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ilk Sempozyum Uzerine

Emre Dogan

apart Sanat Dernegi Kurucu Uyesi ve Baskan Yardimcisi, Dr. Ogr. Uyesi.

apart Sanat Derneginin ilk buyiik etkinliklerinden biri olan Uluslararas1 Kisa Film, Video
ve Fotograf Sempozyumu tum imkansizliklara ragmen nitelikli bir emegin sonucunda 2023
yilinin Ekim ayinda Kadikéy'de hayata gecti. Klasik bilimsel/akademik toplant: kurallarinin
ve gorgisiunin disina ¢tkmayi ve her seyden azade bir sekilde sadece diisiinsel ve sanatsal
yaraticiliga odaklanmayi amaglayan bu ilk sempozyumda, bu sene online ve fiziksel olmak tizere
toplamda 24 bildiri sunumu gerceklesti. Bu sunumlarin yaninda Melis Behlil ve Hasan Cem
Cal'm konugmalari, Tahir Un ve Devrim Taban'in kiiratérliigiint yaptig1 ‘Ters Akig’ isimli video
gosterimi ve apart Sanat Derneginin diger buyiik organizasyonu olan Uluslararas1 Usak Kisa
Film Festivali'nin direktériit Onur Kesapli'nin festivalde gosterim hakk: kazanan kisa filmlerden
hazirladigi secki katilimcilarla ve izleyicilerle bulustu. Ilki yapilan bir sempozyum olmasina karsin
ilgiyle karsilanan bu orgazinasyon, ontumiuzdeki yillarda da daha gii¢la bir tanitim agiyla, daha
spekiilatif ve 6zel etkinliklerle ve daha enternasyonal bir kimlikle —-umariz- devam edecektir. Bu
anlamda sempozyumun diizenleme kurulunun takim kaptani olarak organizasyonun éncesinde
ve sonrasinda emegi gecen, apart’a ve bu organizasyona giivenen herkese ¢cok tesekkiir ederim. Bir
sonraki sempozyumda gorigsmek tizere.



apart

Sempozyumu

Yaraticiligis Machinima ile Gelistirmek: GTA V Ornegi

Asli Begiim Meri¢

Machinima, 7. sanat sinema ile 8. sanat video oyununun kesistigi noktadan ortaya ¢ikmis bir
olgudur. Ingilizce “makine” ve “sinema” kelimelerinin birlesiminden olugsmustur. Bilgisayar
gorsellerini kullanarak anlat: filmleri hazirlamak machinima olarak bilinmektedir ve genellikle
oyun motorlari kullanilarak yapilmaktadir. Daha basit bir anlatim ile; hareketli géruntuler tretmek
i¢in gercek zamanli bilgisayar grafik motorlarini kullanma pratigidir. Bu olguyu anlamak, estetik ve
gorsel kilttur, medya ¢aligmalari, medya sanati gibi ¢esitli alanlar: da kegfetmeyi gerektirmektedir.
Gergek diinyada yer alan kisa film yarigmalar: gibi, sanal diinyada da machinima yarigmalar:
bulunmaktadir. Rockstar Games’in rol yapma oyunu olan Grand Theft Auto V oyunu senelerden beri
buyarigsmalara ev sahipligi yapmaktadir. Oyun i¢inde bulunan ve Rockstar Editor ad1 verilen dahili
ozellik sayesinde oyuncular, oyunlarindan goriinti yakalayabilmekte ve daha sonra bu gérintiler
tzerinde cesitli dizenlemeler yapabilmektedirler. Oyuncuya yalnizca gérdigi alanin degil 360
derece panoramik gértintist sunarak yaraticiligi desteklemekte ve 6zgiin sahneler olusturmaya
olanak saglamaktadir. Yapilan ¢alismada, farkli temalar kullanilarak diizenlenen bu yarigmalar
katilima kaltar, hayran kiltart ve sohret kaltiura cercevelerinden incelenerek betimsel analizi
yapilmaktadir. Ik defa 2000 yilinda kullanilmig olan bu kavram akademik literatiirde popiilerlik
kazanmaya yeni baglamigtir. ki farkli alan1 bir araya getiren bir ara fenomen olmasi ve dijitalin
gercek yasam pratiklerini her giin daha fazla dontstarmesi dolayisiyla bu kavramin derinlemesine
incelenmesi 6nemlidir.

Anahtar Kelimeler: Machinima, Video Oyunlari, Sinema, Yeni Medya, Sanat.

* Doktora Ogrencisi, Istanbul Universitesi, Sosyal Bilimler Entitiisti, Halkla fliskiler ve

Tanitim, Istanbul, Tiirkiye. aslibegum@yahoo.com, 0000-0002-3081-9573.
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SEMpozyumu

Developing Creativity Through Machinima: The Example Of GTAV

Asli Begiim Meri¢

Machinima is a phenomenon that emerged from the intersection of 7th art cinema and 8th
art video game. It combines two words, machine and cinema. Making animated narrative films
using computer visuals is known as machinima and it is most often done using gaming engines.
Simply, it is the practice of using real-time computer graphics engines to produce motion pictures.
Understanding this phenomenon also requires examining various fields such as aesthetic and
visual culture, media studies and media art. Just like the short film competitions in real world,
there are machinima competitions as well in virtual world. Rockstar Games’ role-playing game,
Grand Theft Auto V, has been hosting these competitions for years. With the built-in feature in the
game called Rockstar Editor, players can capture images from their games and then make various
edits. It develops creativity and allows creating unique scenes by providing the player not just the
area s/he sees, with a 360-degree panoramic view. In this study, these competitions with different
themes are examined from the framework of participatory culture, fandom culture and celebrity
culture. Descriptive analysis method was used as a research method. This concept, which was first
used in 2000, has only recently begun to gain popularity in the academic literature. It is important
to examine this concept as it is an intermediate phenomenon that combines two different fields,
considering digital is transforming real-life practices more and more every day.

Keywords: Machinima, Video Games, Cinema, New Media, Art.

* PhD Student, Istanbul University, Institute of Social Sciences, Public Relations and

Publicity, Istanbul, Turkey. aslibegum@yahoo.com, 0000-0002-3081-9573.
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Sempozyumu

Aura Imalat1 Olarak Fotograf

Ayse Uslu’

Fotografin icadi, nesneleri bulunduklar: baglamdan kopararak, baska baglamlara dahil etmenin
ozgurligint saglamasi bakimindan 6viilebilir. Kismi goruntilerin daha buyiik gercekliklerin
yaratilmas: adina kullanilmasi sanata yeni bir boyut kattig1 gibi, bu 6vgi en ¢ok, belgeleme, arsiv,
an1 yaratma ve haber kaltiri i¢in gegerli kabul edilir. Gortuntiiler kismi de olsa, onlarin gercekligin
bir temsili olmak yerine, dogrudan gerceklige bag kurmanin “aurasina” sahip oldugu disinilar
(Benjamin, 1999). Orada i¢imize isleyen, benzerlikten daha ¢ok sey vardir (Barthes, 1980, 103).
Olumsal kogullara bagli olmanin yeniden ingas1 aracilifiyla zamanda geriye gitme hissi, fotograf
araciligiyla hafizanin yeniden kurulugunun hakikat zeminini olusturur. Aura, hakikat diizlemi
yaratmanin bir araci olmusgtur. Ancak fotografin, “geleneksel bir imaj degil, teknik bir imaj oldugu
diustnuldaginde”, fotografin, gerceklikle otantik bir bag kurmaktan ziyade, bir aura imalati
oldugunu gérmek gerekir (Flusser, 1983, 14). Aura imalati, fotografin icadindan beri, Foucaultcu
(Foucault, 1980) anlamda hakikat rejimlerinin yaratilmasinda ve bunlarla iligkisi i¢inde 6znellik
uretiminin temel araci haline gelmistir. Bu anlamda fotograf, birincisi, 6znel hafizanin kuruluguna
katilarak bir kendilik teknolojisi olarak belirir ve hakikat rejimlerinin yeniden tretimine katilir.
Kimliklerin inga siirecinde hakikat iligkilerini sarmalayan ambiyansin gerceklik doygunlugu, kismi
goriintiilerin aurasiyla saglanir. Ikincisi, fotografin icadini bile tarihteki iktidar olusumlarina
dayandirmak mimkindiar (Azoulay, 2019, 15). “Gergeklikleri kesfetme, tzerini 6rtme, yakin
takibe alma, onun i¢ine sizma, kopyalama, onaylama ve sonug olarak -tipki deklangére basma
gibi- silme hakkinin” bir arac olan fotograf diinyanin sémiirgelestirilmesine hizmet etmigtir
(Azoulay, 2019, 63). Uctinciisii, dolagima sokulan gercekligin kismi goéruntiileri, nesnelerin
kendilerinin yerine gecen gostergeler haline gelerek, tiiketicilere “hipergercek” bir tiketim diinyas:
deneyimi sunar (Baudrillard, 2011, 44). Hipergerceklikte aura, ¢éztunurligi yiuksek oldugu kadar
gecerli hale gelen “ele gecirilmis bir gii¢” olarak gerceklik imalatinin titketim kaltiiriine hizmet
etmesinin arac olmugtur (Baudrillard, 2008, 24). Nesnelerin kendisinden ziyade, gosterdikleri
anlaminin tiketildigi, bu nedenle de, auranin gerceklikle baginin butintyle yitirildigi bir
asamadir hipergerceklik. Hipergerceklikte imaj tiretimin gercek nesnelere ihtiyac kalmamigtir.
Buna ragmen, gerceklik doygunlugu yiiksek imgelerin talebiyle sekillenen aura imalati devam
etmektedir. Bu ¢aligma, fotografik imgeyi aura imalati olmasi bakimindan incelemeye alarak,
gerceklikle otantik bag kurma yanilsamasinin etik-politik etkilerini sorgulayacaktir. Incelemenin
temel tezi, fotografin toplumsal hakikat iligkilerini dizenleme islevinin fotografin ontolojisinden
ayr1 tutulamayacagi yoniindedir. Bir hafiza teknolojisi olarak fotograf, toplumsal hafizay:
sekillendirme igleviyle dogmus, ve yarattig: aura etkisiyle, gercekligin iligkiselliginden koparilarak
algilanmasiyla sonuglanan, kismi nesnelerin surekliliginin kesintiye ugratilmasi ve onlara ayrik
bir ontolojik statti kazandirilmasina hizmet etmigtir.

Anahtar Kelimeler: Fotograf, Aura, Kendilik Teknolojileri, Hipergerceklik, Nesne-Yonelimli
Ontoloji.

* Dr. Ogr. Uyesi, Diizce Universitesi, Sanat Tasarim ve Mimarlik Fakiiltesi, Gorsel Hetigim

Tasarimi Bolumd, Diizce, Turkiye. ayseuslupooyani@duzce.edu.tr, 0000-0002-3144-4195.
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SEMpozyumu

Photography as Manufacturing Aura

Ayse Uslu’

Invention of photography has been praised for allowing freedom of taking objects out of their
own context and reconnect them to other contexts. Besides partial images used for creating
broader realities contribute to artistic production and adds new dimentions to it, the praise
for photography has been mostly allocated to documentation, archive, creating memory and
culture of news. It has been believed that photographic images have “aura” that allows for direct
connection of reality even if they are partial (Benjamin, 1999). They have more than likeness
to reality, which infuses us (Barthes, 1980, 103). The feeling of going back in time through
photography reconstructs contingency in the process of recreation of memory and by this way it
contributes the foundation of truth. Thus, aura has become a medium of constructing planes of
truth. However, considering the fact that photography is not a “traditional image but technical
one”, it is a way of manufacturing aura rather than an authentical connection to realities (Flusser,
1983, 14). Manufacturing aura has been used as a medium of constructing regimes of truth which
is a term coined by Foucault (1980), and production of subjectivities in relation to these regimes
since the invention of photography. In this respect, first of all, photography appears as a technique
of self by contributing to the constitution of subjective memories and reproduction of regimes of
truth. The saturation of reality of surrounding ambiance of relations of truth within construction
process of identities has been provided by aura of partial images. Secondly, even it is claimed
that the invention of photography was based on power relations in history (Azoulay, 2019, 15).
Photography as a medium for performing the imperial right to discover, uncover, penetrate,
scrutinize, copy, and appropriate thus erase -like the operation of shutter- realities has served to
colonize the world (Azoulay, 2019, 63). Finally, partial images of realities in circulation provide
consumers an experience of hyperreal consumer society by becoming signs as the substitutions
of objects (Baudrillard, 2011, 44). Aura in hyperreality becomes a medium for serving consumer
culture by manufacturing realities as “harnessing power, which is appropriated as long as it
has high resolution (Baudrillard, 2008, 24). Hyperreality is a stage where signifed meanings are
consumed rather than the objects themselves, thus aura has totally lost the connection with reality.
Image making in hyperreality does not need the real objects. Nevertheless aura manufacturing
proceeds by the demand of images with high saturation of reality. This presentation will examine
photographic image in respect of aura manufacturing and question ethical-political effects of the
illusion of authentical connection to reality. The main argument of this work is that ontology
of photography cannot be considered seperated from the social function of photography as
organisation of social relations of truth. Photography as a technology of memory born with the
function of shaping social memories and has been serving to disrupt the continuity of partial
objects and assigning them distinct ontological status by the created effect of aura, which results
with perception of reality without its relationality.

Keywords: Photography, Aura, Technics of Self, Hyperreality, Object-Oriented.

*

Asst. Prof. Dr., Duzce University, Faculty of Art, Design and Architecture, Department of
Visual Communication Design, Duzce, Turkey. ayseuslupooyani@duzce.edu.tr,
0000-0002-3144-4195.
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Sempozyumu

Diinyay1 Sanatla Kurtarmak Miimkiin Mii? Sanat Eserlerini Hedef Alan
Iklim Hareketinin Incelenmesi

Azime Aysenur Celimli Akgiil

18. yuzyilda Sanayi Devrimi ile insan glicintn yerini alan makinalar ve fabrikalar bir kiginin
yapabilecegi isin yiizlerce kat fazlasim1 sunmakla birlikte dogaya ve oOzellikle de atmosfere
saldig1 zararl kimyasallar kisa siire icinde insanlig: iklim kriziyle miicadele etmek durumunda
birakmigtir. 21.ytzyilin en buytk tehdidi olarak gorilen iklim degisikligi, temiz su kaynaklarina
ulasimi giderek azaltarak hem gida tretimini hem de kaynaklarin sturdarilebilirligini giderek
azaltmaktadir. Bunun 6ntine ge¢ebilmek icin kiiresel ve yerel boyutta kurulan NGO’lar ve birtakim
kuruluglar dénemsel olarak kampanyalar baglatmakta bircok sirkete (6rn, akaryakit, havayolu,
otomotiv gibi sektorler) yaptiklar: eylemler ve basin agiklamalariyla sansasyon yaratmaktadar.
Iklim aktivistleri, hitkiimetleri ve sirketleri daha siirdiiriilebilir politikalar izlemeye cagirir, fosil
yakitlardan yenilenebilir enerji kaynaklarina gecisi destekler, yesil yasam tarzlari benimser ve
iklim adaleti icin miicadele etmektedir. iklim aktivizmi zaman ve uzam konusunda énemli bir rol
oynamaktadir. Zaman, iklim aktivistlerinin acil bir durumla kars1 karsiya olduklarini ve gelecek
nesiller i¢cin sorumluluk tagidiklarini hissettikleri bir faktorken uzam ise iklim aktivistlerinin
eylemlerini gerceklestirdikleri ve etki yaratmaya calistiklar1 fiziksel ve sosyal ortamdir. Iklim
aktivizmi zaman ve uzam arasindaki iligkiyi de sekillendirebilmektedir. Ornegin, iklim aktivistleri
zamanin baskisi altinda daha yaratici ve cesur eylemler tasarlayabilir veya uzamin sinirlarini
zorlayarak yeni alanlar acabilir. Kendilerini iklim aktivisti olarak tanimlarken bu zamana kadar
yaptiklari eylemlere bir yenisini ekleyerek farkli tilkelerde ayni amagla birbirleriyle baglantili
olarak yaptiklar: eylemler bir ¢1§ gibi bityamektedir.

Calismanin amact ¢1g gibi blylyen sanat eserlerine yonelik aktivist eylemlerin ve eserlerin
incelenerek vermeye calistig1 mesajin mekansal ve zamansal olarak okunmasidir. Bazi kaynaklarca
vandalizm olarak nitelendirilen bu hareket bilingli ve amacli bir eylem olarak da savunulmaktadur.
Bu aragtirma 2022 yilinda dinyanin farkh yerlerinde farkli miizelerde 10 anlu esere yapilan
saldirinin gerceklestigi tarihleri kapsamaktadir. Twitter tizerinden yayin yapan uluslararasi haber
siteleri izerinden ¢ekilen haberler A. Giddens'in Zaman ve Uzam’1 baglaminda degerlendirilecektir.

Anahtar Kelimeler: [klim Aktivizmi, Zaman ve Uzam, Vandalizm.
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Is It Possible to Save The World with Art? An Examination of The Climate
Movement Targeting Works of Art

Azime Aysenur Celimli Akgiil

In the 18th century, machines and factories that replaced human power with the Industrial
Revolution offered hundreds of times more than what a person could do, but the harmful
chemicals they released into nature and especially into the atmosphere left humanity to fight
the climate crisis in a short time. Climate change, seen as the biggest threat of the 21st century,
is increasingly reducing access to clean water sources, reducing both food production and the
sustainability of resources. In order to prevent this, NGOs and some organizations established
globally and locally periodically launch campaigns and create sensations with their actions and
press releases to many companies (such as fuel, airline, automotive sectors). Climate activists call
on governments and companies to follow more sustainable policies, support the transition from
fossil fuels to renewable energy sources, adopt green lifestyles and fight for climate justice. Climate
activism plays an important role in time and space. Time is a factor where climate activists feel
that they are facing an emergency and have a responsibility for future generations, while space
is the physical and social environment where climate activists carry out their actions and try to
create an impact. Climate activism can also shape the relationship between time and space. For
example, climate activists can design more creative and bold actions under the pressure of time
or open up new areas by pushing the boundaries of space. While defining themselves as climate
activists, they add a new one to the actions they have taken so far and their actions in different
countries with the same purpose are growing like an avalanche.

The aim of the study is to read the message that activist actions and works aimed at art works
that grow like an avalanche try to give spatially and temporally. This movement, described as
vandalism by some sources, is also defended as a conscious and purposeful action. This research
covers the dates of attacks on 10 famous works in different museums in different parts of the
world in 2022. The news drawn from international news sites broadcasting on Twitter will be
evaluated in the context of Giddens’ Time and Space.

Keywords: Climate Activism, Time and Space, Vandalism.
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Video Sanatinda Cevreci Yaklasimlar

Burcu Giinay’

Bu arastirma, video sanatinda insan ve ¢evre iligkisini ele alan sanat¢ilarin tretim stregleri
tizerine odaklanmaktadir. Teknolojik gelismeler ve seri tiretim ile birlikte, video kayit cihazlarinin
kictlerek dijitallesmesi, gindelik yasamda yer buldugu gibi, sanatin iretim asamasinda
da kendisini var kilmigtir. Medyanin etkisinin ve buna paralel olarak elestirisinin de arttig:
1960’lardan itibaren sanatta kendisine yer bulan video, gindelik hayattaki hatira kaydedici olarak
tanimlanan gérevinden siyrilarak, sanat/hayat arasindaki tim dinamikleri ele alan bir noktadadur.
Bu aragtirma insan ve cevre arasindaki iligkileri, carpikliklar: ele alan video sanati 6rneklerini
goruntr kilma tzerine konumlanir. Secilen sanatcilarin ortak noktalari, cevresel sorunlara
egilmeleri ve sanati sadece bi¢imsel bir sorgulama alani olarak degil, bir bilinclenme ve farkindalik
alani olarak gérmeleridir. Bu arasgtirma literatiir tarama modeline gore olusturulmustur. 1960
sonrasi sanatta yasanilan kirilmalar, video sanatinin gelisimi ve ¢evresel bir farkindalik yaratma
siirecindeki etkin rolu bireysel ve kolektif Gretim stiregleri tizerinden a¢iklanmaya ¢alisilmigtir.

Anahtar Kelimeler: Cagdas Sanat, Video Sanati, Cevre, Insan Dig1 Yagam.
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Environmental Approaches in Video Art

Burcu Giinay’

This research focuses on the production companies of artists who deal with the concepts of
human-life-nature in video art. Technological developments that accelerated with the industrial
revolution and the digitalization of video recorders, along with mass production, has made its
realization possible in the production history as well as in practical life. Video, which found a
place for itself alongside traditional production methods in art after 1960, got rid of its task,
which is defined as a diary of survival. In contemporary art, where all social dynamics are handled
through the concept, instead of formal analysis, video takes place at a point that examines the
relationship between human and human. Although the buildings on it have an organic structure
with all the dynamics of the world, human; Depending on the natural rules of the world, it tries
to stay on its own and increasingly aims at nature. This research is based on making the video
application examples that deal with human and non-human relations and contradictions visible.
The common points of the selected artists are their orientation suggestions and their view of
art not only as a formal questioning area but as an area of awareness and mind. This research is
determined according to the literature review model. The cores experienced in art after 1960, the
development of video art and the active role in the process of creating a working energy have been
tried to be explained through individual and jonit production processes.

Keywords: Contemporary Art, Video Art, Environment, Non-Human Life.
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Tiirkiye’de Kadin Sanatci Filmlerinde Anlatisallik ve Bellek

Cansu Yilmaz'

Film mecrasinin diger sanatlarda kullanimi, dinyada 1960’lara uzanirken sonraki on yillarda
dustse gecer fakat dijital medyanin yayginlagmasi sayesinde 1990’larda yeniden ivme kazanir.
Erken dénemde daha ¢ok deneysel ve avangard sanatgilarin film mecrasina 6zgt nitelikleri
coklu ve iligkisel estetikle disiinme pratigi biciminde tretilirken, 1990 sonras1 giincel sanatta
ortaya ¢ikan sinematografik doniis, film mecrasina farkl sanatlarda yeniden islerlik saglamistur.
Tirkiye’de 1990 sonras: giincel sanatta hem bu doniisiin hem de genigleyen sinemanin izlerini
takip edebilecegimiz pek ¢ok calisma tretilmistir. Sarah Durcan, sanatgi filmlerinde bellegi
ve medyalararasiifn inceledigi c¢alismasinda hareketli géruntinin, tartismali tarihler ve
kiresellesmis kapitalizmin ayrigtirici zamansalliklar: ile ilgili olarak bellegi harekete geciren
giincel sanat pratiklerinin merkezinde yer aldigini belirtir (Durcan, 2020). Bu agidan zaman ve
tarihle kendine 6zgi bir iligki kuran film, eril bir séylemle tretilen btiytk tarih anlatisina karg:
kisisel tarih anlatilar1 araciligiyla bellegi yeniden inga edici 6nemli bir mecra haline gelmistir. Bu
eril tarihyazimi, Linda Nochlin’in 1971 tarihli yazisinda elestirdigi gibi sanat tarihinde de kendini
gosterir (Nochlin, 2021). Bu pratiklerde belirleyici olan, hatirlama ve unutma arasinda kurduklar:
iliski ve bellegi ¢alisirken bagvurduklar: elestirel yontemlerdir. Bu kapsamda degerlendirilen
sanatgilar, bellegin medya ara¢larinca artan dolayimlanmasini deneyimleyen bir sanat¢i kusagidar.
Bu ¢alismada sanatg¢ filmlerinin estetigi, anlatisallik yontinden sinemayla ilgili kuramlagstirilirken
ayni zamanda bellegin farkli acilimlari, medyalararasilik ag¢isindan degerlendirilir. Bu agidan
medyalararasilik, secilen sanatgi filmlerinin bellegin giiciinden yararlandig: zemindir. Bu zemin,
bellegin tarihle, kisisel deneyimin kolektif deneyimle kesistigi noktada ge¢mis, simdi ve gelecegin
anlatisal agidan aktif yeniden insasina dayanir. Bu kapsamda Tiirkiye'de tretilen ve her biri
bellek ve anlatisallikla farkl bir iligki kuran Senem Géke¢e Ogultekin’in Dun/Ev (2018), Zeyno
Pekiinli’'niin Yipranan Yer (2019), Sena Bagéz'iin Kutu (2020) adli sanatgi filmleri anlaty, tarih ve
bellege odaklanan ¢agdas dustunirler ve ozellikle Alison Landsberg’in kisisel bellek ile tarihsel
anlat1 arasindaki iligkinin aktif bi¢imde yeniden kurulma yollarin1 digtinen protez hafiza (2004)
mefhumu esliginde dustntulmektedir.
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Narrativity and Memory in Women Artists’ Films from Turkey

Cansu Yilmaz'

The use of film medium in other arts while dating to the 1960s in the world, declined in the
following decades and gains momentum again in the 1990s due to the spread of digital media. In
the early period, it was produced as a practice of thinking with multiple and relational aesthetics
on the unique qualities of the film medium, mostly by experimental and avant-garde artists,
while the cinematographic turn emerged in contemporary art after 1990 made the medium with
effective in other arts again. In Turkey, several works were produced in which we can trace both
this turn and the expanding cinema in contemporary art after 1990. In her study examining
memory and intermediality in artists’ films, Sarah Durcan notes that the moving image is at
the center of contemporary art practices that mobilize memory in relation to contested histories
and the disjunctive temporalities of globalized capitalism (Durcan, 2020). In this respect, the film
relating to time and history distinctively became an important medium reconstructed memory
through personal historical narratives against the great historical narrative constructed with
masculine discourse. The masculine historiography, as Linda Nochlin criticized in her 1971
essay, manifested itself in art history as well (Nochlin, 2021). What is decisive in these practices
is the relationship between remembering and forgetting and the critical methods they use when
dealing with memory. The artists evaluated are a generation of artists experienced the increasing
mediation of memory by media. In this study, the aesthetics of the artist’s films are theorized
in the context of the cinematic narrative, and different expansions of memory are evaluated in
terms of intermediality at the same time. The intermediality is the ground where the selected
artists’ films practicing the power of memory. This ground is based on the active reconstructing
of the past, present, and future, where, narratively, memory intersects with history and personal
experience with collective one. In this context, Senem Gok¢e Ogultekin’s Dun/Home (2018), Zeyno
Pekunli’'s Worn Part (2019), Sena Bagoz’s The Box (2020) are considered as the women artists’
films produced in Turkey and each of which establishes a different kind of tie with memory
and narrative through contemporary thinkers focusing on narrative, history, and memory, and
especially Alison Landsberg’s notion of prosthetic memory (2004) which reflects on actively re-
constructing ways of the relationship between the personal memory and the historical narrative.

Keywords: Artists’ Films, Expanding Cinema, Intermediality, Narrativity, Prosthetic Memory.
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Kullanimlar ve Doyumlar Kuramindan Esinle:
Neden Kisa Film izliyoruz?

Eda Tiirkay’

Sosyolog Elihu Katz, 1959 senesinde insanlarin medyayla ne yaptigi merakini dile getirerek
medyanininsanlariizerindekietkisinisorgulayanarastirmalarimyéniiniidegistirmistir. Izleyicilerin
seyredecekleri icerigi, birtakim ihtiya¢larini doyurmak amaciyla belirledikleri diigtincesi tizerinde
duran Katz'in merakindan esinle, televizyon, radyo ve sosyal medya platformlar1 Gizerinden
incelemeler yiritilmistir. Izleyicilerin neden o kanali, o yaymi, o diziyi, o platformu takip
ettigi sorgulamalariyla tercihlerin altinda yatan ihtiya¢lar1 bulgulamak amaglanmigtir. Benzer
bir sorgulamanin kisa film alaninda da yuratilmesi mimkin gérinmektedir: “Neden Kisa Film
Izliyoruz?”

Kullanimlar ve doyumlar adiyla kuramlagtirilan Katz'in sorgulamasinin temelinde izleyicilerin
tercihlerini 6zel ihtiyaclarini giderme diirtiisii ile belirledikleri savi yatmaktadir. Izleyici, yaptigi
secimlerle bir tiir doyum yagsama hedefindedir; doyuma ulasgamamasi durumunda bagka tercihlere
yonelmektedir. izleyiciyi merkezde ve aktif kilan bu sav, kisa film 6zelinde derinlestirildiginde; kisa
filmlere erisim tercihleri ve kisa filmlerden saglanan muhtemel doyumlar tizerine sorgulamalar
dogmaktadir. Festivaller, dijital platformlar ve video izleme siteleri tizerinden erigilebilen, boyle
bakildiginda erisimi de diger formatlara gore daha zor olan kisa filmlerin izleyiciler tarafindan
hangi tir doyuma ulagma niyetiyle tercih edildigi ¢calismanin ana sorusudur. Denis McQuail'in
radyo dinleyicileri tizerinden kullanimlar ve doyumlar1 analizledigi arastirmada ortaya koydugu
gereksinimler; oyalanma, bireysel iligkiler, kisisel kimlik ve gozetim iglevi seklinde dort ana baglik
altinda toplanmigtir (1972). Calismada, s6z konusu islevler tizerinden kategoriler olusturulacak,
kisa film izleyicileri ile yapilacak yar1 yapilandirilmig gériismelerle kisa film izleyicisi olmanin ne
tir bir doyum sagladig1 sorgulamas: takip edilecektir. Yalnizca kisa film izleyicisi olmak ile ayn1
zamanda kisa film tireten kisa film izleyicisi olmak arasinda bir doyum farklilig: olup olmadigini
yorumlayabilmek adina katihimalar arasinda bir bélimleme yapilacaktir. Katihmalarin kisa
filme erigim noktalar, kisa film seyir deneyimleri, kisa film izleme tercihleri tizerine gériismeler
yurutiilecek; kisa film seyri 6zelinde bir tir kullanim ve doyum semasi olusturulacaktir. Caligmayla,
kisa film izlemekten ve kisa film takipgisi olmaktan nasil bir doyum saglandig1 sorusuna cevap
aranacaktir.
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Inspired by Uses and Gratifications Theory:
Why Do We Watch Short Films?

Eda Tiirkay’

Sociologist Elihu Katz changed the direction of research that questioned the effect of the media
on people by expressing his curiosity about what people do with the media in 1959. Inspired by
the curiosity of Katz, who dwells on the idea that the viewers choose the content they will watch
in order to satisfy some of their needs, studies were conducted on television, radio and social
media platforms. In the studies, it is aimed to find out the needs underlying the preferences by
questioning why the audience follows that channel, that broadcast, that series, that platform. It
seems possible to conduct a similar questioning in the field of short films: “Why Do We Watch
Short Films?”

Underlying Katz’s questioning, theorized under the name of uses and gratifications, lies the
argument that audiences determine their preferences with the urge to meet their special needs.
The audience aims to experience some kind of satisfaction with the choices they make; if they
cannot reach satisfaction, they turns to other choices. When this argument, which makes the
audience central and active, is deepened in the short film; questions arise about the possibilities of
watching short films and the possible satisfactions obtained from short films. The main question
of the study is what kind of satisfaction the audience prefers the short films, which which are
more difficult to access than other formats. The needs of Denis McQuail in his research in which
he analyzes uses and gratifications on radio listeners; it is grouped under four main headings as
procrastination, individual relations, personal identity and surveillance function (1972). In the
study, categories will be created based on the functions in question, and the question of what
kind of satisfaction being a short film viewer provides will be followed through semi-structured
interviews with short film viewers (both those who only watch short films and those who also
produce short films). A kind of use and gratification scheme will be created for watching the short
film. With the study, an answer will be sought to the question of what kind of satisfaction is
obtained from watching short films and being a follower of short films.
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Audience.
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Belgesel Sinemada Sozsiiz Anlata:
Ron Fricke ve Samsara Filmi

Elif Konuk Durak’

Belgesel sinemada s6zstuiz anlati, gorsel ve isitsel unsurlari kullanarak hikayeyi aktaran bir anlatim
bi¢imidir. Bu tiir bir anlatida, dilin yerine gorsel imgelem, semboller, hareketler ve muzik gibi
unsurlar kullanilir. Bu yaklasim, izleyicilere dogrudan duygusal ve estetik bir deneyim sunar.

Ron Fricke, zaman atlamali fotografcilik (time lapse), agir cekim, optik fazli baski ve genis formath
sinematografi konularinda uzmanlagmis Amerikali bir gérintti yonetmeni, editor, senarist ve
belgesel yonetmenidir. Ron Fricke’in belgesel filmlerinde s6zstiz anlati, giicli gorsellerle birlegserek
izleyiciyi etkilemeyi hedefler. Izleyicilere derin bir duygusal deneyim yasatirken, insanligin
evrensel baglarim1 ve doganin guzelliklerini vurgular. Bu tarz anlatim, belgesel sinemanin
sinirlarini zorlayarak izleyicilere yeni bir gérsel deneyim sunar.

Bu calismanin amaci, sinemada belgesel tiri, 6zellikleri ve gereklilikleri cercevesinde Ron Fricke
ve Samsara filminin anlat1 yapisini icerik ve bigcimsel 6zellikleriyle incelenmektir. Ron Fricke ve
filmini daha iyi anlayabilmek; detayli arastirmak, yonetmenin anlam arayisina taniklik etmek ve
bunu sunabilmek ¢alismanin ana ¢ekirdegini olusturmaktadir. Calismada, kapsayic ve pek ¢ok
veri toplama analizini biinyesinde barindirabilen bir yéntem olan deskriptif yontem kullanilmigtir.
Bunun yaninda c¢alismada orneklem olarak segilen Fricke filminin ¢6ztmlenmesi i¢in bir
film elegtirisi yaklasim kiimtlasyonu kurgulanmis ve filmdeki anlati yapist bunun tizerinden
degerlendirilmistir.
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Wordless Narrative in Documentary Cinema:
Ron Fricke and the Film of Samsara

Elif Konuk Durak’

Nonverbal narrative in documentary cinema is a form of narration that conveys the story by
using visual and auditory elements. In this type of narrative, elements such as visual imagery,
symbols, movements, and music are used instead of language. This approach offers viewers a
direct emotional and aesthetic experience.

Ron Fricke is an American cinematographer, editor, screenwriter and documentary filmmaker
specializing in time lapse photography, slow motion, optical phase printing and large format
cinematography. In Ron Fricke’s documentary films, the nonverbal narrative combines with
powerful visuals to impress the audience. It emphasizes the universal bonds of humanity and the
beauties of nature while giving the audience a deep emotional experience. This type of narration
pushes the boundaries of documentary cinema and offers a new visual experience to the audience.

The aim of this study is to examine the narrative structure of Ron Fricke and Samsara, with its
content and formal features, within the framework of documentary genre in cinema, its features
and requirements. To better understand Ron Fricke and his film; researching in detail, witnessing
the director’s search for meaning and presenting this constitute the main core of the work. In the
study, the descriptive method, which is inclusive and can include many data collection analyzes,
was used. In addition, a cumulation of film criticism approaches was designed to analyze the film
Fricke, which was chosen as a sample in the study, and the narrative structure in the film was
evaluated over this.
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Miizik Albiimii Filmleri Uzerine Gorsel iletisim Baglaminda Bir inceleme

Eray Ozkan’

Miizigin tanitimi, sanat¢inin ticarifaydaelde etmesinisaglayan unsurlardanbiridir. Reklam sektora
degisimler gecirmeye devam etmekte ve muizik endustrisi de bundan etkilenmistir. Sanatgilar artik
sadece miizik ile degil, miizigin gorseli, anlattig: mesaj ve hikayesi ile de ilgilenmektedir. Kendini
ifade etme istegi, miizisyenlerin disiplinlerarasi yollar1 da tretim siireclerine dahil etmelerine
neden olmustur.

Teknolojik gelismeler ve kendileriniifade etmek isteyen muzisyenler, hikaye anlatma yeteneklerini
daha iyi bir bi¢cimde gosterebilmek adina, ¢ikardiklar: albiimlerine filmler de ¢ekmislerdir. Bu
calismanin amaci, hem miizik albima filmi kavrami konusunda literatiire katk: saglama adina
kavrami anlatabilmek, hem de 6rneklem olarak se¢ilen filmlerin incelemelerini gerceklestirerek;
kavrami nitelikli bir bicimde agiklayabilmektir.

Aragtirmanin tartigma boéliuminde, filmlerin secilen sahneleri gérsel iletisim unsurlar: agisindan
degerlendirilecektir. Bu incelemeler sirasinda, albumlerin mesajlari, gérsel hikaye anlaticilig:
baglaminda anlatilacaktir. Calismanin sonug¢ boliuminde ise, elde edilen bulgular sonucunda,
muzik albumi filmi kavrami agiklanacaktir. Konu tzerinde ¢alisan arastirmacilar i¢in kaynak
olugturmasi amaclanmigtur.
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An Analysis On Music Album Films In The Context Of Visual
Communication

Eray Ozkan’

The promotion of music is one of the elements that enables the artist to gain commercial benefit.
The advertising industry continues to go through changes, and the music industry has also been
affected. Artists are no longer only interested in music, but also in the visual, message and story
of the music. The desire for self-expression has led musicians to include interdisciplinary ways in
their production processes.

Technological developments and musicians who want to express themselves have also made films
for their albums in order to better demonstrate their storytelling skills. The aim of this study is
both to explain the concept in order to contribute to the literature on the concept of music album
film, and to examine the films selected as a sample; to explain the concept in a qualified way.

In the discussion part of the research, selected scenes of the films will be evaluated in terms
of visual communication elements. During these analyses, the messages of the albums will be
explained in the context of visual storytelling. In the conclusion part of the study, as a result
of the findings, the concept of music album film will be explained. It is aimed to be a source for
researchers working on the subject.

Keywords: Music Album Film, Visual Storytelling, Lemonade, How Big How Blue How Beautiful,
K-12.
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Sempozyumu

Video Senaryo

Giilin Oren’

Bu calisma melez bir sinema tahayyulinun bir “uzantis1” olarak ortaya ¢ikti. Video Senaryo isimli
film modernite ve bu uzantiyla teknolojinin bir tirtinti olan bir el kamerasiyla ¢ekildi. Modern olanin
simdiyle olan iligkisi kugskusuzdur, o ytizden aslinda 2000’lerin baginda 70’ ekran bir televizyonun,
yan urtini olarak gelen bir el kamerasi bir gekilde simdiye ait degildir, fakat uzantilariyla simdi
varolmaya devam eder. McLuhan, The gadget lover: Narcissus as narcosis. Understanding media,
the Extensions of Man(1964) isimli makalesinde Yunan mitolojisindeki Narcissus karakterine
ve bu karakterin yansimasinin onun uzantisi oldugundan yola ¢ikarak, giinimiz araglarinin
bedenimizin bir uzantisi halini aldigindan bahseder. Video Senaryo isimli eserin el kamerasiyla
¢ekilmis olmasi ve zaten kendi isminin i¢inde bedenin uzantisinin ismini tagiyarak, onu bedenin
bir parcasi haline getirir. Sanat¢1 Haraway’in Siborg Manifesto (2006) isimli eserinden yola ¢ikarak
kendini el kamerasiyla biitinlesmis melez bir tiir olarak tanimlar ve eserin i¢cinde kendi sesiyle de
var olarak eserin bir par¢as1 haline gelir. Bu eserde senaryo filme ¢ekilmez. Bedenin uzantisi olarak
konumlanan kamerayla giindelik goriintiler cekilir ve birbirinden bagimsiz anlarda kaydedilen
goruntiler, bu anlardan bagimsiz bir zamanda kurgulanir. Burada hikaye anlaticis1 olarak
konumlanan sanatgi, senaryonun teknik halini gériintiintn tizerine okur. Bazen orada olan bazen
orada olmayan karakterlerden bahseder, gorinta gecislerini anlatir. Gértinen ve gériinmeyenin,
orada olan ve olmayanin arasindaki sinirda dolasir. Senaryonun kendi formunu, iglevini degistirir
ve donugturar. Son olarak bu film postmodern sinemanin bir iiriinii olarak deneysel yéntemleri
kullanmay1 hedefler. Bu ¢alisma, Cukurova Universitesi, Radyo, Sinema ve Televizyon Bolimi
yiksek lisans programi kapsaminda Estetik, Modernizm ve Sinema isimli ders i¢in Nilay Erbalaban
Gurbiiz danigmanliginda ¢ekilmistir.
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Video Script

Giilin Oren’

This work emerged as an “extension” of a hybrid cinematic imagination. The movie named Video
Script was shot with a handycam, which is a product of modernity and technology with this
extension. The relation of the modern and the present time is undoubted, so a handycam that
originally came as a by-product of a 70’ screen television in the early 2000s somehow does not
belong to the present, but continues to exist now with its extensions. McLuhan, in his article The
gadget lover: Narcissus as narcosis. Understanding media, the Extensions of Man (1964), she talks
about the character of Narcissus in Greek mythology and the reflection of this character as an
extension of him, and that today’s tools have become an extension of our body. The fact that the
work called Video Script was shot with a handycam and already carries the name of the extension
of the body in its own name, making it a part of the body. Based on Haraway’s Cyborg Manifesto
(2006), the artist defines herself as a hybrid species integrated with a handycam and becomes
a part of the work by existing in the work with her own voice. The scenario is not filmed in this
work. Daily images are taken with the camera positioned as an extension of the body, and the
images recorded at independent moments are edited in a independent time. The artist, who is
positioned as the storyteller here, reads the technical version of the script onto the image. She
talks about characters that are sometimes there and sometimes not, and explains the transitions
of images. She walks on the border between the visible and the invisible, between what is there
and what is not. It changes and transforms the script’s own form and a function. Finally, this
film aims to use experimental methods as a product of postmodern cinema. This study was taken
under the supervision of Nilay Erbalaban Gurbiiz for the course named Aesthetics, Modernism and
Cinema within the scope of the master program of Cukurova University, Department of Radio,
Cinema and Television.

Keywords: Script, Siborg, Postmodernism.
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Dijital Platformlardaki “Tiirk Filmi” iceriklerinin Estetik Ozelliklerine
Dair Bir inceleme: Netflix Ornegi

Ihsan Koluagik’

Sanatsal bir aktivite olmasinin yani sira bir kitle iletisim araci olarak da tanimlanabilen sinema,
kod ve mesajlarin genis kitlelere ulagtirilmasi noktasinda bagsat rol oynamaktadir. Sinema, ¢ekim
ve gosterim teknikleri ag¢isindan teknolojinin gelisimine paralel olarak yeniliklerle i¢ icedir.
Ozellikle gosterim noktasinda farkli platformlarda izleyicisiyle bulusmaktadir. Giintimiizde bu
platformlardan birisi de yeni iletisim teknolojilerinin gelisimine paralel olarak ortaya ¢ikmig
olan dijital platformlardir. Dijital platformlar, geleneksel medyanin karsisinda yeni/dijital
medyanin bir diriind olarak internet yayinciliginin parcasidirlar. Geleneksel medyanin tek yonla
ve etkilesimsiz yapisinin karsisinda dijital medya cift yonlu ve etkilesimli bir yapiya sahiptir.
Dijital platformlar, internetin yayincaliginin gelismesiyle birlikte Turkiye'de farkli icerikler
iretmeye baglamis ve basta gencler olmak tizere oldukga genis bir izleyici kitlesine ulagmislardir.
Bu icerikler arasinda sinema, kiiresel anlamda dijital platformlarin diger iceriklere gore daha az
urettikleri yapimlardir. Ancak yine de son donemlerde 6zellikle Netflix basta olmak tizere Amazon
Prime, Disney+ gibi dijital platformlar sinema alaninda da icerikler tiretiminde bulunmuglardir.
Bu igeriklerin bir kismi basta Oscar olmak tizere ¢esitli festivallerde 6diller almiglardir. Dijital
platformlar arasinda sinema alaninda icerik iireten en 6nemli internet tabanh yapim sirketi
Netflix’tir. 2007 yilinda internet tizerinden film izleme imkani sunan dijital platform, éncesinde
DVD kiralama ve satis islemleri yapmistir. 2012 yilindan itibaren kendi icerigini treten girket,
Tiirkiye’de 2016 yilindan itibaren faaliyet gostermeye baglamistir. Netflix, 2015 yilindan itibaren
kurmaca uzun metraj filmler iiretmeye baglayarak film endustrisinin iiretim, dagitim ve gosterim
siireclerini degistirmistir. Boylece dijital platformlar, film endistrisine etki ederek geleneksel film
endustrisinin yerini dijital film endustrisinin almasina yol agmistir. Ttrkiye'deki siire¢ ise 2020
yilinda baglamis ve giiniimtize kadar devam etmigtir. Netflix yapimi yerli filmlerin belirli estetik
kodlara sahip olduklar: dasiintilmektedir. Calismada Netflix yapimi yerli filmlerin estetik kodlar:
betimsel analiz yontemiyle ele alinacaktir.
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A Research on the Aesthetic Characteristics of “Turkish Film” Content on
Digital Platforms: Netflix Example

Ihsan Koluacik’

Cinema, which can be defined as a mass communication tool as well as an artistic activity, plays
a leading role in delivering codes and messages to large masses. Cinema is intertwined with
innovations in parallel with the development of technology in terms of shooting and screening
techniques. It meets its audience on different platforms, especially at the point of screening. 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. In contrast to the one-way and non-
interactive structure of traditional media, digital media has a two-way and interactive structure.
With the development of internet broadcasting, digital platforms have started to produce
different content in Turkey and have reached a wide audience, especially young people. Among
these contents, cinema is one of the productions that digital platforms globally produce less than
other contents. However, in recent times, digital platforms such as Amazon Prime, Disney+,
especially Netflix, have also produced content in the field of cinema. Some of these contents
have received awards at various festivals, especially the Oscars. Netflix is the most important
internet-based production company that produces content in the field of cinema among digital
platforms. In 2007, the digital platform, which offered the opportunity to watch films over the
internet, previously carried out DVD rental and sales transactions. Since 2012, the company has
been producing its own content and started to operate in Turkey in 2016. Netflix has started to
produce fiction feature films since 2015, changing the production, distribution and screening
processes of the film industry. Thus, digital platforms have influenced the film industry, leading
to the digital film industry replacing the traditional film industry. The process in Turkey started
in 2020 and has continued until today. Netflix-made domestic films are thought to have certain
aesthetic codes. In the study, the aesthetic codes of Netflix-made domestic films will be discussed
by descriptive analysis method.

Keywords: New Media, Digital Platform, Netflix, Aesthetics, Turkish Cinema.
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Kisa Filmlerde Korkunun lyilestirici Giicii : Travma Uzerindeki Etkileri

Izem Aysegiil Topal
“What a tale their terror tells.” - Edgar Allan Poe

Bu ¢alismada, kisa korku filmlerinin insanlarin derin korkulariyla yiizlesmelerini saglayarak
duygusal katarsis uyandirdigi, i¢géruyu tesvik ettigi ve psikolojik saglamlig: destekledigi
mekanizmalar incelenecektir. Kisa korku filmlerinin psikolojik derinligi ve travmatik olaylarin
iyilestirilmesinde potansiyeli tartigilacaktir. Bir¢ok film, tipki riiyalar gibi metaforlar ve
sembollerle doludur. Zaman a¢isindan kisitli oldugu i¢in kisa filmlerde sembollerin kullanimi,
derinlik ve anlamin iletilmesi agisindan diger turlere nazaran o6zellikle daha hayati énem
tasimaktadir (Arnheim, 1957). Sembolizm, travma ve psikolojik gerilim unsurlarinin kullanima,
bireylerin deneyimlerini kesfetmelerini saglayarak yeni bakis a¢ilar1 kazanmalarina yardima
olur. Kisa filmlerin kisa formati, anlati unsurlarini etkili bir sekilde iletmek i¢in siklikla
yogunlagtirilmis sembolizmin kullanilmasini gerektirir (Brodwell, Thompson, & Smith, 2020).
Metaforlar ve semboller bizi derinden etkileyebilir (Gordon, 1978). Carl G. Jung’un da soyledigi
gibi “Akil, sembolu kegsfettik¢e, aklin kavrayiginin 6tesinde yatan fikirlere yonlenir” (Jung, 1964,
p. 35). Sembolizm, travma ve psikolojik gerilim unsurlarinin kullanim, bireylerin deneyimlerini
kesfetmelerini saglayarak yeni bakis acilar1 kazanmalarina yardima olur. Ayrica, sinema
deneyiminden anlam ¢ikarma, duygular1 battinlestirme ve kisisel gelisimi destekleme firsatlar:
sunar (Schulenberg, 2003). Bu makalede, nesiller aras1 travmanin izleyiciler tizerindeki etkisini
incelemek amaaiyla izleyicilere bu amag i¢in 6zel olarak ¢ekilmis bir korku filmi izletilecek ve
psikolojik karmasgikliklar aktif olarak anlagilmaya calisilacak. Korku, sembolizm ve psikolojik
derinlik unsurlarinin birlestirilmesiyle ge¢mis travmalarin etkisi ve hikayedeki iyilesme
potansiyeli bu kisa film tizerinden arastirilacaktir. Bu ¢alisma, kisa korku filmleri araciligiyla
travmadan etkilenenler i¢cin daha fazla farkindalik ve destek saglanmasini hedeflemektedir.
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The Healing Power of Fear in Short Film: Its Effects on Trauma

Izem Aysegiil Topal
“What a tale their terror tells.” - Edgar Allan Poe

This study aims to explore the mechanisms through which short horror films facilitate emotional
catharsis, encourage introspection, and promote psychological resilience by allowing individuals
to confront their deepest fears. The psychological depth of short horror films and their therapeutic
potential in addressing traumatic experiences will be discussed. Many films, like dreams, are full
of metaphors and symbols. Metaphors and symbols can affect us on a deep level (Gordon, 1978).
Carl G. Jung wrote: “As the mind explores the symbol, it is led to ideas that lie beyond the grasp
of reason” (Jung, 1964, p. 35). In short films, where time is limited, the use of symbols becomes
particularly crucial to communicate depth and meaning (Arnheim, 1957). The utilization of
symbolism, trauma, and psychological suspense in these films provides a metaphorical playground
for individuals to explore their own experiences and gain new perspectives and insights into their
traumas. The concise format of short films often necessitates the use of condensed symbolism to
convey narrative elements effectively (Brodwell, Thompson, & Smith, 2020). Furthermore, it offers
opportunities for deriving meaning from the cinematic experience, integrating emotions, and
supporting personal development. It is crucial to foster increased dialogue between academics,
practitioners, and filmmakers to deepen our understanding of the psychological dimensions
and therapeutic applications of short horror films. This article seeks to actively comprehend the
psychological complexities involved in intergenerational trauma within the context of films, and
to present them to the audience in the best possible way through collaboration with experts in the
field. By combining elements of horror, symbolism, and psychological depth, the narrative will
explore the lasting effects of past traumas and the potential for healing. This study aims to raise
awareness and provide support for individuals affected by trauma through the contribution to the
psychological healing potential offered by short horror films.

Keywords: Short Film, Horror Cinema, Psychology, Storytelling, Film Making.
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Kaybolan Orta Metraj: Sinemanin Can Damar1 Koptu!
Erksan, Kieslowski, Kubat

M. Safa Karatas’

Yaratia film yapimu stirecinde kisa filmler kadar orta metraj filmlerin de sinema kronolojisinde
onemli bir yer vardir. Ozellikle 6ncii ve deneysel film yapimi sinemada cesitli akimlara vesile olmus
ve cogunlukla bu 6ncii ve deneysel filmler kisa ve orta metraj formatta uretilmistir. Avrupa'da,
Turkiye’de ve Orta Asya'da “yeni”, “dalga”, “tuhaf” sifatlariyla modern sinema tiretimi ve sinemaya
sanat olarak yaklasan yonetmenlerin varlig: bilinmektedir. Tim bu akimlara kaynaklik eden
filmlere bakildiginda kisa filmler kadar orta metraj yapimlar da dikkati ¢ekmektedir. Festival
kabulleri, gosterim gartlari ve dagitim meselesi kisa ve uzun metraji desteklerken orta metraji yok
etmistir. Oysa Tirkiye'de Metin Erksan’in, Polonya'da Krzysztof Kieslowski'nin, Kirgizistan'da
Aktan Arym Kubat'in orta metraj filmleri iilkelerinde ve etki edebildikleri cografyada “yeni” sinema
tavirlarinin dogumuna ilham olmuslardir. Ozellikle televizyon filmi mantigiyla cekilen orta metraj
filmler yapim, dagitim-gosterim, etki giicii baglaminda bir kolaylik saglarken sinema sanatina da
farkl pencereler agmigtir. Calisma Erksan’in Ge¢mis Zaman Elbiseleri, Kieslowkinin Dekalog-1 ve
Kubat'in Selkingek filmleri tizerinden orta metrajin giiciini, sinema sanatindaki yerini ve orta
metrajin kaybolmasi sebebiyle sinema sektértiinde ne gibi bir boglugun ortaya ¢iktig: tizerinde
duracaktir. Bu noktada s6z konusu filmlerin incelenmesi film-felsefe, film-sosyoloji baglaminda
gerceklestirilecektir. Orta metrajin seyri kronolojik olarak ele alinacaktir. Orta metrajin ortadan
kaybolusuna dijital icerik saglayicilar tizerinden bir ¢6ziim getirilebilecegi iddia edilecektir.
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Disappearing Mid-Length Films: The Lifeblood of Cinema Has Been Cut!
Erksan, Kieslowski, Kubat

M. Safa Karatas

In the process of creative filmmaking, medium-length films have an important place in the
chronology of cinema as well as short films. In particular, avant-garde and experimental
filmmaking has led to various movements in cinema, and these avant-garde and experimental
films have mostly been produced in short and medium-length formats. It is known that there
are directors who approach cinema as an art and there are modern cinema productions with the
adjectives “new”, “wave”, “weird” in Europe, Turkey and Central Asia. When we look at the films
that are the source of all these movements, short films attract attention as well as medium-length
productions. While festival acceptances, screening process and distribution issues have supported
short and feature films, but they have destroyed medium-length films. However, the medium-
length films of Metin Erksan in Turkey, Krzysztof Kieslowski in Poland, Aktan Arym Kubat in
Kyrgyzstan have inspired the birth of “new” cinematic attitudes in their countries and geographies.
In particular, medium-length films shot as television films have provided convenience in terms
of production, distribution-demonstration and impact and opened different windows to the art
of cinema. Through Erksan’s Past Time Dresses, Kieslowki’s Dekalog-1 and Kubat’s Selkingek, the
study will focus on the power of the mid-length film, its place in the cinema and what kind of a
gap has emerged in the cinema industry due to the disappearance of the medium length. At this
point, the films in question will be analysed in the context of film-philosophy and film-sociology.
The medium-length film will be handled chronologically. It will be claimed that a solution to this
disappearance can be brought through digital content providers.

Keywords: Mid-Length Film, Metin Erksan, Krzysztof Kieslowski, Aktan Arym Kubat.
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Sinemasal Mekanin Dijital Oyunlarin Tasarim Siirecinde Kullanima:
Dijital Oyun Tiirlerinin Kiyaslamali Nitel icerik Analizi C6ziimlemesi

M. Alparslan Ozkardes’

Hem hikaye odakli dijital oyunlar, hem de sinema eserleri temelde bir hikayeyi etkilesim altinda
bulunan alimlayiciya aktarma ozelligi gosterir. Sinemada; sinemasal 6gelerin, sinemanin temel
bilesenlerinin ve sinematografinin kullanimiyla hikaye anlatimi desteklenmeye calisilirken,
dijital oyunlarda ise hikaye; oynanabilirlik, gorsellik ve oyunun icerisinde yer alan alt gorevlerle
desteklenir. Her iki medya tirtntn de gérsel ve isitsel bir deneyim yasattig1 diisiiniildiigiinde; her
ikisinde de ortak olan ve anlatilan hikayeyi destekleyen bazi temel yap: taslar1 bulunmaktadir.
Bunlar miizik, seslendirme, gorsellestirme, renklendirme, 1s1klandirma, karakter kullanimi ve bu
aragtirmanin konusu olan mekan kullanimidir.

Yeni medyanin interaktif birer formu olan dijital oyunlarda yer alan sinemasal mekanlar;
sinemadaki formundan farkl olarak etkilesime dayalidir. Sinema filmlerinde sinemasal mekanin
kurgulanmas1 hususunda biitin kararlar filmin yonetmeni veya yaraticis: tarafindan verilirken,
dijital oyunlarda bu durum daha alternatifli sekilde olugsmaktadir. Dijital oyunlarda ise oyunu
oynayan kisi mekan icerisine yerlestirilmis bu dramatik anlatiyi, istedigi farkli alternatifleri
kullanarak deneyimleyebilmektedir. Sinemasal mekanin gérsel formlar: biiyiik oranda kamera
kullanimz, s1g ve genis alan derinligi, aydinlatma ve 151k kullanimi, sinematografik gorunti, kurgu,
cerceveleme ve kompozisyonla olusturulsa dahi, dijital oyunlarda bu unsurlara ek olarak etkilesim
tasarimi da eklenmektedir.

Bu cercevede bu aragtirmada; sinemasal mekan:i olusturan temel unsurlarin dijital oyunlarin
tasarim siireclerinde ne gsekilde kullanildiklari, dijital oyunlarin tasarim siireglerinde farkh
sekillerde kullanilan bu 6gelerin oyunun oynanabilirligine, gorsel zenginligine ve yarattig:
izlenime ne derece etki ettigi, oyun tasarimcilarinin bir dijital oyunu tasarlarken sinemanin hangi
alanlarindan faydalandiklari, tasarlanan oyunlarda etkilesimi arttirmak i¢in sinemanin temel
unsurlarinin Gsttne nelerin eklendigi veya degistirildigi incelenmisgtir.

Bu calismayla varilmak istenen genel amag; dijital oyunlardaki mekan tasariminin sinemadaki
mekan tasarimi ile kiyaslamasini yapmak ve dijital oyunlarin gincel medya ortamlari icerisindeki
konumunu belirginlestirmektir. Bu aragtirmanin evreni dijital oyunlar olsa dahi, 6rneklem olarak
hikaye odakli t¢tinci sahis nisanci, hikaye odakli birinci sahis nisanci, kugbakisi perspektife
sahip strateji ve VR olarak dort ana kategori incelenmistir. Her bir kategoriyi temsilen ise oranl
eleman o6rnekleme yapilarak Steam platformu tizerinde en ¢ok satan tiger oyun segilmistir. Bir
nitel aragtirma olarak bu ¢alismada niteliksel icerik analizi yontemi kullanilmig ve kategoriler
cercevesinde tiirler arasinda kiyaslama yapilmistir.
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The Use of Cinematic Space in the Design Process of Digital Games:
Comparative Qualitative Content Analysis of Digital Game Types

M. Alparslan Ozkardes’

Both story-oriented digital games and cinema works basically show the feature of transferring a
story to the interacting receiver. In the cinema; While trying to support storytelling with the use
of cinematic elements, the basic components of cinema and cinematography, in digital games,
the story; The gameplay is supported by the visuals and the sub-tasks in the game. Considering
that both types of media provide a visual and auditory experience; both have some basic building
blocks in common that support the story being told. These are music, vocalization, visualization,
coloring, lighting, character use and the use of space, which is the subject of this research.

Cinematic spaces in digital games, which are interactive forms of new media; Unlike its form in
the cinema, it is based on interaction. While all decisions regarding the editing of the cinematic
space in motion pictures are made by the director or creator of the film, this situation occurs
more alternatively in digital games. In digital games, on the other hand, the person playing the
game can experience this dramatic narrative placed in the space by using different alternatives.
Although the visual forms of the cinematic space are mostly created with the use of cameras,
shallow and wide depth of field, lighting and light use, cinematographic image, editing, framing
and composition, interaction design is added in addition to these elements in digital games.

In this context, in this research; how the basic elements that make up the cinematic space are used
in the design processes of digital games, how these elements, which are used in different ways
in the design processes of digital games, affect the playability, visual richness and impression of
the game, which areas of cinema are used by game designers when designing a digital game, to
increase interaction in designed games For this purpose, it has been examined what has been
added or changed on the basic elements of cinema.

The general aim to be achieved with this study; to compare the space design in digital games
with the space design in cinema and to clarify the position of digital games in current media
environments. Even if the study universe of this research is all digital games, four main categories
as story-oriented third-person shooter, story-oriented first-person shooter, strategy with a
bird’s-eye perspective and VR were examined as a sample. Representing each category, the three
best-selling games on the Steam platform were selected by sampling proportional elements. As a
qualitative research, qualitative content analysis method was used in this study and a comparison
was made between genres within the framework of categories.

Keywords: Cinematic Space, Digital Game Design, Qualitative Content Analysis.
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Kusurlu Imgedeki Samimiyet: Dijital Miikemmellik Caginda Analog
Videonun Cazibesini Aftersun ile Yeniden Kesfetmek

Mehmet Koprii'

Dijital goriinta teknolojilerinin yayginlagsmasi ve ulasilabilir hale gelmesi, bir taraftan gorsel
icerigi algilama ve titketme bi¢imimizi etkilerken diger taraftan strekli bir gorsel mitkemmellik
de vadediyor. Coztunurliikleri katlanarak artan kameralar ve ekranlar, gelismis gorunti isleme
yazilimlar1 ve buralardan elde edilen kusursuz géruntilerin paylasildig: farkli sosyal medya
platformlar: bizlere yogun ve cilali bir gérsel deneyim sunuyor. Farkli platformlarda yayinlanan
ginimuz filmleri de bundan etkileniyor. Dijital teknolojinin sundugu kayit, isleme ve dagitim
kolayliklar: bir taraftan filmleri daha stilize hale getirirken diger taraftan onlarin sayisini ve
ulagilabilirligini de artiriyor. Ancak bu asirilik bir tiir degersizlesmeyi ve mesafeyi de beraberinde
getiriyor. Piksel sayilarindaki ya da islemci hizlarindaki artig dijital goriinttleri daha parlak ya
da gosterigli hale getirse de onlarin daha gercek ve samimi gérinmesini saglayamiyor. Onca
kusursuzluklarina ragmen (ya da yuzinden) dijital 6ncesi dénemin amatér kayit formatlar:
olan 8 mm filmlerdeki ya da analog videolardaki insani deneyime yaklasamiyorlar. Bu nedenle
¢ogu gorintl isleme programi bu eski teknolojilerin grenli, bulanik ve ham estetigini taklit eden
renk filtreleri ve efektler sunuyorlar. Sinema filmleri ise doksanlardan itibaren, daha inandirial
ya da samimi goérinme adina amator videolar:1 animsatan goruntiilere yer veriyorlar. Analog
video ¢ekimlerini dokunakl bir sekilde gorselligine yediren Aftersun da (Charlotte Wells, 2022) bu
yapimlarin en yenilerinden ve 6zgtinlerin biri. Kusurlu video géruntiilerinin neden daha yakin ve
samimi geldiginin tartigilacagl bu sunumda ana 6rnegimiz Aftersun olsa da daha eski yapimlara
da deginilerek konu cesitlendirilecek ve farkli kesisim noktalar1 ortaya ¢ikartilmaya ¢alisilacaktur.
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The Authenticity of the Imperfect Image: Rediscovering the Charm of
Analogue Video in the Age of Digital Perfection through Aftersun

Mehmet Koprii'

The widespread availability and accessibility of digital imaging technologies not only affects
the way we perceive and consume visual content, but also promises constant visual perfection.
Cameras and screens with increasing resolutions, advanced image processing software and various
social media platforms where flawless images are shared offer us an intense and polished visual
experience. Today’s cinema, which appears on different platforms, is also affected by this. The
ease of recording, processing and distribution offered by digital technology not only makes films
more stylised, but also increases their number and accessibility. However, this excess also leads
to a kind of devaluation and distance. Increases in pixel counts or processor speeds may make
digital images brighter or more polished, but they do not make them seem more real or intimate.
Despite (or because of) all their perfection, they do not come close to the humane experience of
8mm film or analogue video, the amateur recording formats of the pre-digital era. This is why
most image processing programs offer colour filters and effects that simulate the grainy, blurry
and raw aesthetics of these older technologies. Since the 1990s, film makers have also been
using footage reminiscent of amateur videos in an attempt to appear more believable or sincere.
Aftersun (Charlotte Wells, 2022), which poignantly incorporates analogue video footage into its
visuals, is one of the most recent and original films to use this technique. In this presentation,
which will discuss why imperfect video images seem closer and more intimate, Aftersun will be our
main example, but the subject will be diversified by mentioning older productions and different
intersections will be tried to be revealed.

Keywords: Analogue Video, Cinema, Imperfect Aesthetics.
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Art for Change: Exploring the Impact of AR Art on Social Awareness

Nafise E. Motlagh’

This article explores the rapid growth of new media and emphasizes the importance of art as a
substance for change. It specifically investigates the role of augmented reality (AR) in promoting
social awareness and driving social change.

AR offers a unique medium that allows individuals to interact with artistic content in immersive
ways, resulting in a deeper understanding and engagement. By overlaying digital elements onto
the physical world, AR art installations captivate audiences and convey powerful messages with
heightened impact. Unlike traditional art forms that are often static and observed from a distance,
interactive AR art enables the audience to become active participants in the experience. This
experiential aspect of interactive AR art can evoke emotions, empathy, and a sense of personal
investment, driving individuals to take action and contribute to social transformation.

To exemplify this transformative potential, the article highlights a recent artwork by the writer
titled “My Stolen Identity” Through the use of AR, the audience is invited to actively participate in
the artist’s exploration of violence against women’s identity in Iran. By stepping into the virtual
world and experiencing the contrasting identities forced upon women, viewers gain a firsthand
understanding of the struggles and injustices faced. This interactive approach aims to spark
dialogue, challenge societal norms, and inspire individuals to become agents of change.

This article underscores the significance of art for change in today’s media-saturated landscape,
emphasizing how interactive AR art can revolutionize the way audiences experience and engage
with social issues. It contributes to the growing body of knowledge in this field and advocates for
embracing innovative approaches that leverage technology to drive positive social impact.

Keywords: New Media Art, Augmented Reality, Social Awareness, Artistic Activism, Women’s
Rights.
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Appendix:
My Stolen Identity

Self-identity is key to emotional wellbeing. It enhances our courage and self-esteem. When we
have confidence in our self, it keeps us unique and distinguishes us from everyone else. Me like,
any individual, need to embrace myself and love who I am. Since I was born, my real identity has
been attacked and violented by rules in Iran. To access my right to education, I had to change my
identity by covering my hair and body at the age of 6. Since then, every day, I had to change my
identity with a fake one to work and to simply be in public.

I noticed that even women who believe in Hijab have to follow a given dress code. They also do not
have right to express themselves with variety of models and colors. The only women who enjoy
their self-identity are those who wear ‘Chador’, a long black veil which have been promoted as
‘superior Hijab” by Iran government.

I reclaim my stolen identity!
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Kisa Filmde Aseksiiel Bir Temsil: It’s Not You. It’s Not Me.

Okan Kirbact’

Cinselligin kompleks ve ¢ok boyutlu bir demografik yapisi vardir. Prevelans orani dustuk olsa
bile asekstielite de bu yapinin degismez bir parcasidir. Sinirlar1 ve anlami zaman icinde degisime
ugrasa/ugramayi siirdiirse bile genel anlamiyla aseksiielite, bireyin bir baskasina herhangi bir
cinsel anlamda istek ya da ¢ekim hissetmemesi ya da nadiren hissetmesi olarak tanimlanabilir. ilk
kez 1970’lerde akademik literatiirde kendisine yer bulmus olan asekstielite kavrami ve iligikleri
o ginden bugiine nadiren ele alinan konulardan bir tanesi olmustur. Bir tiir semsiye terim olan
asekstielite, bir diger daha buytk bir semsiye terim konumundaki queer teriminin altinda yer alip
bu terimin sinemadaki yansimasi olan queer sinemada da deyim yerindeyse diglanmiglarin i¢inde
bir unutulmug/gézden kagirilmig konumundadar.

Bu calismada, Jaymee Mak’'in senaryosunu yazip Lee Shorten’la birlikte basroliinde yer aldigy;
yonetmenligini ise Cole Warkentin'in yaptigir 2020 tarihli It's Not You. It’s Not Me. kisa filmi,
asekstiellik, asekstelite-sekstuielite iligkisi ve aromantiklik/demi romantiklik kavramlari tizerinden
nitel aragtirma yontemlerinden yararlanilarak incelenmektedir. Bu maksatl ve elverigli 6rnekte,
sozu edilen iligki ve kavramlarin filmde; karakter yaratimi, diyalog, jest ve mimikler, dekor, 151k
gibi icerik-bi¢im unsurlari kullanilarak tiim yénelimlere kargi anlayigh bir tutum olusturuldugu ve
egiliminin asekstiel bireylerin varliklarinin farkina varilmasi ve bu konudaki bilincin yayginlagsmas:
oldugu serimlenmistir.
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Asexual Representation in Short Film: It’s Not You. It’s Not Me.

Okan Kirbact’

Sexuality has a complex and multidimensional demographic structure. Even though the prevalence
rate is low, asexuality is an invariable part of this structure. Even if its boundaries and meaning
change/continue to change over time, asexuality can generally be defined as the individual not
feeling, or rarely feeling, any sexual desire or attraction to someone else. The concept of asexuality
and its relation, found a place for the first time in academic literature in the 1970s, have been one
of the rarely discussed topics since then. Asexuality, which is a kind of umbrella term, is under the
term queer, which is another larger umbrella term, and in queer cinema, which is the reflection of
this term in cinema, it is, so to speak, forgotten/overlooked among the excluded.

In this work, the short film It’s Not You. It’s Not Me. written and directed by, also starring,
filmmaker Jaymee Mak in 2020 is examined using qualitative research methods through the
concepts of asexuality, asexuality-sexuality relationship and aromanticity/demi-romanticity. In
this purposeful and convenient example, the mentioned relationships and concepts are in the
movie; It has been revealed that an understanding attitude towards all orientations is created by
using content-form elements such as character creation, dialogue, gestures and facial expressions,
decor and light, and the tendency is to realize the existence of asexual individuals and to spread
awareness on this issue.

Keywords: Asexuality, Sexuality, Cinema, Short Film.
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Sanal Ger¢eklik Ne Kadar ‘Gercek’: Joe Hunting’in VR Belgeselleri

Onur Aytag¢’, Servet Can Dénmez”

Belgesel sinema, temel olarak gerceklikle kurdugu iliski bakimindan kurmaca filmlerden ayrilir.
Gergegin yeniden yorumlanmasi bi¢iminde 6zetlenebilecek belgeselci tavir, belgesel filmlerin
tzerinde yiikseldigi ana dinamik olarak belirtilebilir. Bu kapsamda degerlendirildiginde yeni
teknolojilerin sinemay1 donustiren etkisinin 6tesinde belgesel filmler bakimindan ayrica ele
alinmasi gerektigi disunilmektedir. Ger¢eklikle kurdugu bag ve gercekligi istedigi gibi yeniden
kurabilme yetisine sahip yeni bir teknoloji olan sanal gerceklik bu baglamda tartigmalara agik
bir yapiya sahiptir. Gergeklikle kurdugu bag tartismali olan sanal gerceklik teknolojisinde bir
icerik format1 olarak “sanal gerceklik belgeselleri” ayrica tartisgilmaktadir (Rodrigo-Fidalgo ve
Paino Ambrossio, 2020; Eric Studt, 2021). Orada olma hissi ve empati yaratma yetenegi ile 6n
plana ¢ikan sanal gerceklik teknolojisi ile bircok 360 derece belgesel uiretilmektedir (Nash, 2018).
Kendi icerisinde alternatif bir gerceklik ortami sunan “VRChat” gibi sanal gerceklik simtlasyonlar:
sanal gerceklik kullanicilarinin siklikla ziyaret ederek vakit gegirdikleri bir ‘kiigitk Matrix modeli’
sunmaktadir. S6yle ki; sanal bir evren ve o evrende var olan gercek bireyler s6z konusu olunca
bireylerin gindelik yasamdaki bazi pratikleri sanal gerceklige tasidig1 gorillmektedir. Bu baglamda
tartigmay1 belgesel sinema ile sanal gercekligin kesistigi bir alan olan “sanal gerceklik belgeselleri”
zemininde yuritmenin verimli olacag: ifade edilebilir. Gergeklikle farkl iligki kurma dtzeyleri
olan bu iki kavramin yan yana gelmesiyle olusan bu yeni tartan belgesel sinema alanina kattiklar:
ve bu alanda ne gibi kayiplara neden oldugu ¢alismanin temel problemi olarak soylenebilir. Bu
cercevede 6rneklem olarak Joe Hunting'in trettigi sanal gerceklik belgeselleri ele alinmaktadir.
Hunting VRChat evreni icerisinde geleneksel kodlara sahip iki boyutlu belgeseller ¢cekmektedir.
Bu belgesellerde sanal evrendeki bireylerin ve karakterlerin deneyimlerine odaklanmaktadar.
Bu yolla bir yandan sanal evrende var olmanin ne demek oldugunu sorgulayan Hunting, diger
yandan da geleneksel belgesel tretim pratiklerinin sanal evren icerisinde kullanilabilirligini
sinamaktadir. Geleneksel tretim pratikleri ile sanal gerceklik teknolojisiyle birlikte degisen
uretim bicimleri arasinda nasil farklar oldugu incelenirken seyircinin seyir deneyimi bakimindan
da sanal gercekligin belgesel sinemada nasil bir degisime isaret ettigi tizerinde durulmaktadar.
Gelisen teknolojilerle beraber cesitlenerek artacak sanal gerceklik belgesellerinin Turkiye’deki
belgesel sinema alani agcisindan da degerlendirilmesi gerektigi distincesiyle bu konuyu tartismaya
acan ¢aligma, yenilik¢i yaklagimlar: farkli yonleriyle ele alma amacimi tagimaktadir. Hunting’in
uretimleri kapsaminda gerceklestirilen arastirmada, gercegin bu yeni teknolojiler araciligiyla
yorumlanmasi sonucu ortaya c¢ikan sanal gerceklik belgeselleri, belgesel sinema icerisinde
konumlandirilmaya ¢alisilmaktadar.
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How ‘Real’ is Virtual Reality: Joe Hunting’s VR Documentaries

Onur Aytag¢’, Servet Can Dénmez”

Documentary cinema differs from fictional films in terms of its relationship with reality. The
documentary attitude, which can be summarized as a reinterpretation of reality, can be specified
as the main dynamic on which documentary films rise. When evaluated in this context, it is
thought that beyond the effect of new technologies that transform cinema, it should be considered
separately in terms of documentary films. Virtual reality, which is a new technology that has
the ability to re-establish the bond it establishes with reality and the reality as it wishes, has a
structure open to discussion in this context. “Virtual reality documentaries” as a content format
in virtual reality technology, whose connection with reality is controversial, are also discussed
(Rodrigo-Fidalgo and Paino Ambrossio, 2020; Eric Studt, 2021). Many 360-degree documentaries
are produced with virtual reality technology, which stands out with its ability to create empathy
and feeling of ‘presence’ (Nash, 2018). Virtual reality simulations such as “VRChat”, which offers
an alternative reality environment in itself, offer a ‘small Matrix model’ that virtual reality users
often visit and spend time with. Namely; when it comes to a virtual universe and real individuals
in that universe, it is seen that individuals carry some practices in daily life to virtual reality.
In this context, it can be stated that it would be productive to conduct the discussion on the
ground of “virtual reality documentaries”, an area where documentary cinema and virtual reality
intersect. The main problem of the study can be said that this new genre, which is formed by the
coming together of these two concepts, which have different levels of relationship with reality,
added to the field of documentary cinema and what kind of losses it caused in this field. In this
context, virtual reality documentaries produced by Joe Hunting are taken as a case-study. Hunting
shoots two-dimensional documentaries with traditional codes in the VRChat universe. These
documentaries focus on the experiences of individuals and characters in the virtual universe.
In this way, Hunting, on the one hand, questions what it means to exist in the virtual universe,
and on the other hand, tests the usability of traditional documentary production practices in the
virtual universe.

While examining the differences between traditional production practices and the production
forms that have changed with virtual reality technology, it is emphasized how virtual reality points
to a change in documentary cinema in terms of the viewing experience of the audience. With
the idea that virtual reality documentaries, which will diversify and increase with the developing
technologies, should be evaluated in terms of documentary cinema in Turkey, the study, which
opens this issue for discussion, aims to deal with innovative approaches from different aspects. In
the research carried out within the scope of Hunting’s productions, virtual reality documentaries,
which are the result of the interpretation of reality through these new technologies, are tried to
be positioned in documentary cinema.

Keywords: Virtual Reality, Documentary, Virtual Reality Documentaries, Technology, Cinema.

* Res. Asst., Mersin University, Faculty of Communication, Department of Radio,

Television and Cinema, Mersin, Turkey. onuraytac@mersin.edu.tr, 0000-0002-7706-1886.
o Res. Asst. Dr., Mersin University, Faculty of Communication, Department of Radio,
Television and Cinema, Mersin, Turkey. servetcan@mersin.edu.tr, 0000-0003-2590-3102.

42



apart

Sempozyumu

Spider-Man: Into the Spider-Verse Sonrasi Animasyon:
Ana Akim Animasyonun Geleceginde Ne Var?

Omer Said Birol’

Spider-Man: Into the Spider-Verse, ¢izgi romanlarin dogal gériinimini andiran kendine 6zgii bir
gorsel estetige sahiptir. Pekala bu durum karakterler ve hikaye, ¢izgi romana dayandigi i¢cin uygun
bir se¢im olarak degerlendirebilir. Pixar, DreamWorks ve Illumination gibi ana akim stiidyolarin
sinemalara hakim olan foto-gercekei tarzi goze alindiginda, bu tercih ¢iktigi dénemde cesur bir
se¢im olarak goriliyordu. Animasyon sanatcilari siklikla “insanlarin ¢ogunun bundan nefret
edebilecegini” dusundiiklerini ifade ediyorlar (Failes 2019). Biitin endigelere ragmen, Kasim
2018'de gosterime girdiginde film, en yiiksek hasilat yapan Sony Pictures Animation yapimi haline
geldi ve 2019 Oscar téreninde “En Iyi Animasyon Filmi” 6diiliintin sahibi oldu.

Into the Spider-Verse'un, gisedeki bagarisiyla sadece Sony icin degil, diger bir¢cok animasyon
stiidyosu i¢in de yeni ufuklar actig1 ve ¢izgi roman ile animasyon arasindaki ugurumu kapattig:
tartigilabilir. Zira birbirinden farkh bircok animasyon tarzindan bahsetmek miimkiinken, ana
akim Bat1 animasyonu uzun yillardir, ayni foto-gercekei estetigi servis etmeye yonelir gérantyor.
Bu durumda Into the Spider-Verse’un yeni bir bakis acis1 sagladif: ve ¢izgi romana yakinlastig:
soylenebilir. Klaus (2019) ve Puss in Boots: Last Wish (2022) gibi yapimlarda bulunan gorsel
estetigin, buradan etkilenen en son ve en 6ne ¢ikan filmler olarak gosterilebilir. Benzer bir
iliskinin anime-manga arasinda goértaldaga ve bu durumun animenin goérsel tarzinda belirleyici
oldugu dikkate alindiginda, Bat1 animasyonunun da ¢izgi romana dénerek seyirciye farkli ve belki
daha ideal bir form sundugu iddia edilebilir.

Bucaligsma Into the Spider-Verseiin gorsel estetigini, foto-gercekei Pixar goriintimuyle karsilastirarak
analiz etmeyi ve onu benzersiz kilan seyin ne oldugunu agiklamay1 amacliyor. Bu stirecte anime-
manga iligkisi 6rnek alinarak, animasyon-¢izgi roman iligkisinin hem gorsel estetik hem de anlat:
bakimindan, animasyon endistrisinin gelecegi icin ne tiir olasiliklar barindirdig: da tartigilacaktir.
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Animation, After the Spider-Man: Into the Spider-Verse:
What Does the Future Hold for Mainstream Animation?

Omer Said Birol’

Spider-Man: Into the Spider-Verse features a distinctive visual aesthetic that resembles the comic
books. This may well be an appropriate choice as the characters and story are based on the comics.
Given the photo-realistic style of mainstream studios like Pixar, DreamWorks and Illumination
that dominated theaters, this was seen as a bold choice at the time. Animation artists often
expressed concerns that “majority of the people might hate it” (Failes 2019). Despite all the
concerns, when it was released in November 2018, the film became the highest-grossing Sony
Pictures Animation production and won “Best Animated Feature” at the 2019 Oscars.

With its success at the box office, Into the Spider-Verse arguably opened new horizons not only for
Sony but also for many other animation studios, bridging the gap between comics and animation.
Even though there are different styles of animation, mainstream Western animation tends to
serve the same photo-realistic aesthetic. It can be said that Into the Spider-Verse provides a new
perspective and getting closer to comics. Klaus (2019) and Puss in Boots: Last Wish (2022) given
examples as the latest and most prominent films influenced by this visual aesthetic. Considering
that a similar relationship is seen between anime and manga, and that this is decisive for the
visual style of anime, it can be argued that Western animation, offers the audience a different and
perhaps more ideal form by returning to the comic book,

This study aims to analyze the visual aesthetics of Into the Spider-Verse in comparison to the photo-
realistic Pixar look and explain what makes it unique. In the process, by taking the anime-manga
relationship as an example, it will also discuss what kind of possibilities the animation-cartoon
relationship holds for the future of the animation industry, both in terms of visual aesthetics and
narrative.
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“Arzunun Goren Gozlere Ihtiyac1 Yok”: Melodram Sinemasinda Kadin
Temsili Baglaminda Elegtirel Eser Uretimi

Ozlem Simsek’

Bu ¢alisma, performatif fotograf ve video calismalar1 iireten gorsel sanat¢1 Ozlem Simgek’in kadin
bedeninin melodram sinemasindaki temsil bi¢imlerine referans verdigi “Arzunun Géren Gozlere
Ihtiyact Yok” isimli video enstalasyonunun incelenmesine odaklanir. Daha énceki iglerinde Tiirk
resmi ve edebiyatinda kimlik, kadinlik, ideallik ve modernlik temsilleri tizerine ¢alisan Simgek,
bu t¢ ekrandan olusan video heykelini, Turkiye melodram sinemasini merkeze aldigi 2022°de
basladig1 yeni serisinin parcasi olarak iiretir. Hollywood sinemast ile halk hikayelerinden beslenen,
rastlant: ile baglayip sevgililerin ayr1 dismesi ile devam eden, verilen micadeleler sonrasinda
evlilik ya da 6lam ile sonlanan benzer agk anlatilar: tizerine kurulu melodram sinemass; kadinlik,
toplumsal cinsiyet, arzu, iyilik-kétulitk, domestik-kamusal alan ve fedakarlik gibi temel yasamsal
kavramlari, kadini merkeze koyarak ele alan sinemasal bir tarz olarak 6ne ¢ikar.

Ozlem Simgek, Laura Mulvey ve Mary Ann Doane gibi gorsel kiiltiir elestirmenlerinin melodram
sinemasinda kameranin ve sinemasal bakigin kadin bedenini ve arzusunu yansitma bi¢imlerine
yonelik elestirilerini merkeze alarak tirettigi “Arzunun Goéren Gozlere Ihtiyaci Yok” isimli video
enstalasyonunda, Tark melodram filmlerinde kullanilan kamera agilarin taklit ederek sinemasal
bakisin kadin bedenini erotik bir alan olarak tanimlayip parcalara ayirigina isaret eder. Bu bildiride
20-30 Aralik 2022 tarihleri arasinda BILSART da sergilenen “Arzunun Géren Gozlere Ihtiyaci Yok”
video ¢aligmasinin feminist film teorisinden hangi baglamlarda faydalandig: tizerinde durulacak
ve sinemada kadin bedeninin temsili Gizerine getirdigi elestiriler yorumlanacaktir.

Anahtar Kelimeler: Video Sanati, Melodram Sinemasi, Kadin Temsili, Ozlem Simsek, Laura
Mulvey.
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“Desire Needs No Seeing Eyes”: The Production of Critical Art Work in the
Context of Women’s Representation in Melodrama Cinema

Ozlem Simsek’

This paper focuses on the analysis of visual artist Ozlem Simsek’s video installation titled “Desire
Is Not In Need Of Seeing Eyes”, in which she references the representations of the female body in
melodrama cinema, who produces performative photography and video works.

Previously working on identity, femininity, ideality and modernity representations in Turkish
painting and literature, $imsek produces this three-screen video sculpture as part of her new
series centering on Turkish melodrama cinema which she started in 2022. The melodrama
cinema, which is based on similar love narratives, fed by Hollywood cinema and folk tales, starting
with coincidence, continuing with the separation of lovers, and ending with marriage or death
after the struggles; it stands out as a cinematic style that deals with basic vital concepts such as
femininity, gender, desire, goodness-evil, domestic-public sphere and sacrifice by putting women
in the center.

The video installation “Desire Needs No Seeing Eyes”, which centers on the criticism of the camera
and the cinematic gaze reflecting the female body and desire by visual culture critics such as Laura
Mulvey and Mary Ann Doane, points out the cinematic view which defines and dissects the female
body as an erotic space by imitating the camera angles. This paper will focus on how the video work
“Desire Needs No Seeing Eyes”, exhibited at BILSART between 20-30 December 2022, benefited
from feminist film theory and discuss the critiques it puts forward on the representation of the
female body in cinema.

Keywords: Video Art, Melodrama Cinema, Representation of Women, Ozlem Simsek, Laura
Mulvey.
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Dijital Fotograf Sanatinda Sa¢cma (Absiirt)

Ronay Simgit’

Felsefi bir duigiince bi¢cimi olan sagma (absiirt), Albert Camus ile 6zdeslestirilmigtir ve Camus
metinlerinde sagma kavraminin sinirlarini ¢izmistir. Sa¢gma, 6liime ve yagama kargi akilci olmayan
bir bagkaldirmadir. Sanat, sagmanin somut aktarimidir. Sagma kavramin sanatta yansimalari, ilk
olarak Albert Camus’ntn edebi eserlerinde karsimiza ¢ikar. Akabinde tiyatro, sinema ve fotograf
alanlarina aktarilan sagma, gintumaiz dijital fotograf sanatinda da kendine yer bulmustur. Sagma
dijital fotografcilik alaninda sanatsal ifade dili olarak kullanilmaktadar. Dijital fotografcilar, sagma
kavramini kompozisyonlarina dahil ederler. Tarih boyunca felsefeden ayr: diisiiniilemeyen sanat,
gunimuzde de felsefi dusiinceleri yansitmaya devam etmektedir.

Bu baglamda Albert Camus'nin ana hatlariyla ortaya koydugu sagmanin ginimuz dijital
fotograf sanatindaki 6rnekleri bu calismada ele alinacaktir. Calismanin amaci sanat-felsefe iligkisi

baglaminda gintmiiz dijital fotograf sanatinda sagma kavraminin nasil yer aldigini gostermektir.

Anahtar Kelimeler: Sa¢cma (Absiirt), Albert Camus, Dijital Fotografcilik, Sanat, Felsefe.
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In the Art of Digital Photography, the Absurd

Ronay Simgit’

The absurd, which is a philosophical way of thinking, has been identified with Albert Camus and
Camus has drawn the boundaries of the concept of absurd in his literary texts. The absurd is an
irrational revolt against death and life. Art is the concrete transmission of the absurd. Reflections
on the concept of absurdity in art first appeared in the literary works of Albert Camus. The concept
of the absurd was later transferred to the fields of theater, film and photography, and has found
its place in today’s digital photographic art. Absurdity is used as a language of artistic expression
in the field of digital photography. Digital photographers incorporate the concept of absurdity
into their compositions. Art, which has been inseparable from philosophy throughout history,
continues to reflect philosophical thought today.

In this context, this study discusses examples of the absurdity concept outlined by Albert Camus
in contemporary digital photography. The aim of the study is to show how the concept of absurdity
takes place in today’s digital photography in the context of art-philosophy interaction.

Keywords: Absurd, Albert Camus, Digital Photography, Art, Philosophy.
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Genisletilmis Sinema Kavrami Baglaminda Degisen Film Uretim ve
Tiiketim Iligkileri

Samet Can Kocagiir’

Genisletilmis Sinema kavrami, 1960’larda sanat dallarindaki sismik kaymalardan ortaya ¢ikarak
‘sinemanin bir kimliginin’ olup olmadif1 sorusuna yanit bulmak amaciyla gelistirilmigtir. Bu
kavram, yeralti1 sinemas: ve deneysel sinema sanat¢ilar1 tarafindan benimsenerek sinemanin
yeni boyutlarina dair deneylerin bir ¢ikis noktasi olmustur. Sinema filmi ureticileri sibernetik,
sinestezi ve goruntinin degisim sireclerini analiz ederek filmlerini seyircinin bilin¢ alanini
genigletmek ve yeni izleme formlarini sinemaya kazandirmak amaciyla tGretmistir. Bu tretim
siirecinde yonetmenler filmlerindeki bicimsel ve teknik 6gelerin sinirlarini, yeni bir film bi¢iminin
olup olamayacagini ve sinema filminin yalnizca iki boyutlu olarak m1 seyirciye aktarilabilecegi
tizerinde cesitli deneyler yaparak yeni film dili gelistirmek tizere ¢alismalarda bulunmuslardur.

Teknolojinin hizla gelismesi ve dijitallesmenin yayginlagmasiyla birlikte sinema endustrisi i¢inde
film dretim ve tuketim iligkileri de zamanla degismistir. Endustri icine dahil olan bilgisayar
teknolojileri araciligiyla filmler sanal karakterler ve sanal mekanlar tizerinden olusturulmaya
baglamais, fantastik ve aksiyon temelli filmler daha gercekgi efektlerle seyircinin izleme deneyimine
yeni olanaklar saglamistir. Ozellikle sinema salonlarin ¢esitli degisimlere gitmesi ve insan
duyusuna ait yeni eklentilerle algilama boyutlarini gelistirmesi sinemanin bir sanal gerceklik
evreni yaratmasina sebebiyet vermistir.

Bu calismada goriintintn degisim sireglerinin sinema tzerindeki etkileri incelenmis olup
Genigletilmis Sinema kavrami baglaminda gintmiiz ve gelecek sinema tretim ve tiiketim
iligkilerinin nasil gelistigi aragtirilmistir. Teknolojinin gelismesi ve dijitallesmeyle birlikte
bilgisayar teknolojilerinin gelismesi sinema i¢inde oyun motoru destegiyle tretilen filmler,
holografik ve volumetrik sinema, VR teknolojisiyle tiretilen 360 derece filmler ve yapay zeka
destekli uiretilen filmlerin yayginlagsmasina sebebiyet vermistir. Buna gore bu ¢calismada sinemanin
yeni Uretim ve tiketim iligkileri ¢esitli boyutlariyla incelenmis olup, film 6rnekleri tizerinden bu
yeni deneyimlerin sinema endiistrisine kattig katilar ortaya konmustur.

Anahtar Kelimeler: Genigletilmis Sinema, Dijital Sinema, Post-Sinema, Yapay Zeka Destekli
Uretilen Filmler, VR Filmler.
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Changing Film Production and Consumption Relations in the Context of
Extended Cinema Concept

Samet Can Kocagiir’

The concept of Expanded Cinema emerged out of the seismic shifts in the arts in the 1960s and
was developed to answer the question of whether or not ‘cinema has an identity’. This concept
was embraced by underground and experimental filmmakers and became a starting point for
experimentation with new dimensions of cinema. By analyzing cybernetics, synesthesia and
the processes of image change, filmmakers have produced their films with the aim of expanding
the audience’s field of consciousness and introducing new forms of viewing to cinema. In this
production process, directors have worked to develop a new film language by conducting various
experiments on the limits of the formal and technical elements in their films, whether there can
be a new film form, and whether the motion picture can be transferred to the audience only in
two dimensions.

With the rapid development of technology and the spread of digitalization, the relations of film
production and consumption within the film industry have also changed over time. Through the
computer technologies incorporated into the industry, films have started to be created through
virtual characters and virtual spaces, and fantasy and action-based films have provided new
possibilities to the audience’s viewing experience with more realistic effects. In particular, the
various changes in movie theaters and the development of perception dimensions with new
additions to the human senses have caused cinema to create a virtual reality universe.

In this study, the effects of the change processes of the image on cinema have been examined
and how the current and future cinema production and consumption relations have developed
in the context of the concept of Extended Cinema has been investigated. The development of
technology and the development of computer technologies along with digitalization have led to
the proliferation of films produced with the support of game engines, holographic and volumetric
cinema, 360-degree films produced with VR technology and films produced with the support of
artificial intelligence. Accordingly, in this study, the new production and consumption relations
of cinema are examined in various dimensions, and the contributions of these new experiences to
the cinema industry are revealed through film examples.

Keywords: Expanded Cinema, Digital Cinema, Post-Cinema, Artificial Intelligence Powered
Films, VR Films.

*

Master Student, Dokuz Eyliil University, Institute of Fine Arts, Film Design, Izmir,
Turkey. sametcankocagur@gmail.com, 0000-0001-9179-8932.

50



apart g3

Sempozyumu

Simdi Sen Bu Fotograflar1 Cekiyorsun, Ne Ise Yarayacak Bunlar?

Sebnem Erags Celebi’

Berdel kadin degisimine dayanan bir evlilik toresi. Berdel evlilikleri ile ilgili ilk fotografli ropértajim
2000 yil1 Subat ayinda Atlas Dergisinde, Mayis 2002°'de National History dergisinde yayinlandi.
Daha sonra bu konu tzerinde ¢alismaya devam ettim. Berdel tizerine hukuk antropolojisi tezi
hazirladim. Tezimi hazirlarken saha arastirmasi stirecinde goriismeler yapmaya devam ettim.
Sekiz yil siiren uzun soluklu bir ¢alismanin sonucunda 2009 yilinda berdel tzerine yaptigim
fotoroportajlar: kitaplagtirdim. Farkli disiplinlerde bu yayinlari tretirken fotografin sosyal
bilimlerde kullanimi, bilgiyi arama sertivenindeki yeri, bilimsel aragtirmalarin konusu ve arac
olarak fotograf tizerine kavramsal soru ve sorunlar tzerinde de durmaya ¢alistim. Fotografin
“gerceklik” iretme yontemleri ile sosyal bilimlerin “gerceklik” hakkinda bilgi tiretme yontemlerini
karsilagtirmali olarak incelemeye calistim. Her iki etkinligin de ortak ozelliklerinden biri,
tamamiyle 6znel ara¢ ve yaklagimlar olmalarina ragmen giiclii nesnellik iddialaridir. Internet
ve sosyal medyanin yayginlasmasi ve yarattig: hizli degisim kogsullarinda gittik¢e artan soru ve
sorunlara akademik yanitlar bulmanin daha fazla zorlastig: bir ¢ag: yasiyoruz. Fotografin sosyal
bilimlerdeki yeri ve 6neminin giiclendigini, (karamsar ama hakl elegtirileri bir yana birakirsak),
muazzam bir yayilma hizi oldugunu goriiyoruz. Hem fotograf alanindaki hem de hukuk ve sosyal
bilimler alanindaki deneyimlerimden yola ¢ikarak hazirlayacagim bildiri, bu alanlardaki temel
soru ve sorunlari ortaya koymaya calisacagim bir paylasim olacaktur.
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Now That You’re Taking These Pictures, What Good Are They?

Sebnem Erags Celebi’

Berdel is a marriage ceremony based on the exchange of women. My first photographic interview
on Berdel marriages was published in Atlas Magazine in February 2000 and in National History
magazine in May 2002. Afterwards, I continued to work on this subject. I prepared an anthropology
of law thesis on berdel. While preparing my thesis, I continued to conduct interviews during the
field research process. As a result of a long-term study lasting eight years, I published a book of my
photo interviews on berdel in 2009. While producing these publications in different disciplines,
I also tried to focus on the use of photography in social sciences, its place in the adventure of
seeking knowledge, and conceptual questions and problems about photography as a subject and
tool of scientific research. I tried to examine the methods of photography to produce “reality” and
the methods of social sciences to produce knowledge about “reality” in a comparative manner.
One of the common features of both activities is their strong claims of objectivity despite being
completely subjective tools and approaches. We are living in an era in which it is becoming more
and more difficult to find academic answers to the increasing number of questions and problems
under conditions of rapid change created by the proliferation of the internet and social media.
We see that the place and importance of photography in the social sciences is strengthening
(pessimistic but justified criticisms aside), and that it is spreading at a tremendous pace. Based on
my experiences both in the field of photography and in the fields of law and social sciences, the
paper I will prepare will be a sharing in which I will try to reveal the basic questions and problems
in these fields.

Keywords: Berdel, Tradition, Social Sciences, Law, Photography.
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Sinemada Mekanin Kolektif Hafizasina Dair:
Maddenin Halleri Belgeseli

Tuncer Mert Aydin’

Maddenin Halleri, yonetmen Deniz Tortum’un dinyaya geldigi ve babasinin hekim olarak 30 yil
calistig1 Cerrahpaga Tip Fakiltesinde gecen, 2015 — 2018 yillar1 arasinda gelistirilip ¢ekimleri
yapilan ve 2020 yilinda dagitima sunulan 71 dakikalik belgesel filmdir. Film, 57. Antalya Altin
Portakal Film Festivali ve 39. Istanbul Film Festivali; En Iyi Ulusal Belgesel Film odiliini
kazanmus, bir¢ok uluslararas: festivalde gosterilmistir. Yonetmenin kisisel baglar1 nedeniyle self-
portresel 6geler de tasiyan film, uzun yillardir yikilmas: tartisilan Cerrahpasa Tip Fakiiltesinde
calisan hekimler, hemsireler, idari gorevliler, tip fakiiltesi 6grencilerinin ve hastanede tedavi goren
hastalarin ganlik hayatlarini konu almaktadir. Filmde, klasik belgesel anlatisi haricinde ameliyat
kameras1 ve tomografi, ultrason, rontgen goruntiisi benzeri imajlar ile anlat1 ¢esitlendirilmis;
goruntilerin nasil yaratildiginin, temsili teknolojilerin ayni zamanda bedenleri ve cevreyi
kavramsallagtirma bi¢cimini de degistirdigi fikri 6ne ¢ikarilmistir.

Galismada, ilk olarak, mekdn ve kolektif hafiza kavramlarinin baglantis1 Maurice Halbwachs ve
Henri Lefebvre’in kuramlari tizerinden ele alinmais; sinema anlatisindaki yeri ve etkisi tartigilmigtir.
Daha sonra Maddenin Halleri'nin bi¢imsel ve deneysel anlat1 yapisi, gérinti olusturma teknikleri,
gorsel kompozisyonlar ve mekin/hafiza iliskisi tizerinden incelenmistir. Bununla birlikte, filmde
mekanin kolektif hafizasina dair politik bir bakis agis1 olup olmadig1 aragtirilmigtir. Bu analizler,
yonetmenin motivasyonu ve perspektifi ile karsilagtirilmistir. Yonetmenin bakis agisi, daha énce
verdigi demeclere ve kendisiyle yapilan yari-yapilandirilmis gériisme sonucu elde edilen bulgulara
dayandirilmistir. Ozet olarak, bu ¢alismada, sinemada mekan ve kolektif hafiza kavramlari
hakkinda Maddenin Halleri tizerinden teorik bir tartisma strdirilmis; filmin gorsel ve politik
yansimalari ele alinmigtir.
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On the Collective Memory of Space in Cinema:
Phases of Matter Documentary

Tuncer Mert Aydin’

Phases of Matter is a 71-minute feature-length documentary film, which is developed and shot
between 2015 and 2018, and released in 2020. The film takes place in Cerrahpasa Medical Faculty,
where the director Deniz Tortum was born and his father worked as a medical doctor for 30 years.
The film won the Best Documentary Award in the National Documentary Film category at the
57th Antalya Golden Orange Film Festival and the 40th Istanbul Film Festival, and screened in
many international film festivals. The documentary is about the daily lives of doctors, nurses,
administrative staff, medical students, and patients at the Cerrahpasa Medical Faculty, and the
demolition of the Cerrahpasa, which has been discussed for many years. Moreover, the film
includes self-portrait elements of the director. Apart from the classic documentary narrative,
the director diversified the narration by using images from surgery cameras, and tomography,
ultrasound, x-ray images; promoting the idea that how images are created, and representational
technologies change the way we conceptualize bodies and the environment.

In this study, firstly, the connection between space and collective memory is discussed through the
theories of Maurice Halbwachs and Henri Lefebvre; the place and influence of the concepts in the
narrative of cinema are examined. Afterward, the stylistic and experimental narrative structure
of the Phases of Matter are analyzed through image generation techniques, visual compositions,
and the relationship between space and memory. Besides, it is investigated whether there is a
political perspective on the collective memory of the space in the film. These analyses are compared
with the motivation and perspective of the director. The director’s point of view is based on his
previous statements and findings from the semi-structured interview with him. To sum up, in
this research, a theoretical discussion is made on the concepts of space and collective memory in
cinema through the Phases of Matter; the visual and political reflections of the film are discussed.

Keywords: Phases of Matter, Cerrahpasa Medical Faculty, Documentary Film, Space, Collective
Memory.
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Kisa Film Yapiminda Ses Tasarimi ve Onemi

Yunus Namaz'

Kisa filmlerde ses, anlatinin desteklenmesinde ve ilerlemesinde 6nemli bir yere sahiptir. Ses,
goruntiyle birlikte uyum ve butiinltk iceren, bir 6ykuniun etkili sekilde anlatilmasinda 6nemli
iglevleri olan, cesitli unsurlar1 bir araya getirerek kusursuz bir butin olusturan bir yapiy: ifade
eder. Tird ne olursa olsun bir kisa film yapiminda ses tasarimi denince ortam sesleri, diyalog,
ses efektleri ve muzik gibi bagliklar ya da agamalar goze carpar. Buradaki her agama iyi bir ses
tasariminda, izleyiciyi hikiyeye daha fazla baglamanin ¢ok 6nemli oldugunu gésterir.

Bu ¢alismanin amaci, kisa film yapiminda ses tasariminin ne denli 6nemli bir stire¢ oldugunu
genc¢ sinemacilara aktarmaktir. Oncelikle ses tasariminin kuramsal cercevesi, 6nemi ve agamalar1
hakkinda bilgi verilecektir. Daha sonra ise profesyonel anlamda ses tasarimi tizerine ¢alisan bir
kigiyle ¢evrimici gorigsme yapilmigtir. Ses tasarimasiyla “ortam sesleri, diyalog, ses efektleri
ve muzik” unsurlar tzerine gértsulmis, bu unsurlarin yapim ve yapim-sonrasi agamasindaki
islevleri, anlati-ses iligkisi kayit alinmig, daha sonrasinda ise video gériismesinin ¢6ziimlemesi
yapimustir.

Bu baglamda ¢alisma, ses tasarimi kurami ile bunun uygulanmasi diizeyi arasindaki baglantilar:
acitklamakta, ses tasarimcilarinin tecriibelerinden hareketle gen¢ sinemacilara yol gosterici bilgiler
aktarmaktadir. Boylece kisa film uretiminde ses tasarimcisina diigen gérev ve sorumluluklarin
neler oldugu, tasarimcinin hangi bilgilere sahip olmasi gerektigi ve gen¢ sinemacilarin bu stirecte
neler yapmasi gerektiginin alt1 ¢izilmektedir.
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Sound Design and Its Importance in Short Film Production

Yunus Namaz'

In short films, sound has an important place in supporting and advancing the narrative. Sound
refers to a structure that contains harmony and integrity with the image, has important functions
in telling a story effectively, and forms a perfect whole by bringing together various elements.
Regardless of the genre, when it comes to sound design in a short film production, titles or stages
such as ambient sounds, dialog, sound effects and music stand out. Each stage here shows that in
a good sound design, it is very important to connect the audience more to the story.

The aim of this study is to convey to young filmmakers how important sound design is in short
filmmaking. First of all, information about the theoretical framework, importance and stages of
sound design will be given. Then, an online interview was conducted with a person who works
professionally on sound design. The sound designer was interviewed on the elements of “ambient
sounds, dialog, sound effects and music”, the functions of these elements in production and post-
production, the narrative-sound relationship were recorded, and then the video interview was
analyzed.

In this context, the study explains the connections between the theory of sound design and the
level of its application, and provides guidance to young filmmakers based on the experiences of
sound designers. Thus, it underlines the duties and responsibilities of the sound designer in short
film production, what knowledge the designer should have and what young filmmakers should do
in this process.

Keywords: Short Film Production, Sound and Music, Sound Design, Sound Designer.
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