileri teknoloji ve genetik
miihendisligin insanin kimligi ve varolusu tizerindeki etkileri incelenmistir. Ayrica, uzay gemisi icerisindeki deneklerin maruz
kaldigi yalnizlik, insani iliskilerin sinirlihgi ve bu sinirliliklarin psikososyal sonuglari, posthiimanist bir cerceve icerisinde kritik
bir yaklasimla ele alinmistir. Bu calisma, nitel arastirma yontemlerinden biri olan dokiiman incelemesiyle ortaya konmustur.
Filmin gorsel ve icerik dgelerinin analiz edilmesi i¢in once alan yazindan faydalanilmistir. Sonrasinda dokiiman analizi sonu-
cu elde edilen bulgular, filmde betimlenen karakterlerin teknolojinin etkisiyle nasil bir posthiiman varlik haline evrildigini
ve bu doniisiimde bireylerin bedensel, zihinsel ve sosyal kimliklerinde nasil koklii degisimlere ugradigini ortaya koyar.
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HUMANITY AT THE EDGE OF TECHNOLOGY: THE INTERSECTION OF
POSTHUMANOSM AND CINEMA

ABSTRACT

Posthumanism, driven by advancements in science and technology, occupies a central role in contemporary epistemo-
logical and ontological debates by exploring the potential for humanity to surpass

its evolutionary limits. The rapid progress in fields like artificial intelligence, genetic engineering, nanotechnology, and biomedi-
cal innovations has not only transformed the human body and mind but has also sparked fundamental questions about identity,
subjectivity, and existential meanings. This shift challenges not only biological and physiological dimensions but also prompts
a reevaluation of ethical values, societal norms, and ethical standards. Cinema, as both an industrial structure and an artistic
expression, serves as a potent example of mass communication’s impact, offering a visual and aesthetic representation of con-
temporary concepts like posthumanism. Through storytelling techniques, visual effects, and imagination, cinema has the ability
to present alternative visions of humanity, technology, existence, and interactions to a broad audience. In this context, the study
focuses on Claire Denis’s purposefully chosen film “High Life” (2018), which delves into the participation of death-sentenced
individuals in scientific experiments conducted in space, exploring the bodily and mental metamorphoses they undergo during
this process. The study aims to illuminate the impact of posthumanist thought on the identity and future of humanity through
the film’s themes, including solitude, society’s ethical responsibilities, evolutionary processes, the human body, and technology.
By analyzing the film’s visual and content elements, the study investigates the effects of advanced technology and genetic en-
gineering on human identity and existence. Additionally, it critically examines the isolation experienced by subjects within the
spaceship, the limitations of human relationships, and the psychosocial consequences of these limitations within a posthuman-
ist framework. Conducted through the qualitative research method of document analysis, this research utilizes existing literature
to inform the analysis of the film’s visual and content elements. The findings from the document analysis reveal how characters
depicted in the film undergo profound changes in their bodily, mental, and social identities as they evolve into posthuman enti-
ties under the influence of technology. This study contributes to the ongoing discourse on posthumanism, providing insights into
its implications for the contemporary understanding of humanity and its future.

Keywords: Posthumanism, Posthuman, Human Transformation, Technology, Existence, Loneliness.
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KURESEL EKOLOJIK SORUNLARA DiKKAT CEKEN MAN ANiMASYONU’NUN CEVRE
EGITiMi ACISINDAN DEGERLENDIRILMESI

1 Nazim Kasot, Uz. 2 Goniil Ozalp

0z

Dogay kendi egemenliginde bir varlik gorerek dogal siireclere her tiirlii miidahaleyi kendine hak géren insan an-
layisi ekolojinin iliskilerini anlamak yerine ekolojik iliskileri bertaraf etmeye baglamistir. Tam da bu noktada, yaratilan so-
runlara yalnizca ekolojik bakis agisiyla sunulan ¢oziim arayislari yetersiz kalmistir. Yeni arayislarin ¢oziimcii yaklagimi olarak
sekillenen “cevre bilimleri”, insanlarin ozellikle Sanayi Devrimi ile yaratmaya bagladigi ve daha ¢ok tiretme hirslanyla tiim
diinyay: etkisi altina alan kiiresel ekolojik sorunlara disiplinlerarasi bakis acisiyla ¢6ziim bulabil-menin uyanisi seklinde ni-
telendirilebilir. insanin diinyaya hilkmetme cabasinin sonucunda; uzun yillar dogal kaynaklar insanin kendi cikarlari dogrul-
tusunda kullanilmis ve buna bagli olarak or-taya ¢ikan cevre kirliligi de genel anlamda cevre sorunlarini yaratmigtir. Cevre
Kirliligi, biitiin can-llarin saghgini olumsuz yonde etkileyen, cansiz ¢evre varliklari iizerinde maddi zararlar meydana getiren
ve onlarin niteliklerini bozan yabanci maddelerin, hava, su ve topraga yogun bir sekilde karismasi olayidir. Bu calismanin
amac Man Animasyonu'nun ¢evre egitimi kazanimlan agisindan degerlendirilmesidir. Calisma kapsaminda nitel aragtir-
ma yontemi tercih edilmis ve betimleyici bir anlayisla dokiiman analizi incelemesinden yararlanilmistir. Animasyon bir
dokiiman olarak ele alinmis ve icerik analizi ile ¢6ziimlenmistir. Steve Cutts'in yonetmenligini yaptigi ve 3 dakika 36 saniye
stiren Man Animasyonu, insanin neden oldugu kiiresel ¢evre sorunlarini ve bunlarin diinya tizerinde neden oldugu tehlikeli
sonuglan carpici bir sekilde ve kisa siirede ortaya koymasi agisindan tercih edilmistir. icerik analizinden sekiz farkli tema
elde edilmistir. ierik analizinden elde edilen temalar altinda da Bloom Taksonomisi'nin anlama diizeyi temel alinarak ani-
masyonun ¢evre egi-timi agisindan kazanimlan listelenmistir. Icerik analizinden elde edilen sonuglar dogrultusunda; insanin
neden oldugu kiiresel ekolojik sorunlar listelenmistir. Animasyon kapsaminda belirlenen temalar; Avalik, Copler, Plansiz
Kentlesme, Ormansizlasma, Su Kirliligi, Hava Kirliligi, Biyogesitlilik Kayb, ve Besin Endistrisinin Sagliga Zararlan seklinde
belirlenmistir. Animasyonun evre egitimiagisindan onemli bir materyal oldugu ve 6zellikle insan kaynakli kiiresel ekolojik
sorunlara yonelik yapilacak egitimlerde yardima materyal olarak ortaokul, lise ve Gizeri seviyedeki 6grencilere izlettirilebi-
lecegi onerilmektedir.
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EVALUATION OF MAN ANIMATION DRAWING ATTENTION TO GLOBAL
ECOLOGICAL PROBLEMS IN TERMS OF ENVIRONMENTAL EDUCATION

ABSTRACT

The human understanding, which sees nature as an entity under its sovereignty and considers it right to intervene in
natural processes, has begun to eliminate ecological relations instead of understanding the relations of ecology. At this point,
the search for solutions to the problems created only from an ecological perspective has proven insufficient. “Environmental
sciences’, shaped as the solutionist approach of new searches, can be described as the awakening of finding solutions from an
interdisciplinary perspective to the global ecological problems that people started to create especially with the Industrial Rev-
olution, and affected the whole world with their ambition to produce more. As a result of man’s effort to dominate the world;
for many years, natural resources have been used for people’s interests, and the resulting environmental pollution has created
environmental problems in general. Environmental Pollution is the intense mixing of foreign substances into the air, water, and
soil, which negatively affects the health of all living things, causes material damage to inanimate environmental assets, and
deteriorates their qualities. The aim of this study is to evaluate Man Animation in terms of environmental education acquisi-
tions. Within the scope of the study, the qualitative research method was preferred and document analysis was used with a
descriptive approach. The animation was treated as a document and analyzed with content analysis. Man Animation, directed
by Steve Cutts and lasting 3 minutes and 36 seconds, was chosen because it reveals the global environmental problems caused
by humans and the dangerous consequences they cause on the world in a striking and short time. Eight different themes were
obtained from content analysis. Under the themes obtained from the content analysis, the acquisitions of animation in terms of
environmental education are listed based on the level of understanding of Bloom’s Taxonomy. In line with the results obtained
from the content analysis; Global ecological problems caused by humans are listed. Themes determined within the scope of the
animation; have been determined as Hunting, Waste, Unplanned Urbanization, Deforestation, Water Pollution, Air Pollution,
Biodiversity Loss, and Health Harms of the Food Industry. It is suggested that animation is an important material for environ-
mental education and that it can be shown to secondary school, high school, and above students as an auxiliary material in
training on human-induced global ecological problems.
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EDEBIYATTAN SINEMAYA NESNENIN KIMLIK POETIKASINA FENOMENOLOJIK
YAKLASIM: “FIKRIMIN INCE GULU” VE “SARI MERCEDES”

1 Nesligiil KURUCU
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Nesne, modern yasamla birlikte toplumda ortak bir dil kurmada onemli bir ara¢ olmustur. Nesnenin toplum-
daki rolii statiiyii temsil ettiginde nesne salt varlik olmaktan Gteye tasinip 6zne konumuna gelmektedir. Bu dogrultuda
calismada, Adalet Agaoglu'nun “Fikrimin Ince Giilii”(1976) roman ile Tung Okan yonetmenliginde sinemaya uyarlanan “Sar
Mercedes” (1992) filmi incelenecektir. Roman ve filmde Almanya'da isci olarak calisan Bayram'in aldigi “bal rengi” Mer-
cedes marka arabasl ile koyiine donerken ¢iktigi yolculukta nesne ve kimligi arasindaki mesafede nesnenin 6zne konumuna
doniismesi, nesnenin karakterin yasamindaki hakimiyeti analiz edilecektir. Calisma, Bayram’in mevcut kimligini nesne ile
anlamli kilmasini, nesnenin Bayram'in bilincindeki haliyle yeniden kurgulanmasini agiklamayi amaglamaktadir. Romanda
ve filmde Mercedes yiiceltilen nesne konumundadir. Bu dogrultuda ¢alismada, romandan filme Bayram'in kendi varligini
nesnede anakronik olarak somutlastirmasi incelenecektir. Mercedes'in 6znenin var olma araci olarak goriilmesi roman -film
coziimlemesi cercevesinde kiyaslanarak tartisilacaktir. Sonug olarak ¢alismada, Mercedes'in Bayram'in bilincindeki algisinin
rastlantisal degil mutlak bir nesne iizerinden kimligini ele gecirmesi, Bayram ile Mercedes arasindaki ayriimaz bag fenome-
nolojik yaklagim acisindan degerlendirilecektir. Fenomenolojik varolug ile 6zneyi kugatan nesnenin Bayram'in kdyiine doniis
yolculugunda bedennesne arasindaki mesafenin beden-6zne konumuna doniismesi tartisilacaktir. Goriinen nesne olarak
Mercedes'in 6znenin bilincindeki haliyle bedenin parcasina doniismesi, 6znelesmis nesnenin birligi Bayram ve Mercedes
iizerinden agiklanacaktir.

Anahtar Kelimeler: Edebiyat ve Sinema, San Mercedes, Nesne, Kimlik, Fikrimin ince Giilii
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PHENOMENOLOGICAL APPROACH TO THE IDENTITY POETICS OF THE OBJECT
FROM LITERATURE TO CINEMA: “THE THIN ROSE OF MY IDEA” AND “YELLOW
MERCEDES”

ABSTRACT

The object has been an important tool in establishing a common language in society along with modern life. When
the role of the object in society represents the status, the object moves beyond being a mere being and becomes a subject. In
this direction, the study will examine Adalet AGaoglu’s novel “The Thin Rose of My Idea” (1976) and the film “Yellow Mercedes”
(1992), directed by Tung Okan, which was adapted to cinema. In the novel and the movie, Bayram, who works as a worker in
Germany, goes on ajourney back to his village with the “honey-coloured” Mercedes car he bought with the money he saved, and
the distance between the object and its identity, the transformation of the object into subject status, and the dominance of the
object in the characterss life will be analyzed. The aim of the study is to embody Bayram’s desire to create a respectable identity in
society during the journey with his Mercedes, which he called “Balkiz;] and his own existence with an anachronistic mixture. In
the novel and in the film, Mercedes is the glorified object. In this direction, in the study, from literature to cinema, Bayram's mak-
ing himself meaningful with an object will be examined. The view of Mercedes as the subject’s means of existence will be dis-
cussed by comparing it within the framework of the novel -film analysis. Within the scope of the study, it was tried to reveal the
reason for the impossibility of thinking independently about Bayram, who gained identity with his vehicle, without Mercedes. As
a result, in the study, the perception of Mercedes in Bayram’s consciousness taking over her identity through an absolute object,
not a random one, and the inseparable bond between Bayram and Mercedes will be evaluated in terms of phenomenological
approach. The transformation of the distance between body-object into body-subject position on the return journey of Bayram,
who surrounds the subject with phenomenological existence, will be discussed. The integrity of the subjectified object will be
explained through Bayram and Mercedes.

Keywords: Literature and Cinema, Yellow Mercedes, Object, Identity, The Thin Rose of My Idea
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ESKi ANKARA'YA SINEMAYLA BAKMAK: DUTTURU DUNYA VE iTiRAF ORNEKLERI

1 Evsen CERKESLI

0z

Tiirkiye Cumhuriyeti'nin baskenti olarak secilen Ankara, zaman icinde kiiciik bir tagra kasabasindan merkez konumuna gelir.
Ankara'nin iilkenin dogu ve bati yakalan arasinda koprii vazifesi gormesi, bu sehrin aslinda ¢ogu zaman kiiltirel anlamda
arada kalmighgina isaret eder. Baska bir deyisle Anadolu'nun sikismishgiyla bir baskentin imkanlar arasinda salinip duran
sehrin degisen demografik yapisini ve siireg icinde ugradigi sosyokiiltiirel kinlmalan, arka fonunda bu sehri ele alan Zeki
Okten'in 1988 yapiml Diittiirii Diinya'si ve Zeki Demirkubuz’un 2002 yapimli itiraf’t iizerinden okumak sehrin maruz kaldigi
dontistimiin ipuclarni sinema sanati araciligiyla izleye-bilmeyi miimkiin kilar. Diittiirii Diinya, Ankara'da geceleri pavyonda
klarnet calarak hayatini kazanan Mehmet ve cevresini ele alirken genelde 1980li yillarin atmosferini 6zelde de Ankara’nin
0 donemki goriinimiini yansitmaktadir. Kisith olanaklanyla hayata tutunmaya calisan siradan insanlarin umut ve umut-
suzluk arasindaki gelgitleri, yasadiklari maddi zorluklar ve insan iliskileri oldukca gercekgi bir iislupla anlatilir. itiraf'ta ise
karisi Nilgtin'in kendisini aldattigini 6grenen Harun’un onunla yiizlesme siirecinde yasananlar 2000’lerin hemen bagindaki
Ankara'da gecer. Bu calismanin amaci, Diittiirii Diinya ve itiraf filmlerini toplum bilimsel elestirinin ilkeleri dogrultusunda
derinlemesine betimlemeyle inceleyerek filmleri aldiklan ddiiller, oyuncu kadrolan, film afigleri, mekan olarak “gecekondu”
varhgi, kullanilan kiyafet ve aksesuarlar gibi alt basliklar iizerinden Ankara'nin kiiltiirel ge¢misini aydinlatmaya yardimai ola-
cak sekilde analiz etmektir. Boylelikle bagkent Ankara’nin otuz beg ve yirmi bir yil 6nceki hallerinden giiniimiize kalanlarin
ve zamanla degisenlerin goriiniirliik kazanmasina sanatsal bir enstriiman olan sinema yardimiyla bakilarak bahsi gecen
farklilasmalar kalici hale getirilebilecektir.
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LOOKING AT OLD ANKARA THROUGH CINEMA: DUTTURU DUNYA AND ITiRAF
EXAMPLES

ABSTRACT

Ankara, chosen as the capital of the Republic of Turkey, became a center from a small provincial town over time. The fact
that Ankara acts as a bridge between the eastern and western sides of the country indicates that this city is often culturally in
between. In other words, Zeki Okten’s 1988 production of Diittiirii Diinya and Zeki Demirkubuz’s 2002 production of itiraf. which
deal with the changing demographic structure of the city, which oscillates between the stuckness of Anatolia and the possibili-
ties of a capital, and the sociocultural fractures it has experienced in the process, in the background of this city. Reading through
it makes it possible to follow the clues of the transformation the city has undergone through the art of cinema. While Diittiiri
Diinya deals with Mehmet and his circle, who earned their living by playing the clarinet in the pavilion at night in Ankara, it re-
flects the atmosphere of the 1980s in general and the appearance of Ankara at that time in particular. The fluctuations between
hope and despair, the financial difficulties they experience, and the human relationships of ordinary peaple trying to hold on
to life with their limited resources are depicted in a very realistic style. In [tiraf, Harun learns that his wife Nilgiin is cheating on
him and what happens when he confronts her takes place in Ankara in the early 2000s. The aim of this study is to examine the
films Diittiirii Diinya and Itiraf with in-depth description in line with the principles of social scientific criticism, and to help shed
light on the cultural past of Ankara through subheadings such as the awards they received, casts, film posters, the existence of
“shantytowns” as a location, the clothes and accessories used. way to analyze it. Thus, the mentioned differences can be made
permanent by looking at the visibility of what has survived from the state of the capital Ankara thirty-five and twenty-one years
ago and what has changed over time, with the help of cinema, an artistic instrument.

Keywords: Ankara, cinema, architecture, sociological criticism, 1980s
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2010 SONRASI TURK SINEMASINDA ANNE KiMLiGINiN TEMSILI

TNesrin KULA

0z

Bireyler, toplumla 6zne olarak iletisim kurabilmek ve 6znel bilgi diinyalarini zenginlegtirerek zihinsel kavramlar
gelistirebilmek icin, toplumsal sistemi anlamlandirmak durumundadr. Bireyler icinde yasadiklari toplumsal gercekligi
anlamlandirabilmek adina sinemadaki temsillerden ya-rarlanmaktadirlar. Bu durum sinemanin kiiltiirel ve ideolojik yon-
lendirmelerinden etkilenmele-rini de beraberinde getirmektedir. Sinemada yer alan temsiller, izleyicilerin zihninde kad-
na ve erkege atfedilen toplumsal cinsiyet rollerine iliskin kliseler/stereotipler olusturmaktadir. Annelik de kadinin yasam
siirecinde edindigi kimliklerden biri olarak goriilmektedir. Annelik kurumu, kadin calismalan tarafindan, ya ataerkil bakig
aqistyla cok fazla yiiceltilmekte, ya da feminist bir perspektifle kadin ve erkek arasindaki farklilig derinlestirmesi nedeniyle
elestirilmektedir. Annelik temsili, sinemada kalip yargilarin daha net ¢oziimlenebildigi bir calisma alani olarak goriilmek-
tedir. Sinemada kargilasilan anne karakterler daha ¢ok kadinin ikincil konu-munu pekistirecek sekilde ve fedakar/iyi anne-
lik tizerinden idealize edilerek temsil edilmektedir. Sinemada anne kimligine iliskin kiilttirel temsiller ve ¢esitli soylemler/
gostergeler yoluyla ataerkil degerler iizerinden iretilen ideolojiler, cinsiyet ayrimini megrulastirmaktadir. Sinemada anne
kimligine ideolojik, sosyolojik, psikanalitik ve feminist perspektifle bakilabilmek-tedir. 2010 sonrasi Tiirk sinemasinda
yasanan degisim, kadin ve anne karakterlerine de yansimis, klise karakterler yerine daha farkli anne temsilleri gortilm-
eye baglanmistir. Bildiride 2010 sonrasi Tiirk sinemasinda anneligi konu alan filmlerde, yonetmenlerin anneligi hangi bakig
aistyla ve hangi ideolojiyle degerlendirdiklerini ortaya ¢ikarmak amaglanmigstir. Calismada amaca yonelik 6rneklem meto-
duyla anlatisinda anne karakterlerin yer aldig dort film secilmistir. Zerre (2012), Anayurdu (2015), Toz Bezi (2015) ve Annem
(2019) filmleri anneligin nasil temsil edildigi agisin-dan niteliksel icerik analizi yontemi ile ¢oziimlenmistir. Zerre ve Annem
filmlerinde fedakar anne temsiline, Anayurdu filminde ise fedakar anne séylemine yaslanan, bogan/bunaltan (kadir-i mut-
lak) olumsuz anne temsiline rastlanmaktadir. Toz bezi filminde ise anne karakter kizini birakip kacarak, Tiirk Sinemasindaki
fedakar anne temsilinin disina ¢tkmaktadir. Annelik ile ilgili temsiller, filmi Gireten tiim aktorlerin ve izleyenlerin Grettigi
ideoloji alanina gonderme yapmakta, boylece ataerkil ideolojiyi yeniden iiretiimektedir.
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REPRESENTATION OF MOTHERNESS IDENTITY IN TURKISH CINEMA AFTER 2010

ABSTRACT

Individuals must make sense of the social system to communicate with society as subjects and to develop mental concepts by
enriching their subjective world of knowledge. Individuals benefit from representations in cinema to make sense of the social
reality they live in. This situation also causes them to be affected by the cultural and ideological orientations of cinema. The
representations in the cinema create stereotypes in the minds of the audience regarding the gender roles attributed to women
and men. Motherhood is also seen as one of the identities a woman acquires throughout her life. The institution of motherhood
is either highly praised by women’s studies or criticized for deepening the difference between men and women. The representa-
tion of motherhood is seen as a field of study where stereotypes can be resolved more clearly in cinema. The mother characters
that encountered in the cinema are mostly represented in a way that reinforces the secondary position of the woman and are
idealized through altruistic/good motherhood. Cultural representations of maternal identity in cinema and ideologies produced
through various discourses/indicators based on patriarchal values legitimize gender discrimination. The representation of moth-
erhood in cinema can be viewed from sociological, psychoanalytic, and feminist perspectives. The change experienced in Turkish
cinema after 2010 was also reflected in the characters of women and mothers, and different representations of mothers began
to be seen instead of stereotypical characters. In the research, four films with mother characters in their narratives were selected
by purposive sampling method. The films Zerre (2012), Anayurdu (2015), Toz Bezi (2015) and Annem (2019) were analysed
using the qualitative content analysis method in terms of how motherhood is presented. In the movies Zerre and Annem, the
representation of a self-sacrificing mother is seen, and in the movie Anayurdu, a negative mother representation that stifles/
overwhelms (omnipotent) who relies on the discourse of a self-sacrificing mother is seen. In the movie Toz Bezi, the mother
character leaves her daughter and runs away, going beyond the representation of a self-sacrificing mother in Turkish Cinema.
Representations about motherhood refer to the field of ideology produced by all the actors who produce the film and the audi-
ence, thus reproduce the patriarchal ideology.

Keywords: Representation, Turkish Cinema, Motherhood, Identity, Ideology
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“BAHAR iSYANCIDIR” ADLI 2013 YAPIMI UZUN METRA) SINEMA FILMININ
MEKANLARI ACISINDAN TOPLUMSAL BELLEK"

1 Selma Koksal
0z

“BAHAR ISYANCIDIR”, dzgiin senaryosunu tek basima yazdigim ve 2012 yilinda ¢ekimlerini yonetmen olarak tama-
mladigim, zorunlu nedenlerle filmin yapimaligini da iistlendigim, ayni zamanda filmin basrollerinden “RUYA” karakterini
canlandirdigim 97 dakikalik sinema filmim. “BAHAR ISYANCIDIR” filmimin cekimleri Mart ve Nisan 2012 tarihleri arasinda
gerceklesti. Hatta filmin gereksinmesi olan 1 Mayis goriintiileri icin 2012 yili 1 Mayis'ini goriintii yonetmeni ve sesci ark-
adaglarla birlikte bir giin olarak cektik ve filmin hikayesinde gecen 1990 yillarin sonlari ve 2000 li yillarin baslangicini imley-
en zaman dilimine uyarladik. 1 Mayis 2012 Taksim'de gercekle-sen son 1 Mayis kutlamasiydi. “BAHAR ISYANCIDIR” filminin
oykiisi; 90 l yillardan baglayarak 2010 lu yillara kadar siiren bir zaman diliminde, bagimsiz bir tiyatro toplulugunun ve onu
olusturan bireylerin 6zgiin hikayelerinden olusmakta idi. Kahramanlarimizin sikismisliklari ve ¢atismalarinin arka planin-
da siirekli degisen, déniisen ve dzellikle gencligin sikistigi bir Tiirkiye panoramasi cizilmeye calisildi. “BAHAR ISYANCIDIR”
ana mekani Istanbul ve o donemlerde Tiyatro, Sinema, Dans, Miizik gibi sanatlara ev sahipligi yapan Istanbul'un ozellikle
Beyodlu, Taksim Meydani, istiklal Caddesi, Tarlabasl, Siraselviler gibi semtleri, mahalleri, caddeleri ile Sirkeci, Karakdy gibi
Semtleri idi. Filmin kaydettigi mekanlarin nerdeyse tamami, 2013 Gezi Olaylari sonrasi tamamiyle sanatin merkezi olma du-
rumundan ¢ikartilmis, soylulasma projeleri ile Turist konaklama, yeme icme, alisveris alanlarina doniistiirilmstir. “Bahar
Isyanaidir” 2. Uluslararasi Kashmir (Hindistan) Film Festivalinden en iyi 2. Uluslararasi film odiilii almistir. 1. Olan film ile
“Bahar Isyanaidir” filminin biitcesi arasinda nerdeyse 100 kat fark vardir. Bu bildiri calismasinda, “BAHAR ISYANCIDIR” filmi-
nin ana mekanlari, doniisen degisen yeni helleri ile gorsel ¢oziimleme ve gostergebilim teknikleri kullanilarak karsilastirmali
olarak irdelenecek, toplumsal bellege akademik yontemlerle katki saglamak hedeflenecektir.

“BAHAR ISYANCIDIR” ADLI 2013 YAPIMI UZUN METRAJ SINEMA FILMININ MEKANLARI ACISINDAN TOPLUMSAL
BELLEK” baslikli bildirimde, sinema sanatinin sinematografi makinesinin icadindan baglayarak, giiniimiize degin yapilan
tim filmlerde, “Sinema ve Gerceklik” iliskisi baglaminda, sinema sanatinin gercek zaman ve mekan goriintiilerini aliciya al-
abilme ve bu gorselleri tiim zamanlara sunabilme giiciine taniklik etmekteyiz. Lumier kardeslerin ¢ekimlerini gerceklestird-
igiilk filmlerden bu yana, sinema sanatinin mekanla iligkisinin kopmaz bir biitiinliik icinde oldugunu gormekteyiz. Mekanda
ve zamanda heykeltrajlik yapabilen sinema sanati icin, gercek mekanlar, sehirler, sehirlerin adeta yasayan kimlikleri, her
daim sinema sanatinin asal ekseni olmakta, sinema bu asal eksende yaratisini gerceklestirebilmektedir. Bu durum, sine-
ma ve kadrajina aldigr her bir goriintiide bize bir bellek calismasini, bellek hatirlatmasini, bellek, zihin degerlendirmesini
de sunmaktadir. “Bahar isyanaidir” adli 2013 yapimi uzun metraj sinema filminin Mekanlan Agisindan Toplumsal Bellek
bashikl bildirimde; Istanbul sehrini ve Istanbul’un 2012 ile 2023 yillari arasindaki biiyiik degisimini, “Bahar isyancidir” adli
2012 yilinda ¢ekimlerini gerceklestirdigim sinema filmimin Istanbul ve Istanbul’un semtleri sokaklar meydanlari caddeleri
lizerinden, gercek goriintiileri ile 2023 yilinda fotografladigim simdiki zaman goriintiilerini karsilagtirmali olarak izleyici ve
sonrada okuyuculara sunulacaktir. 11 yillik zaman dilimindeki biiyiik degisimin tekabiil ettigi kavramlar Gizerine dncelikle
benim yaptiim arastirmayi sunup, izleyici ve okuyuculara bu kavramlarin actigi sorunsallar iizerine diisiinmeye davet
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edecegim. Calismam; oncelikle benim yaptigim gorsel ¢6ziimlemelerle baslayip, izleyici, dinleyici ve okuyucu zihninde de-
vam etmesini arzuladigim, agik sonlu bir calisma olacaktir. Gostergebilimin “belirti’, “ikon”, “simge”“mitonomi’, kavramlari
lizerinden yapilan bir metadoloji yontemini kullanilacaktir.

Anahtar Kelimeler: Mekan, Filmsel Zaman Ve Mekan, Soylulusma, Taniklik, Istanbul, Taksim Meydan, Istiklal Caddesi,
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SOCIAL MEMORY IN TERMS OF THE LOCATIONS OF THE 2013 FEATURE FILM
“SPRING IS REBELLIOUS”

ABSTRACT

“SPRING IS A REBELLIOUS” is my 97-minute motion picture, the original script of which | wrote alone and completed
filming as a director in 2012, | also produced the film for mandatory reasons, as well as portraying the character "RUYA? one
of the leading roles of the film. The filming of “SPRING IS REBELLIOUS” took place between March and April 2012. In fact, for
the May 1st images required by the film, we shot May 1st of 2012 as a day together with cinematographer and sound artist
and adapted it to the time period marking the end of the 1990s and the beginning of the 2000s, which takes place in the story
of the film. May 1st, 2012 was the last May 1st celebration that took place in Taksim Square. The story of the film “SPRING IS
REBELLIOUS”; Starting from the 90s until the 2010s, it consisted of the original stories of an independent theater company and
the individuals who made it up. Against the background of the jams and conflicts of our heroes, an attempt was made to draw
a panorama of Turkey, which is constantly changing, transforming, and especially youth is stuck. The main venue of “SPRING
IS REBELLIOUS” was Istanbul and especially the districts, neighborhoods, streets such as Beyoglu, Taksim Square, Istiklal Street,
Tarlabasi, Siraselviler, which hosted arts such as Theater, Cinema, Dance, Music at that time. Almost all of the places recorded
by the film have been completely removed from being the center of art after the Gezi Events of 2013 and have been transformed
into tourist accommodation, eating, drinking and shopping areas with gentrification projects.

“Spring is Rebellious” has received an international film award. from the International Kashmir (India) Film Festival in 2014. (2.
Best International Film Avard) In this paper, the main locations of the film “SPRING IS REBEL” will be examined comparatively by
using visual analysis and semiotics techniques with their changing and changing new states, and it will be aimed to contribute
to social memory with academic methods. In the statement entitled “SOCIAL MEMORY IN TERMS OF THE LOCATIONS OF THE 2013
FEATURE FILM “SPRING IS REBELLIOUS?, we testify to the power of cinema art to receive real time and space images and to pres-
ent these images to all time. In all films made since the invention of the cinematographic machine, starting with the invention
of the cinema machine, in the context of the relationship between Cinema and Reality. Since the first films made by the Lumier
brothers, we have been seeing that the relationship of the art of cinema with space is in an inseparable integrity. For the art
of cinema, which can be sculpted in space and time, real places, cities, almost living identities of cities, have always been the
prime axis of cinema art, cinema can realize its creation on this prime axis. This situation also offers us a memory study, memory
reminder, memory, mind evaluation in each image it takes into its cinema and frame. In the notification titled Social Memory
in terms of the locations of the 2013 feature film “Bahar is Rebellious’; the city of Istanbul and the great change of Istanbul
between 2012 and 2023, the real images of my movie | shot in 2012 called “Bahar is Rebel” will be presented to the audience
and then to readers through the streets of Istanbul and Istanbul’s districts, squares, streets, and the present-day images | photo-
graphed in 2023 with the actual images. Decatur will be presented to the audience and then to the readers. My work will be an
open finite work that | want to start with the visual analyses that | make first and continue in the minds of the audience, listener
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and reader. A methodological method based on the concepts of “symptom?, “icon’, “icon’; “mythonomy” of semiotics will be used.

Keywords: Space, Filmic Time And Space, Gentrification, Testimony, Istanbul, Taksim Square, Istiklal Street, Tarlabasi, Sira-
selviler
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HOLLYWOOD SINEMASINDA iDEALIZE EDILEN KADINLARIN DONUSUMU: MANIC
PIXIE DREAM GIRL VE THE COOL GIRL

1Yagmur Cagla Karakag, 2 Emrah Suat Onat
0z

Felsefi metinler, mitler, sanat yapitlari gibi toplumsal iiretimler ideolojiktir ve egemen olan diinya goriisiini yansitir-
lar. Yiizyillar boyunca bu diinya goriisii erkek egemen kaliptan beslenmistir. Erkege karsit olarak konumlanan kadin ve doga
gibi kategoriler ise agagi olarak konumlandinlmis, bircok kiiltiirel iretimde erkek dzneye tabi birer nesne olarak insa edilm-
islerdir. Hollywood stiidyolarinda iretilen filmlerin de erkek egemen diinya goriisiiniin izlerini tasidigini soylemek mim-
kiindiir. Klasik Hollywood sinemasinda iyi kadin evine bagli, sadakat sahibi, iyi bir es ve iyi bir anne olmak ile karakterizedir.
Edilgendir ve aktif olan erkege karsit bir konumu isaretler. Erkek karakter ise digarida eyleyen bir 6znedir. Ancak 20. yiizyilin
sonlari ve 21. yiizyilin baslarina gelindiginde Hollywood filmlerinde iyi kadin olma ile iliskilendirilen ozelliklerde birtakim
degisikliklerin meydana geldigi gortilmektedir. Bu calismada kadin temsillerindeki degisimleri incelemek tizere Manic Pixie
Dream Girl (2007) ve The Cool Girl (2012) adli iki film kligesinden faydalanilmistir. Manic Pixie Dream Girl; erkek protagonis-
tin ihtiyaa dogrultusunda var olan ancak kendi basina var olamayan, kendine ait bir yasam oykiisii ve amaci bulunmayan,
erkek protagonistin sikici hayatini renklendiren, onu yasama baglayan, onailham olan, onu oldugu haliyle kabul eden, giizel
ve neseli, ‘diger kadinlar’ gibi olmayan eksantrik bir kadini ifade eder. The Cool Girl kligesi ise stereotipik anlamda erkegin
sevdigi seyleri seven bir kadin kligesini imler. Filmdeki erkek protagonist neyi istiyorsa o da onu ister ve ayni zamanda o olur.
Dolayisiyla erkek protagonistin arzusuna gére sekillenir ve bu durumdan mutluluk duyar. Havalidir, seksidir, eglencelidir
ve en onemlisi ‘diger kadinlar’ gibi degildir. Bu iki film klisesi de aslinda gercekci olmaktan ¢ok uzaktr, 6ziinde bir fanteziyi
ifade eder. Sonug olarak ‘iyi kadin” olmak ile iliskilendirilen dzelliklerin, sosyokiiltiirel diizlemdekidoniisiimlerden etkilendigi
ve farklilastigi ancak bu ozellikleri belirleyen hakim goriisiin -hala- heteronormatif ve fallogosantrik bir anlayistan iiretildigi
soylenebilir. Yontem: Hollywood filmlerindeki kadin temsilleri diegetik iligkileri icinde ele alinacak ve bu diizlemde 6zne/
nesne konumlari, tagidiklari ideolojik anlamlara gore analiz edilecektir.
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THE TRANSFORMATION OF IDEALIZED WOMEN IN HOLLYWOOD CINEMA: MANIC
PIXIE DREAM GIRL AND THE COOL GIRL

ABSTRACT

Social constructions like philosophical texts, myths, and artworks are ideological and they reflect the dominant worl-
dview. Throughout centuries, this worldview has been nourished by a male-dominated pattern. Categories positioned in op-
position to men, such as women and nature, have been relegated to a lower status and constructed as objects subordinate to
the male subject in many cultural productions. It is possible to say that films produced in Hollywood studios also bear traces of
this male-dominated worldview. In classical Hollywood cinema, a good woman is characterized by being devoted to her home,
loyal, a good wife, and a good mother. She is passive and in opposition to the active male. The male character, on the other hand,
is an active subject outside. However, as we reach the end of the 20th century and the beginning of the 21st century, it can be
observed that some changes have occurred in the characteristics associated with being a good woman in Hollywood films. In
this study, two film clichés, Manic Pixie Dream Girl (2007) and The Cool Girl (2012), were utilized to examine the changes in
female representations. The Manic Pixie Dream Girl refers to an eccentric woman who exists according to the needs of the male
protagonist but cannot exist independently. She lacks her own life story and purpose, and she brightens up the dull life of the
male protagonist, connecting him to life, inspiring him, and accepting him as he is. She is beautiful, cheerful, and unlike the
‘other women The Cool Girl cliché implies a woman who stereotypically enjoys the things that men like. She wants what the
male protagonist wants and simultaneously becomes that. Therefore, she shapes herself** according to the desires of the male
protagonist and finds happiness in this. She is cool, sexy, fun, and most importantly, not like the ‘other women Both film clichés
are far from being realistic and essentially represent a fantasy. In conclusion, it can be said that the characteristics associated
with being a ‘good woman’ are influenced and differentiated by socio-cultural transformations, but the prevailing view that
determines these characteristics is still produced from a heteronormative and phallogocentric understanding. Method: Female
representations in Hollywood films will be examined within diegetic relationships, and their subject/object positions will be
analyzed based on the ideological meanings they carry.

Keywords: Hollywood cinema, Female representations, Phallogocentrism, Manic Pixie Dream Girl, The Cool Girl

55



TURK SINEMASINDAN ORNEKLERLE TEROR VE TERORIZM SOYLEMI

1Yezdan CELEBI

0z

Teror Latince “terrere”kelimesinden gelir ve “korku salmak, dehsete diigirmek, yildirmak” anlamlarina gelmektedir.
Teror ve terorizm arasinda ince bir anlam farki bulunmaktadir. Teror korku salmak, dehset sagmak olarak tanimlanirken,
terorizm kavrama siyasal bir icerik katmaktadir. Terdriin siyasi bir amacla, orqiitld, sistemli, stirekli, taktiksel ve planli olarak
kullanimini kasteder. Teror cagimizin en 6nemli meseleleri arasinda yer alir. 11 Eyliil 2001°de ABD’ye yonelik saldinilar son-
rasinda diinya kamuoyunun ve hiikiimetlerinin bir numaral giindem maddesi haline gelmistir. Bir popiiler kiiltiir dgesi olan
sinema dogasi geregi tarihsel olay ve olgulardan, giincel konulardan etkilenmektedir. Teror konusu da diinyamizin bir

gercegidir ve bu gerceklikten beslenen sinema da teror meselesini kaginilmaz olarak islemektedir. Basta Hollywood Sine-
masi olmak iizere bircok ulusal sinemada da terdr konulu filmler iretilmigtir. Tiirk sinemasi da bu si-nemalar arasinda
yer almaktadir. Calismamizda da teror ve terdrizmin ne olduguna ve tarihine kisaca deginilecek olup Tiirk sinemasindan
orneklerle teroriin ve terorizm soylemi ele alinacaktir. Calismada incelenen filmlerde; teror ve terdrizm konusunun nasil bir
perspektiften ele alindigi ve popiiler kiiltiiriin siyasi konjonktiirle olan girift iligkisi ortaya konulmaktadir. Bu amacla Tiirk
si-nemasindan son yillarda ¢ekilmis teror konulu 3 Film (Dag 2 (2016), Borii (2018), Can Feda (2018)) drneklem alinmig, be-
timsel ve cok modlu eletirel séylem analizine tabii tutulmustur. incelenen filmlerde, i¢ diismanlar ve dis diismanlar soylemi
araaligiyla bir“giivenliklestirme” yapildig ve bununla birlikte kimin dost, kimin diisman oldugunun hem séylemsel hem de
gorsel unsurlarla vurgulandigi sonucu ortaya ¢lkmaktadir.
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THE DISCOURSE OF TERROR AND TERRORISM WITH EXAMPLES FROM TURKISH
CINEMA

ABSTRACT

The term “terrorism” is derived from the Latin word “terrere,” which means “to instill fear, to terrify, to intimidate.”
There exists a subtle semantic difference between terror and terrorism. While terror is defined as instilling fear and spreading
horror, terrorism adds a political dimension to the concept. Terrorism refers to the organized, systematic, continuous, tactical,
and planned use of terror for political purposes. Terrorism stands as one of the most pressing issues of our time. After the attacks
on the United States on September 11, 2001, it became the top agenda item for the global public and governments. Cinema, as
a popular culture element, is inherently influenced by historical events and contemporary issues. Terrorism is a global reality,
and cinema, drawing from this reality, inevitably addresses the issue of terrorism. Numerous national cinemas, including Holly-
wood, have produced films on the topic of terrorism. Turkish cinema is also part of this spectrum. In this study, we briefly touch
upon what terrorism and terrorism are and their history, and we examine the discourse of terrorism through examples from
Turkish cinema. The films examined in the study shed light on how the subject of terrorism and terrorism is approached from a
particular perspective and its intricate relationship with the political conjuncture of popular culture. For this purpose, 3 Turkish
films on terrorism produced in recent years, Dag 2 (2016), Borii (2018), and Can Feda (2018), were sampled and subjected to
descriptive and multimodal critical discourse analysis. In the examined films, a process of “Securitization” is carried out through
the discourse of internal and external enemies, and as a result, it becomes evident, through both discursive and visual elements,
who is considered an ally and who is deemed an enemy.

Keywords: terror, terrorism, Turkish cinema, popular culture, multimodal discourse analysis, descriptive analysis.
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MECID MECIDI’NiN BULUTLARIN UZERINDE VE GUNESIN COCUKLARI FiLMiNDE
COCUK iSCILERIN, GENCLIGIN HAKIKAT ARAYISLARI

1Yunus NAMAZ
0z

Bircok yonetmen icin cocuk karakterler, anlamin veya mesajin aktaniminda ¢ok dnemli rol oynamaktadr. Bir anlatinin felsefi
ve edebi dilinin anlasilmasinda ¢ocuk karakterlerin onemli iglevleri vardir. Mecid Mecidinin ilk donem filmlerinden itibar-
en cocuklar ve gencler, dykiilerin merkezinde yer almaktadir. Baduk'tan Giinesin Cocuklari (Hursid) filmine kadar Mecidi,
cocuklarin ve genglerin diinyasinda yasananlari insanligin varolussal durumlari ile ortiistiiriir. Onun filmlerin-deki cocuklar
ya da genclere ait diinyanin merkezinde hakikat arayigi yatar ve bu arayis izleyiciyi kendisiyle, yasanmigliklarla yiizlesmeye
cagirmaktadir. Bu calismada, Mecid Mecidi'nin Bulutlarin Uzerinde (Beyond the Clouds, 2017) ve Giinesin Cocuklan (Khor-
shid/Sun Children, 2020) filmlerinde cocuk isciler ve genligin temsil bicimlerinin felsefeyle iliskisine yer verilmektedir. Be-
timsel analiz ile tahlil edilen yonetmenin son iki filminde, cocuk ve genclik ile ilgili temsillerin ve kodlarin neler oldugu be-
lirlenmis, sonrasinda ise bu temsil ve kodlarin anlatidaki baglami, felsefi dili ve hakikat kavramu ile baglantisi agiklanmustir.
Her iki filmde de Mecidi'nin, ¢ocuklarin ve genglerin diinyasinda one ¢ikan modern diin-yanin bunalimlarina yer verdigi,
onlarin gelecek kaygilarinin, adalet ve hakikat arayisla-rinin 6nemine dikkat cekildigine ulasilmistir. Bu filmlerin ayrica go¢
ve gocmenlik, issiz-lik, kacakgilik ve madde bagimliligi gibi alt metinleri de ihtiva ettigi ve bu olgularin, dogu insaninin kendi
hayatinda karsilasmis oldugu giicliikleri anlama noktasinda da onemli referanslar aktardigji

sonucuna varilmistir.
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CHILD LABORERS AND YOUTH’S SEARCH FOR TRUTH: MAJID MAJIDI'S IN BE-
YOND THE CLOUDS AND SUN CHILDREN FILMS

ABSTRACT

For many directors, child characters play a crucial role in conveying meaning or message. Child characters have import-
ant functions in understanding the philosophical and literary language of a narrative. Since Majid Majidi’s early films, children
and young people have been at the center of the stories. From Badooq to Children of the Sun (Khurshid), Majidi overlaps what
happens in the world of children and youth with the existential conditions of humanity. At the center of the world of children
or young people in his films lies the search for truth, and this search calls the viewer to confront himself and his experiences. In
this study, the relationship between the representation of child labor and youth in Majid Majidi’s Beyond the Clouds (2017) and
Children of the Sun (Khorshid, 2020) with philosophy is examined. In the last two films of the director analyzed by descriptive
analysis, the representations and codes related to children and youth are determined, and then the context of these represen-
tations and codes in the narrative, their philosophical language and their connection with the concept of truth are explained. In
both films, Majidi’s depictions of the crises of the modern world, which are prominent in the world of children and young people,
draw attention to the importance of their concerns for the future and their search for justice and truth. It was concluded that
these films also contain subtexts such as migration and immigration, unemployment, smuggling and substance abuse, and that
these phenomena also provide important references to understand the difficulties that eastern peaple face in their own lives.

Keywords: Iranian cinema, Majid Majidi, Beyond The Clouds, Children of the Sun, Children and Cinema
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GOSTERGE ARACI OLARAK CANLANDIRMA SINEMASINDA TOPLUMSAL CiNSIVET:
FLEE FILM INCELEMESI

THiisna TOSUN

0z

Bu calisma kapsaminda, toplumsal cinsiyet kavraminin izahi ve hegemonik ideolojinin kiiltiirel pratikler cercevesinde
ortaya ¢ktigi alanlar hakkinda bilgiler sunulmaktadir. Bireyin icinde yasadigi cografya, toplum, kiiltiir ve doneme gore
degisim gosteren toplumsal cinsiyet kavrami calismanin kuramsal ¢ercevesini olusturmaktadir. Bu anlamda alisma, kiiltirel
gosterge araci olarak toplumsal cinsiyet kavrami canlandirma sinemasl yoluyla ele alarak incelenmistir. Gorsel ve iit-sel
ogelerin biitiinleserek sanatsal bir ifade bicimi yarattigi bu sinema tiiri, farkli toplumlarin sosyal normlarinin ve kiiltirel
kimliklerinin temsilini gosterge araci olarak sunmaktadir. Bunu da yonetmen Jonas Poher Rasmussen’in geleneksel cinsiyet
rollerine meydan okuyan ve giiclii bir anlatim olusturan filmi Flee ile ele alarak saglamistir. Bireysel bellek iizerinden toplum-
sal bellegi canlandiran film dzellikle basat bir tema olarak cinsiyet sorununun kiiltiirel yapiya yansimalarini metaforik olarak
aktarmistir. Bu calisma, toplumsal cinsiyet ve kiiltiir arasindaki iliskiselligi kiil-tirel bir gosterge araci olan canlandirma sine-
masi lizerinden kurmaktir. Bu baglamda ¢alismanin ana ¢ikis noktasini olusturan Flee filminin kiilttirel konumu agisindan
tasidigi anlam ve toplumsal cinsiyet kavraminin kiilttirdeki yansimalari sorgulanmaktadir. Sonug olarak, toplumsal bellegia
canlandiran taniklarin, anilarinin kamuoyuna sunumunda kullanilan belgesel animasyon tekni-ginin kullanimi sagladigi
imgelemler bakimindan ‘etik’ kavramu iizerinde durulacaktir. Uretilen sahneler araciiiyla bir toplumun karanlikta kalmig
hafizasini, bireysel hafiza iizerinden toplum-s al hafizayi harekete gecirerek sorgulatmak amagclanmistir. Flee animasyon
filmi bu anlamada paralel dogrultuda analiz edilecektir.
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GENDER IN ANIMATION CINEMA AS A SIGNIFIER: FLEE FILM ANALYSIS

ABSTRACT

Within the scope of this study, the concept of gender is explained and information about the areas where hegemonic
ideology emerges within the framework of cultural practices is presented. The concept of gender, which changes according to
the geography, society, culture and period in which the individual lives, constitutes the theoretical framework of the study. In
this sense, the study examines the concept of gender as a cultural signifier through animation cinema. This type of cinema, in
which visual and auditory elements integrate to create a form of artistic expression, presents the representation of social norms
and cultural identities of different societies as a means of signaling. This is achieved through director Jonas Poher Rasmussen’s
film Flee, which challenges traditional gender roles and creates a powerful narrative. The film, which revitalizes social memory
through individual memory, metaphorically conveys the reflections of the gender problem on the cultural structure as a domi-
nant theme. This study aims to establish the relationality between gender and culture through animation cinema as a cultural
signifier. In this context, the meaning of the movie Flee, which constitutes the main starting point of the study, in terms of its
cultural position and the reflections of the concept of gender in culture are questioned. As a result, the concept of ‘ethics’ will be
emphasized in terms of the imagery provided by the use of the documentary animation technique used in the presentation of
the memories of witnesses who revive social memory to the public. Through the scenes produced, it is aimed to question the
obscured memory of a society by activating social memory through individual memory. In this sense, the animated film Flee will
be analyzed in a parallel direction.

Keywords: cinema, animation cinema, Flee, gender, hegemony
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ULUSAL KIMLIK KURUCUSU OLAN ETNOSPOR TURLERININ SINEMADA
KULLANILMASI: 0ZBEK SINEMASINDA GURES SPORUNUN KULLANILMASI
ORNEGINDE

1 Marat ERGESOV

0z

Diinyadaki kiireselesme ve Bati kiiltiiriiniin egemenligi nedeniyle her ulus kendi milli kiiltiriini canlandirmak
ve yeni kusaklara aktararak yasatilmasini saglamak sorunu ile karsilasmaktadir. Son zamanlarda Tiirk halklan tarafindan
“Tiirk Kimligini” ve Tiirk halklarinin milli kiiltirlerini korumak icin geleneksel spor ve oyunlar tekrar canlandirma gayreti
s0z konusu oldugu goriilmektedir. Bilindigi gibi sinema, kiiltiirii yayiltmak ve yeniden yasatmak icin en etkili kitle iletigim
araclanindan biridir ve mutlaka kullaniimalidir. Hem bireysel hem de ulusal kimlik kazandiran giires, Tiirk halklarinda es-
kiden beri yaygin olarak diigiin ve bayramlar gibi toplumsal faaliyetlerde gerceklestirilmig, milli kiiltiirin onemli parcasi
olan geleneksel spor ve oyunlarin veya giiniimiiz terimiyle etnospor tiirlerinin en popiilerlerin-den biri olmustur. Dolayisiy-
la, bu calisma kapsaminda Ozbek Kiltiiriinde de onemli yeri olan Kuras adli milli giiresin Ozbek Sinemasina yansimasini
aragtirmak amaclanmistir. Ozbek Sinemasi ve Ozbek Geleneksel Spor ve Oyunlari baglaminda Literatiir Taramasi yontemi
uygulanarak icerik Coziimleme yonteminin Kategorisel ve Frekans Analiz teknikleri kullanilan bu arastirmada Giires etno-
sporunu iceren Dilxiroj, Notanish Polvon ve Chavandoz filmleri incelenmistir.
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THECONSTRUCTION OF NATIONALIDENTITY INCINEMATHROUGH ETHNOSPORT:
USE OF WRESTLING SPORTS IN UZBEK CINEMA

ABSTRACT

Due to globalization and the dominance of Western culture in the world, every nation faces the problem of revitalizing
its national culture and ensuring its survival by transferring it to new generations. There is a recent initiative among Turkish
communities to revive traditional sports and games, aiming to preserve the “Turkish Identity” and the cultural heritage of Turkic
peoples. As it is known, cinema is one of the most effective mass media tools to spread and relive culture and should definitely
be used. Wrestling, which gives both individual and national identity, has been widely performed in social activities such as
weddings and holidays among Turkic peaple since ancient times, and has become one of the most popular traditional sports
and games, or ethnosport types in today’s term, which are an important part of national culture. Therefore, within the scope of
this study, it is aimed to analyze the use of the national wrestling called Kurash, which has an important place in Uzbek culture,
in Uzbek Cinema. In the Literature Review of this research the notions of Uzbek Cinema and Uzbek Traditional Sports and Games
were reviewed. Using the Categorical and Frequency Analysis techniques of the Content Analysis method, films Dilxiroj, Notanish
Polvon and Chavandoz, which include the wrestling ethnosport, were examined.

Keywords: Ethnosport, National Identity, Traditional Sports and Games, Uzbek Cinema, Wrestling.
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SINEMA VE iDEOLOJi: DOGULU KATILE BATILI PERSPEKTIFTEN BAKMAK

TMustafa C. Sadakaoglu
0z

Calismanin arastirma evreninde Sovyet Sosyalist Cumhuriyetler Birligi (SSCB) doneminde iglenen vahsi cinayetlere
iliskin gercek hikayelerden esinlenen Chris Gerolmo'nun Citizen X (1995), David Griecosnun Evilenko (2004) ile Daniel Espi-
nosa’'nin Child 44 (2015) adl Batili yapim sirketleri tarafindan sinemaya uyarlanan filmler bulunmaktadir. Ancak Andrei R.
Chikatilo adindaki seri katil tarafindan islenen vahsi cinayetlerin hikaye edildigi Citizen X (1995) adli sinema filmi; dogulu
bir seri katile batil perspektiften yaklasilmasi ve soguk savas retorigi cercevesinde kurgulanan dramatik anlatisi nedeniyle
sinema ile ideoloji arasindaki iliskiye gondermeler icermektedir. Dolayisiyla anilan sinema filmi arastirma érneklemi olarak
belirlenmis ve filmin nitel analiz yontemiyle ideolojik oncelikler ve filmin dramatik anlatisina hakim bakis aisi iizerinden
incelenmesi neticesinde bildik bir sug hikayesi iizerinden 6nce donemin hantal gii-venlik biirokrasisinin ardindan rasyonalit-
eden uzaklagtigi iddiasiyla dolayli olarak SSCB mahkdm edildigi tespit edilmistir. Calisma neticesinde isledigi vahsi cinay-
etlerle hatirlanan bir seri katilin hikayesine odaklanan filmin dramatik anlatisina “dogulu bir seri katile batili perspektiften
bakil-mas ve siddetin kaynagina iliskin batili tarifler yapilmasi” nedeniyle sinema ile ideoloji arasinda-ki gerilimi biyiittiigi
tespit edilmistir.
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CINEMA AND IDEOLOGY: LOOKING AT THE EASTERN MURDERER FROM A
WESTERN PERSPECTIVE

ABSTRACT

The research universe of the study includes movies inspired by true stories about the murders committed during the
Union of Soviet Socialist Republics. However, the movie Citizen X (1995), which tells the story of brutal murders committed by
a serial killer named Andrei R. Chikatilo; It contains references to the relationship between cinema and ideology due to its ap-
proach to an eastern serial killer from a western perspective and its dramatic narrative constructed within the framework of cold
war rhetoric. Therefore, the movie in question was determined as the research sample. The sample film being examined with the
qualitative analysis method in terms of ideological priorities and the dominant perspective of the dramatic narrative of the film,
it was determined that the USSR was indirectly condemned, first by the cumbersome security bureaucracy of the period and then
by claiming that it had moved away from rationality, through a familiar crime story. As a result of the study, it was determined
that the dramatic narrative of the film, which focuses on the story of a serial killer remembered for the brutal murders he com-
mitted, increased the tension between cinema and ideology due to “looking at an eastern serial killer from a western perspective
and making western descriptions of the source of violence”

Keywords: Cinema, ideology, rationality, crime and criminal.
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SHIVERS (1975): SIMGESEL DEGi$ TOKUS VE TUKETiM TOPLUMU
1 Aleyna KOSAN
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20. yiizyilhn ikinci yansindan itibaren kendisini hissettirmeye baglayan tiiketim toplumu, moder-nizmle birlikte
ortaya ¢lkmig bir kavramdir. Modernizmden once tiiketim, ihtiyacla dogru orantili ilerlerken; modern ¢ag ve onun getird-
igi seri Uretimle birlikte ihtiyacla dogru orantili olmaktan ¢ikmig aksine sinirsiz Giretim kapasitesi, sinirli insan ihtiyaciyla
karsilandigindan bu denge arasinda bir bosluk olusturmustur. Ortaya ¢ikan bosluk tiiketimle doldurulmaya calisiimistir.
Tiiketim nesnesiyle arzularin doyurulabilecedi gibi bir yanilsama mevcut olup sozii edilen tiiketim nesnesi Baudrillard'in
“simgesel degis tokus” kavramiyla agiklanabilir. Gercekligin semboller, imgeler ve temsiller araciligiyla giderek daha kar-
masik ve belirsiz hale geldigi bir durumla birlikte, tiiketim nesnesi, sembolik bir dilde degerlendirilir ve bu da gdsteren ve
gosterilen arasindaki aynmin kayboldugu bir durumu yaratir. Arastirmanin amaci ¢ercevesinde, David Cronenberg'in Shivers
(1975) filmini tiiketim toplumu ve Baudrillard'in “simgesel degis tokus’, kavramlanyla agiklanip incelenmistir. Bir gosteren-
den digerine atlayan bir dongiiyle stirekli olarak yapay arzu tiretilip bu yapay arzuyla tiiketmeye devam edilecektir. Tiketim
kiiltiirli, arzunun nesnelegmesi, cinselligin nesnelesmesi unsurlari filmde karsimiza siklikla ¢ikan kavramlardir. Bu, sembolik
degis tokusun etkisi altinda yasayan karakterlerin icinde bulundugu bir evrenin yansimasidir. Sonug olarak, Shivers (1975)
filmi, modern toplumun tiiketim kiiltiiriinii ve sembolik degis tokusun etkilerini elestirel bir bakis acisiyla yansitmaktadir. Bu
calisma, Baudrillard'in teorilerini somut bir 6rnekle birlestirerek, tiiketim toplumu, sembolik degis tokus ve simiilasyonlarin
nasil birbirini besledigini ve insanlarin gerceklikle olan iliskisini nasil donistirdiigini gostermektedir. Modern toplumun,
semboller ve tiiketim nesneleri araciligiyla gercekligi deneyimleme bicimi, bu calisma ile daha iyi anlagiimistir.
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SHIVERS (1975): SYMBOLIC EXCHANGE AND CONSUMPTION SOCIETY
ABSTRACT

The consumer society, which began to make itself felt in the second half of the 20th century, is a concept that emerged
in conjunction with modernism. Prior to modernism, consumption progressed in proportion to need, however, in the modern age
and with its associated mass production, consumption ceased to be directly proportional to need. Instead, an imbalance emerged
between the limitless production capacity and limited human need. This gap was attempted to be filled with consumption. The
consumption object, with the illusion that desires could be satisfied through it, can be explained through Baudrillard’s concept of
‘symbolic exchange! As reality becomes increasingly complex and uncertain through symbols, images, and representations, the
consumption object is evaluated in a symbolic language, leading to the disappearance of the distinction between the signifier
and the signified. Within the framework of this research objective, David Cronenberg’s film Shivers’ (1975) was analyzed and
explained within the context of the consumer society and Baudrillard’s concept of ‘symbolic exchange.’ It was observed that an
ongoing cycle of artificial desires is continually generated, transitioning from one signifier to another. Elements of consumption
culture and the objectification of desires, especially in the context of sexuality, frequently surface in the film. This is a reflection of
the universe in which characters, influenced by symbolic exchange, find themselves. In conclusion, the film Shivers (1975) offers
a critical perspective on the consumer culture of modern society and the effects of symbolic exchange. This study, by combining
Baudrillard’s theories with a concrete example, illustrates how the consumer society, symbolic exchange, and simulations mutu-
ally reinforce each other, transforming people’s relationship with reality. This work enhances our understanding of how modern
society experiences reality through symbols and consumption objects.

Keywords: Shivers (1975), Consumption Society, Symbolic Exchange ymbol Change Stroke, Body, Sovereign Ideology.
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FILM YAPIMINDA BiR TERSINE CEVRiIM SURECi OLARAK SANAL PRODUKSIYON
VE SINEMASAL ANLAM

1Baran Kahraman
0z

Sanal prodiiksiyon, film yapim siirecinde iiretim ve sunum bicimlerinde yeni teknolojilere dayali degisimleri ifade
ettigi gibi kavramsal diizeyde sinemasal anlamin iceriginin de doniismesini nitelemektedir. Gelisen bilgisayar teknolojileri
sayesinde fiziksel setlerin, aktorlerin ve sahne donaniminin bilgisayar destekli dretilen goriintiiler (CGI) ve gercek-zamanl
goriintii isleme (re-al-time rendering) araaligiyla sorunsuz bir sekilde biittinlesmesi, film endiistrisinin daha once fizik-
sel kisitlamalarla sinirli olan bu alaninda siiriikleyici ve gercekgi sahneler yaratmasina olanak saglamaktadir. Paul Virilio'ya
gore gercek-zamanli bilgi transferi fiziksel mesafe ve jeo-uzamsal gerceklik ile iliski kurma bicimlerini degistirmistir. ilgili
teknolojilerin getirdigi hiz kiiltiirti, film yapim tekniklerini de ivmelendirerek, sinemasal mekan ve zamanin yeniden tanim-
lanmasini saglamaktadir. Sanal prodiiksiyon, yesil arka plani LED panellerle (video duvar) degistirerek ak-tiiel kameranin
sanal kamera tarafindan eszamanli takibi araciligiyla her sahnenin gorsel anlati ihtiyaclarini gercek-zamanli diizenlenebilir,
degistirilebilir ve yeniden-iiretilebilir kilmaktadir. Dolayisiyla, film yapim siirecinde farkli iiretim yontemlerini de iceren bu
teknik, geleneksel tarzlar doniistirmekte ve kameranin sinemadaki roltine iliskin yeni imkanlar sunmaktadir. Bir tersine
cevrim siirecinde, daha dnce kurgu ve post-prodiiksiyon asamasindaki diizenlemeler Kamera i¢i Gorsel Efekt (ICVFX) tanim-
lamasiyla film yapim siirecine dahil edilmektedir. Bu uygula-malara, sanal varliklar ¢ekilen sahneye dahil edilirken yaratici
stirecler hizlanmakta, sinematog-rafi sanallasarak, melezlesmektedir. Film yapim siireclerinde yasanan bu teknik doniisiim
ayni zamanda sinemasal anlamin degismesine neden olmaktadir. Baudrillard perspektifinden sanal varliklarin, 1s1gin,
sahnenin ve kameranin gercekten daha gercek olarak stiidyo ortamina dahil edilmesi, metafizik ve fiziksel diinya arasin-
daki simgesel mesafenin giderek ortadan kalktigi an-lamina gelmektedir. Bu durum sanal prodiiksiyonu iceren hareketli
goriintiiniin aktiiel kaydinin heniiz ¢ekim esnasinda oldiigiiniin gostergesidir. Geleneksel film yapim siirecindeki mizans-
enin olusturulmasi ve kayda alinmasi arasindaki mesafenin yok olmasi ayni zamanda sinemanin illiizyon iretici giictiniin
bir kez daha elinden alinmasi anlamina gelmektedir. Ge¢miste diig giiciinii harekete gegiren film ¢ekim siireci giiniimiizde
yerini teknik aletlerin ve algoritmik yazilimlanin ¢iplakhidina birakmigtir. Bu arastirma, sanal prodiiksiyonun temel bilegen-
lerinden sanal kamera, gercek-zamanli goriintii isleme ve 3B mizansenlere odaklanarak teknigin sinema alaninda artan
kullanimini bir yandan bicimsel kodlar iizerinden ele alirken diger yandan s6z konusu film yapim siirecinin sinemasal anlam
iizerindeki etkilerini elestirel perspektiften irdelemektedir.
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VIRTUAL PRODUCTION AND CINEMATIC MEANING AS A PROCESS OF REVERSAL
IN FILMMAKING

ABSTRACT

Virtual production denotes changes in production and presentation formats in the filmmaking process, driven by new
technologies, while also characterizing the transformation of the conceptual level of cinematic meaning. Thanks to advanc-
ing computer technologies, the seamless integration of physical sets, actors, and stage equipment with computer-generated
imagery (CGl) and real-time rendering enables the film industry to create immersive and realistic scenes in an area previously
constrained by physical limitations. According to Paul Virilio, real-time information transmission has altered the ways in which
we establish relationships with physical distance and geospatial reality. The culture of speed brought about by these technolo-
gies accelerates the filmmaking process and redefines the cinematic space and time. Virtual production replaces the green screen
with LED panels (video wall), allowing real-time adjustments, changes, and reproductions of the visual narrative needs of each
scene through the simultaneous tracking of the actual camera by a virtual camera. Consequently, this technique, which encom-
passes various production methods in the filmmaking process, transforms traditional styles and offers new possibilities for the
role of the camera in cinema. In a reversal process, previously confined to editing and post-production, adjustments are now
included in the filmmaking process under the name of In-Camera Visual Effects (ICVFX). In these applications, as virtual assets
are included in the shooting scene, creative processes accelerate, and cinematography becomes virtual and hybrid. This technical
transformation in the filmmaking process also leads to a change in cinematic meaning. from a Baudrillardian perspective, the
inclusion of virtual assets, light, scenes, and cameras in the studio environment as more real than real signifies the gradual
disappearance of the symbolic distance between the metaphysical and physical worlds. The situation serves as an indicator that
the captured final image in motion, which includes virtual production, dies during the actual filming. The elimination of the
distance between creating and recording scenes in traditional filmmaking also implies the once-again confiscation of cinema’s
illusion-producing power. In the past, the filmmaking process that sparked the imagination has now given way to the nakedness
of technical instruments and algorithmic software. This research focuses on the virtual camera, real-time image processing and
3D scenes, which are the fundamental components of virtual production, and examines the increasing use of the technique in
the field of cinema through codes, while also examining the effects of the filmmaking process on cinematic meaning from a
critical perspective.

Keywords: Virtual production, virtual camera, real-time rendering, in-camera visual effects, reversal
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LEYLA'NIN KARDESLER FILMiNE KULTUREL FEMINiST KURAM
PERSPEKTIFINDEN BiR BAKIS

1 Buse Mete, 2 Ersin Aycan
0z

Bu calisma; yapimaihigini, senaristligini ve yonetmenligini Sayeed Roustayi'nin iistlendigi Leyla'nin Kardesleri film-
ini, kiilttirel feminist teori cercevesinde ele almayi amaglamistir. Ele alinan film, sosyal bir nitel arastirma yontemi olan
soylem analizi kullanilarak incelenmistir. incelemeler ve degerlendirmeler goz dniine alinarak temalara iliskin diyaloglar
transcript edilerek analiz edil-mistir. Filmde kullanilan dilin, karakterlerin analiz edilmesine olanak saglayacak diizeyde an-
lamli oldugu goriilebilir. Filmde, Leyla karakterinin erkek egemen gelenekleri sorguladigi ve bu normlari da kardesleri ile
babasl lizerinden elestirdigi goriilmektedir. Ali Riza karakterinin ise gelenek-sel ancak sagduyulu, hayat iizerine kafa yoran
derinlikli bir karakter oldugu soylenebilir. Baba karakterinin, tamamen dogmatik, iyi ile kotiyi ayirt edemeyecek diizeyde
ataerkil diisiinen bir karakter oldugunu ifade etmek miimkiindiir. Yazili hale getirilen metinler iizerinden makro bir ¢lkarim
yapildiginda Leyla'nin toplumdaki moderniteyi ve Ali Riza'nin gelenekleri yansittigi ayrica iddia edilebilir. Filmde baba
karakteri, artik toplumda kohnelesmis denilebilecek karanlik bir tarafi yansitmaktadir. Bu filmed Leyla'nin kendi hikayesini
ve ailesinin kaderini degistirme cabasi kiiltiirel feminizm agisindan son derece onemli bir noktaya isaret etmektedir. Film, Ali
Riza ve Baba gibi karakterlerle bir yandan patriarkal normlari siirdiiriirken bir yandan da Leyla'nin miicadelesi ile toplumsal
cinsiyet kaliplarini yikma cabasini gostermeye calismaktadir. Bu bakimdan Leyla'nin Kardegleri filmi, cagdaglar ve benzer
temali diger filmler bakimindan toplumsal cinsiyet ve kiiltiirel feminist kuram baglaminda incelenmeye deger goriilmiistiir.
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ALOOKATTHEMOVIE LEYLA'S BROTHERS FROM THE PERSPECTIVE OF CULTURAL
FEMINIST THEORY

ABSTRACT

This study aims to analyse the film Leyla’s Brothers, produced, written and directed by Sayeed Roustayi, within the
framework of cultural feminist theory. The film was analysed using discourse analysis, a social qualitative research method. Con-
sidering the reviews and evaluations, the dialogues related to the themes were transcribed and analyzed. It can be seen that the
language used in the film is meaningful enough to allow the characters to be analysed. In the film, it is seen that the character
Leyla questions male-dominated traditions and criticises these norms through her brothers and father. The character of Ali Riza,
on the other hand, can be said to be a traditional but common-sense character who ponders about life. It is possible to state that
the character of the father is a completely dogmatic, patriarchal thinking character who cannot distinguish between good and
evil. When a macro inference is made based on the written texts, it can also be claimed that Leyla reflects the modernity in the
society and Ali Riza reflects the traditions. In the film, the character of the father reflects a dark side of the society, which can be
called obsolete. In this film, Leyla’s effort to change her own story and the fate of her family points to an extremely important
point in terms of cultural feminism. While the film perpetuates patriarchal norms with characters such as Ali Riza and Baba, it
also tries to show Leyla’s struggle to break gender stereotypes. In this respect, the film Leyla’s Brothers is considered worth ana-
lysing in the context of gender and cultural feminist theory in terms of its contemporaries and other films with similar themes.

Keywords: Iranian Cinema, Leyla’s Brothers, Cultural Feminism, Gender
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BiR BASKADIR DiZiSiNDEKi KADIN TEMSILLERINE ‘KOLEKTIF HAFIZA;
‘TOPLUMSAL CERCEVE’ VE ‘GOLGE ARKETiPi’ KAVRAMLARI UZERINDEN BAKIS

1 Ahmet Sinan SAVASKAN, 2 Emrah Suat ONAT
0z

Bu makalede, Bir Baskadir isimli dijital platform dizisindeki kadin karakterler, Fransiz Sosyolog Maurice Halb-
wachs'in toplumdaki insanlarin belleklerini, icinde bulunduklar sosyokiiltiirel sartlarin meydana getirdigini, anlama, hatir-
lama ve yorumlama bigimlerinin bu sartlar ¢ercevesinde olustugunu one siirdiirdtigii ‘Kolektif Hafiza” kavramindan hareke-
tle incelenmeye calisilmigtir. ‘Kolektif Hafiza kavramina deginilmeden 6nce ilk olarak, dizinin bircok noktasinda referans
olarak gosterilen, isvicreli Psikiyatr Carl Gustav Jung'un, insanlik tarihinde bulunan ortak semboller, mitler ve buna benzer
kiilttirel olgularin bireyin bilincaltina yerlestigini one siirdiirdigii ‘Kolektif Bilingdisi” kavrami tanimlanacaktir. Sonrasinda,
sosyolojinin kurucularindan sayilan ve Maurice Halbwachs'in da diisiincelerinin altyapisini olugturan, Fransiz Sosyolog Emile
Durkheim'in, bire-yin her zaman toplumsal olarak hareket ettigini, toplumsal biitiinlesmenin ve dayanismanin da toplu-
mun kolektif iradesini temsil eden sembollerdengectigini savundugu ‘Kolektif Temsil’ kura-mindan bahsedilecek olup; Bir
Baskadir dizisini incelerken yontem olarak Maurice Halbwachs'in ‘Kolektif Hafiza’ kavraminin tercih edilmesinin nedenlerin-
den bahsedilecektir. Son olarak, geleneksel ile modern arasinda sikisip kalmis, sehir yasantisinin ve systemin orseledigi bi-
reylerden olusan toplumsal yapida kadinlara bigilen rollere, MauriceHalbwachs'in insanlarin kendilerini sosyal ¢evrelerinde
tanimladigi ve eylemlerini bu cevrelerin etkisi altinda gerceklestirdigini savundugu “Toplumsal Cerceve” kuramindan hare-
ketle bakilacaktir. Bu cerceveyi kirmanin yolunun da, analitik psikolojinin kurucularindan biri olarak kabul edilen Carl Gustav
Jung'un, bireyin zihnindeki diirtiiler, arzular, dnyargilar vb. karanlik yanlariyla yiizleserek onlan aydinlatmasi gerektigini,
boylece bireyselden toplumsala bir zihinsel aydinlanmanin mimkiin oldugunu savundugu ‘Gélge Arketipi'nden gectigi
dizideki gostergeler iizerinden agiklanacaktir.
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A LOOK AT THE REPRESENTATIONS OF WOMEN IN THE SERIES “ETHOS” THROUGH
THE CONCEPTS OF ‘COLLECTIVE MEMORY;, ‘SOCIAL FRAMEWORK' AND ‘SHADOW
ARCHETYPE'

ABSTRACT

In this article, the female characters in the digital platform series Bir Baskadir are written in French. Sociologist Maurice
Halbwachs states that the memories of people in society are created by the sociocultural conditions in which they live, and that
their ways of understanding, remembering and interpreting are shaped by these. Based on the concept of ‘Collective Memory,
which he argues is formed within the framework of the conditions has been attempted to be examined. Before touching on the
concept of “Collective Memory, first of all, reference points are made at many points in the series. Swiss Psychiatrist Carl Gustav
Jung, shown as the common problem in human history, It is suggested that symbols, myths and similar cultural phenomena
settle in the subconscious of the individual. The concept of ‘Collective Unconscious’ will be defined. Afterwards, the “Collective
Representation’ theory of French Sociologist Emile Durkheim, who is considered one of the founders of sociology and forms the
basis of Maurice Halbwachs’s thoughts, will be mentioned, in which he argues that the individual always acts socially and that
social integration and solidarity pass through symbols that represent the collective will of the society; The reasons why Maurice
Halbwachs’ concept of ‘Collective Memory’ was preferred as a method while examining the TV series It is Another will be men-
tioned. Finally, stuck between traditional and modern, urban life and system Maurice Halbwachs’s view on the roles assigned
to women in the social structure consisting of individuals they have injured and that people define themselves in their social
environments and carry out their actions accordingly. From the theory of ‘Social Framework; which he argues is realized under
the influence of environments will be viewed in motion. The way to break this framework is to learn from one of the founders
of analytical psychology. Carl Gustav Jung, who is considered to be one of etc. that it must confront its dark sides and illuminate
them, so that the individual from the ‘Shadow Archetype, in which he argues that a mental enlightenment to society is possible.
It will be explained through the indicators in the series in which it is mentioned.

Keywords: Maurice Halbwachs, Carl Gustav Jung, Collective Memory, Social Framework, Shadow Archetype
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YAGMURUN ARDINA GIiZLENEN SEHIR: DAVID FINCHER'IN SEVEN (1995)
FILMINDE KENT ATMOSFERI VE ATMOSFERiN ANLATIYA ETKiSi

1Pinar BOSTANC|
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Kentler, bulundugu bodlge, sahip oldugu iklim, barindirdigi mimari yapilar, kent sakinleri ve zamana gére sekillenen
ya da tiim bu bilesenleri bicimlendiren bir kimlige sahiptir. Bu kimligin temsilcilerinden biri ise kent atmosferidir. Kimi zaman
gercek kimi zaman hayal {iriini olan bir kentin atmosferini beyaz perde aracligiyla izleyiciye deneyimletmek de sinema
disiplininin ¢alisma alanina girmektedir. Sinema, temsil ettigi baglam ve kent ile seyirciyi kendi gercekligine inandirirken
temsil edilen mekan ve baglam da sinematografik anlatiy desteklemektedir. Anlatilanlar isiginda arastirma kapsaminda,
kent atmosferinin anlatiya nasil etki ettiginin incelenmesi amaclanmistir. Dolayisiyla, sinemada bir mekan olarak kentin
hikayenin izleyiciye ulasmasinda ne derece etkili oldugunun incelenmesi aragtirmanin kapsami dahilindedir. Nitel arastir-
ma yon-teminin kullanildigi bu ¢calismada, sinematik mekan analizi teknigine yer verilmistir. Arastirma-nin 6rneklemini,
yonettigi filmlerde kent atmosferine ve mekan temsillerine dnem veren iinlii Amerikali yonetmen David Fincher'in 1995
yapimi Seven adli filmi olusturmaktadir. incelemeler sonucunda: Karanlik, muglak, yagmurlu ve gerilim dolu atmosferiyle
yedi cinayetin ¢oziimlenme hikayesine eslik eden bir kentin anlatildigi filmin, black noir havasina sahip oldugu goriilmiistiir.
Ozellikle aydinlatma ve renk kullanimi ile dikkat cekici bir kent-mekan atmosferine sahip olan bu filmde kent atmosfer-
inin hissedilmesine sehrin sesinin de etki ettigi tespit edilmistir. Seven (1995)'da seyirciyi etkilerken icinde yasayanlara
ve yasananlara tesir eden giiclii bir kent atmos-feri temsili gortilmektedir. Calisma kapsaminda yapilan incelemeler net-
icesinde, Seven (1995) filminde, yagmurun ardina gizlenen bir kent atmosferinin anlatildigi ve sahip oldugu tiim 6ge-lerle
bu atmosferin anlati ile kuvvetli bir etkilesim icerisinde oldugu sonucuna variimistir.
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THE CITY HIDDEN BEHIND THE RAIN: URBAN ATMOSPHERE AND ITS NARRATIVE
IMPACT IN DAVID FINCHER'S SEVEN (1995)

ABSTRACT

Cities have an identity shaped by their location, climate, architecture, residents, and the evolving passage of time. One represen-
tative of this identity is the urban atmosphere. Sometimes, portraying the atmosphere of a city, whether real orimaginary, to the
audience through the silver screen falls within the purview of the cinematic discipline. Cinema convinces the audience of its own
reality, and the represented space and context also support cinematic storytelling. In the light of this context, the research aims
to investigate how the urban atmosphere influences the narrative. Therefore, the extent to which the city, as a cinematic space,
Is effective in conveying the story to the audience is within the scope of the study. In this qualitative research, the technique
of cinematic space analysis is employed. The sample of the study comprises the 1995 film “Seven,” directed by the renowned
American filmmaker David Fincher, known for his emphasis on urban atmosphere and spatial representations in his films. After
the reviews: it is observed that the film, which narrates the story of seven murders in a dark, obscure, rainy, and suspenseful city
atmosphere, possesses a strong black noir ambiance. Particularly, through its use of lighting and color, the film exhibits a strik-
ing urban spatial atmosphere. It is found that the city’s voice also contributes to the perception of the urban atmosphere while
affecting the audience in “Seven (1995).” The film presents a powerful representation of the urban atmosphere that influences
both the inhabitants and the events transpiring within it, captivating the audience. Through the examinations conducted in this
study, it is concluded that “Seven (1995)” portrays a city atmosphere concealed behind the rain and is in strong interaction with
the narrative, incorporating all its elements.

Keywords: David Fincher, Urban Atmosphere, Seven (1995), Urban Representation in Cinema, Cinema Spaces
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GOCMENLERIN CALISMA YASAMINA KATILIMLARINI SINEMA ANLATISINDA
SORGULAMAK

10zlem OZDEMIR, 2 Tolga TELLAN
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Sinir asint insan hareketliliginin gerek goniillilik gerekse zorunluluk temelinde gerceklesmesi, goclerin karak-
teristiginin ekonomik gereksinimlere bagl olarak sekillendigini agikca ortaya koymaktadir. Kiiresel ekonominin ¢okuluslu
sirketlere dayali yapisi, imalat sanayilerini ve diistiik maliyetli tedarik siireci iglerini‘Giiney’ olarak tanimlanan Asya, Afrika ve
Latin Amerika cografyala-rina tagirken; Kuzey Amerika ile Bati Avrupa balgelerindeki iilkelerden olusan ‘Kuzey'e de bilisim
teknolojileriile yiiksek sosyal sermaye gerektiren hizmetler tiretimi rolii verilmistir. Bireylerin Giiney'den Kuzey'e dogru gocii
gliniimiizde olaganlasmig durumdadir ve sinir asan gocleri ‘iten” ekonomik nedenler oldugu kadar, sanayilegmis ilkelerin
tiim diisiik vasifli igleri ‘Giiney’e ihra¢ edemeyeceginin anlasilmasi sonrasinda gocii ‘ceken’ piyasa kosullan da yine ‘Kuzey’
tarafindan sekillendirilmektedir. Go¢gmenler is diinyasinda yer bulduklan dl¢tide hedef iilkenin sosyo-kiiltiirel kosullanyla
uyum saglamakta, geldikleri cografyanin yasama pratiklerine katilmakta ve katilim diizeyine bagl olarak icinde bulunduk-
lan toplumu doniistiirmektedir. Uluslararasi goc akisi, sanayilesmis ‘Kuzey’ diinyasinda go¢menlerin ‘goriinmeyen;, ‘dislanan’
ya da ‘suclanan’ karakterler olarak nitelenmesi sonucunu dogurmaktadir. ‘Kuzey’ diinyasinda sorun, tehdit ve engel olarak
goriilen gogmen, goc ettigi toplumun yagam pratiklerine dahil olduk¢a ayrnmcilida, nefret soylemine, siddete ve irkgil ga
maruz kalmaktadir. Go¢gmenlerin calisma yasamina katilimi, kayit disi istihdam, sosyal giivenlik ve is saghgi ve giivenligi
gibi pek ok farkl konu, hedef iilkedeki sirketlerce diizenlenmekte ve karlilik, yiiksek verimlilik, kazancin siirekliligi gibi
sonuglar icin —aralarinda illegal ceteler ve sug organizasyonlan gibi farkl gruplarinda bulundugu— tiim piyasa aktorleriyle
ishirligine gidilmektedir. Bu baglamda, ¢alismada, diizensiz gé¢menlerin ve miiltecilerin ¢alisma yasamina hangi kosullarda
katildiklarini algilamamizi kolaylastiracagi diisiiniilen 6rnek film analizi yapilmakta ve film anlatisi izerinden uluslararasi g o
stirecinin kapitalist ekonomik iliskilerin egemen oldugu iilkelerde calisma iligkilerini nasil sekillendirdiginin ¢oziimlenmesi
amaclanmaktadir. Yonetmenligini Ken Loach’in yaptigi, senaryosu Paul Laverty tarafindan kaleme alinmis, 2007 tarihli ve
farkli uluslararasi film yansmalarinda ddiil alan 96 dakikalik‘It's a Free World’ (Iste Ozgiir Diinya) baslikli filmin analiz edildigi
calismada, diizensiz go¢men ve miiltecilerin goc ettikleri iilkede calisma yasamina nasil katildiklar ekonomi-politik yon-
temle incelenmektedir. Deregiilasyonun ve taseronlasmanin baskin paradigma haline geldigi ve isverenlerin kisa siirede kar
elde etmek icin kayit digi go¢men istihdamina kolaylikla yonelebildigi piyasalarda, go¢men isciler sirketler arasi rekabetin
unsuru haline gelmiglerdir. Go¢menlerin giinliik yasama etkin katilimlarinda istihdamin roliiniin tartisilmasi, oniimiizdeki
stirecte karsilasilacak sorunlarin asilabilmesi icin mutlak bir gerekliliktir.
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QUESTIONING THE PARTICIPATION OF MIGRANTS IN WORKING LIFE IN THE
CINEMA NARRATIVE

ABSTRACT

The fact that cross-border human mobility occurs on both a voluntary and compulsory basis of reveals that the char-
acteristics of migrations are shaped by economic needs. The structure of the global economy based on multinational compa-
nies has brought manufacturing industries and low-cost supply process businesses to the geographies of Asia, Africa and Latin
America, which are defined as the ‘South The role of the ‘North; consisting of countries in North America and Western Europe,
is the production of information technologies and services that require high social capital. Nowadays, it is normal for individu-
als to migrate from the South to the North. After the understanding that industrialized countries cannot export all low-skilled
jobs to the “South; it appears that all market conditions that ‘pull’ and ‘push” migration are shaped by the ‘North. Immigrants
adapt to the socio-cultural conditions of the target country at the level they find a place in the business world, participate in the
living practices of this new geography, and transform the society they live in depending on their level of participation in daily
life. International migration flows result in immigrants being characterized as ‘invisible, excluded’ or ‘accused’ characters in
the industrialized ‘North” world. Immigrants are seen as problems, threats and obstacles in the ‘Northern’ world, and as they
participate in the life practices of the society they migrate to, they are exposed to discrimination, hate speech, violence and
racism. Many different issues, such as the participation of immigrants in working life, unregistered employment, social security
and occupational health and safety, are requlated by companies in the destination country. These companies cooperate with
all market actors —including different groups such as illegal gangs and criminal organizations— for results such as profitability,
high efficiency and continuity of earnings. In this context, the study analyzes sample film that are thought to make it easier for
us to understand the conditions under which irreqular immigrants and refugees participate in working life, and aims to analyze
how the international migration process shapes labor relations in countries dominated by capitalist economic relations through
the film narrative. The 96-minute film titled ‘Its a Free World, directed by Ken Loach and written by Paul Laverty, dated 2007
and awarded in different international film competitions, was analyzed in this study. Based on film analysis, how irreqular im-
migrants and refugees participate in working life in the country they immigrate to is examined with political-economy method.
In markets where dereqgulation and subcontracting have become the dominant paradigm and employers can easily turn to the
employment of unregistered immigrants to make profits in a short time, migrant workers have become an element of competi-
tion between companies. Discussing the role of employment in the effective participation of migrants in daily life is an absolute
necessity in order to overcome the problems that will be encountered in this regard in the coming period.
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TURKIYE'DE POLITiK SINEMANIN GELiSiMi VE 2000°Li YILLAR

1 Abdurrahim Yalgin
0z

Bu calismada toplumsal alanda yasanan degisimlere karsi duyarsiz kalmayan film anlatilarinda yasamin gercek-
liklerini dile getiren politik sinemanin Tiirk sinemasinda ilk drneklerinin goriilmeye basladigi 1960’li yillardan 2000i yillara
dek gelisimi, drnekleri incelenmis ve bu gelismelerin politik sinemayi nasil etkiledigi ele alinmistir. Bu etkilerle 2000'1i yil-
lar sonrasi politik sinema-nin tarihsel siire¢ icinde toplumsal, siyasal ve kiiltirel alanlarda yasanan gelismelerle kimlikler
lizerinden ifade edildigi goriilmiis ve ‘politik kimlik filmleri, ‘etnik kimlik filmleri’ ve ‘toplumsal cinsiyet ve cinsel kimlik film-
leri’ biciminde kuramsal anlamda tanimlamasi yapilarak, temalari ve drnekleri incelenmistir. Boylece politik sinema daha
parcali ve cogulcu ancak daha agiklayici ve kapsayia bir tanima sahip olmusgtur.
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THE DEVELOPMENT OF POLITICAL CINEMA IN TURKEY AND THE 2000s

ABSTRACT

In this study, the development and examples of political cinema, which expresses the realities of life in film narratives
and the first examples began to be seen in Turkish cinema from the 1960s to the 2000s, are examined and how these develop-
ments affect political cinema is discussed. With these effects, it has been seen that political cinema after the 2000s has been
expressed through identities with the developments in social, political and cultural fields throughout the historical process, and
has been defined theoretically as ‘political identity films, ‘ethnic identity films’ and gender and sexual identity films. The themes
and examples were examined. Thus, political cinema has a more fragmented and pluralistic but more descriptive and compre-
hensive definition.

Keywords: Politics, Power, Identity, Political Cinema, Turkish Cinema.
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TOPLUMSAL CiNSIYET BAGLAMINDA OLUMCUL KADIN (FEMME FATALE)
TEMSILi; BECKY SHARP (1935) FiLMi

1 Serbay Celebi
0z

19. yiizyla kadar Bati kiilttiriinde kadinlarin temsili, yogun hegemonik kiiltirel yaratimlarla tanimlanmis, gelenek-
sel olarak egit olmayan cinsiyetin iktidariyla miicadele eden bir diizlemde; bir erkek tarafindan tanimlanan alanlar icinde
ele alinmistir. Kiiltirel yaratimlar ve daha spesifik olarak kadin temsilleri, erkeklerin kadinlar lizerindeki varsayilan giicii
ve Ustlinliigii gibi toplum tarafindan kabul edilen ancak sorgulanmayan varsayimlara dayanir veya bunlan yeniden yarat-
maya hizmet eder. Ideolojinin islevi, tarihin belirli bir noktasinda bir toplumdaki acik giic iliskilerini frenlemek ve bunlan
seylerin dogal, ebedi diizeninin bir parcasi olarak gostermektir. Femme fatale, erkek egemen ideolojilere karsi bir gii¢ sem-
bolii olarak goriilir ve normatif kadin cinselliginin otesine gecer. Bu yoniyle Becky Sharp (1935) ideolojik islevin yeniden
iiretildigi ve femme fatale temsilinin ortaya ¢iktigi filmlerden biridir. Filmde Becky Sharp, genellikle cinsellik, manipiilasyon
ve giic ile iliskilendirilir. Cinsel cekiciligi ve manipiilatif eylemleriyle, sectigi kurbanlar kontrol eder ve toplumdan kopma-
larina neden olarak onlar iflas ettirir. Bu makale, on dokuzuncu yiizyll ingiltere>sinde, dzellikle Viktorya donemi sanat ve
edebiyatinda ortaya ¢ikan; William Thackeray'in “Vanity Fair: Kahramansiz Bir Roman” kitabindaki Becky karakterinde ve
daha sonra Rouben Mamoulian'in kitaptan uyarlayarak beyaz perdeye tagidigi “Becky Sharp” (1935) filminde; femme fatale
temsilini, ideolojik bir perspektif cercevesinde filmden gorsellerle ve kitaptan alintilarla birlikte detaylica ele almaktadr.
Bu calismanin amac, film ve edebiyat baglaminda Viktorya doneminin dnemli toplumsal ve tarihsel degisimlerinin izini
stirmek ve bunlarin toplumsal cinsiyet baglaminda femme fatale insasini nasil etkiledigini incelemektir. Calisma, femme
fatale kavramini feminist bir baglamda ele alirken, kadinlarin erkeklerin egemen ideolojisine meydan okumak icin kadin
cinselligini kullanirken yine de toplumun sinirlamalarina ve beklentilerine bagli olduklarini ortaya koymustur.
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FEMME FATALE REPRESENTATION IN THE CONTEXT OF GENDER; BECKY SHARP
(1935) MOVIE

ABSTRACT

Until the 19th century, the representation of women in Western culture was characterized by intensely hegemonic cul-
tural creations, traditionally addressed on a plane that struggles with the power of the unequal sex within spaces defined by a
man. Cultural creations, and more specifically, representations of women, are based on or serve to recreate assumptions accept-
ed but unquestioned by society, such as the presumed power and superiority of men over women. The function of ideology is
to curb overt power relations in a society at a given point in history and to portray them as part of the natural, eternal order of
things. Thefemme fatale is seen as a symbol of power against male-dominated ideologies and goes beyond normative female
sexuality. In this respect, Becky Sharp (1935) is one of the films in which the ideological function is reproduced and the femme
fatale representation emerges. In the film, Becky Sharp is often associated with sexuality, manipulation, and power. Through
her sexual appeal and manipulative actions, she controls her chosen victims and bankrupts them by causing them to break
away from society. This article analyzes the characterization of Vanity Fair in nineteenth-century England, particularly in Victo-
rian art and literature, as depicted in William Thackeray’s “Vanity Fair: A Novel Without a Hero” by William Thackeray and the
film “Becky Sharp” (1935) by Rouben Mamoulian, which was adapted from the book and brought to the big screen by Rouben
Mamoulian; the representation of femme fatale is discussed in detail with visuals from the film and quotations from the book
within an ideological perspective. The aim of this study is to trace the important social and historical changes of the Victorian era
in the context of film and literature and to examine how they affect the construction of femme fatales in the context of gender.
The study explores the concept of femme fatale in a feminist context, demonstrating that while women use female sexuality to
challenge the dominant ideology of men, they are still bound by the limitations and expectations of society.
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