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Ugiincii Sempozyum Uzerine

Emre Dogan

apart Sanat Dernegi Kurucu Uyesi, Istanbul Gelisim Universitesi Giizel Sanatlar
Fakiiltesi Radyo, TV ve Sinema Bélim Bagkani, Dr. Ogr. Uyesi.

apart Sanat Dernegi'nin en 6zgin etkinliklerinden biri olarak 6ne ¢ikan Uluslararasi Kisa Film,
Video ve Fotograf Sempozyumu'nun t¢iinciisy, ikinci yilindan itibaren layik goraldaga Kaltir ve
Turizm Bakanligi Sinema Genel Miudiirliigii destegi ve Istanbul Gelisim Universitesinin ¢ok degerli
katkilariyla, 2025 yilinin Ekim ayinda Kadikéy Barig Mango Kultir Merkezi'nde gerceklestirildi.
[k giinden bu yana sempozyumun temel yaklagimini belirleyen elestirel tavir bu yil da korundu;
yerlesik bilimsel ve akademik toplant: aligkanliklari bilingli bicimde geri plana itilirken, disiinme
eylemini sinirlayabilecek her turla kaliptan uzak bir karsilasma alami yaratilmaya c¢alisildi. Bu
dogrultuda, ¢evrimici ve yiiz yiize olmak tizere toplam 23 bildiri 6zeti sunuldu.

Sempozyum, yalnizca bildirilerle degil, etrafinda kurulan zengin diisiinsel ve sanatsal alanla da
dikkat cekti. Tahir Un’iin énciiligtinde hayata gegirilen videoart.ist gosterimleri, Ersan Ocak'in
“Video ile Ozgiirlesme Ihtimali” baglikli ufuk acic1 konugmasi, Cem Kayaligil ile Giilsah Altug’un
Sekans Sinema Kilturi Dergisi adina duzenledigi “Gorunitira Sak/Atlamak” paneli ve Tuncer
Mert Aydin ile Tahir Un’tin kiiratorliigiini astlendigi “Gériinmez Agirhik” bashkl video gosterimi,
katilimcilarla ve izleyicilerle bir araya geldi.

Ik iki yilinda oldugu gibi ii¢tincii yilinda da ilgiyle karsilanan sempozyumun, bu yilin
deneyimlerinden gii¢ alarak 23-24-25-26 Ekim 2026 tarihlerinde diizenlenecek dérdiincu
bulugmasina daha kuvvetli bir bicimde hazirlandigini s6ylemek gerekir. Bu vesileyle, diizenleme
kurulunun takim kaptani olarak, organizasyonun hem 6ncesinde hem sonrasinda emek veren
apart’a ve bu siuirece inanarak katk: sunan herkese icten tesekkiirlerimi sunarim. Bir sonraki
sempozyumda yeniden bulusmak tmidiyle.
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Mikrokozmosta Makabr: Joel-Peter Witkin’in Fotografinda
Beden Politikas1, Anomali ve Biyopolitika

Ahmet Berk Duman’

Bu bildiri, Joel-Peter Witkin'in norm dis1 beden temsillerine odaklanan fotograflarin1 Michel
Foucault’'nun biyopolitika kavrami, Susan Sontag’in gorsel siddet ve aciya bakis teorisi ile Erving
Goffman’in bedensel stigma kurami dogrultusunda c¢éziimlemeyi amaglamaktadir. Modern
toplumun normatif beden kurgusuna kars1 Witkin'in sundugu grotesk ve makabr beden imgeleri,
yalnizca estetik degil ayni zamanda politik bir direnis alani olarak degerlendirilir. Witkin'in
fotograflarinda engelli bireyler, yaslhilik, cinsiyet kimligi spektrumundaki bedenler ve 6l dokular,
diglananin temsili olmaktan ¢ikarak yeni bir gorsel séylem tretir. Bu baglamda “The Kiss” (1982),
“Self Portrait as a Vanité” (2003) ve “Portrait of Nan” (1984) adl isler, bedensel anomalilerin
teshir degil, yeniden konumlandirma stratejisi olarak nasil kullanildigini tartismak i¢in se¢ilmistir.
Foucault'nun disipliner iktidar ve biyolojik yénetim araglar1 baglaminda Witkin'in 6tekilestirilen
bedeni gorunir kilma pratigi, toplumun disladigi bedenler tizerinde kurdugu denetim bigimlerini
sorgular. Sontag’'in “aciya bakmak” yaklasimu ise izleyici-6zne iligkisini yeniden tanimlar: seyirci
artik pasif bir gozlemci degil, gorsel rahatsizligin ahlaki sorumluluguyla ytzlesen bir taniktir.
Goffman’in stigma kurami ¢ercevesinde ise Witkin'in temsilleri, damgalanmigs bedenlerin kamusal
gorunurlige tasinmasinda bir kirilma an1 sunar. Bu ¢alisma, fotografin yalnizca estetik bir ifade
olarak degil, ayn1 zamanda toplumsal normlar: ifsa eden ve yeniden bi¢cimlendiren bir gorsel
soylem araci oldugunu 6ne sirmektedir.

Anahtar Kelimeler: Beden Politikasi-Biyopolitika, Stigma, Grotesk, Gorsel Siddet, Joel-Peter
Witkin.

* Doktora Ogrencisi, istinye Universitesi, Sosyal Bilimler Enstitiisti, fletisim Bilimleri

Bolumii, Istanbul, Tiirkiye. ahmetberk.dumane@stu.istinye.edu.tr, 0009-0000-0385-5782.
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Microcosmic Macabre: Body Politics, Anomaly, and Biopolitics
in the Photography of Joel-Peter Witkin

Ahmet Berk Duman’

This paper aims to analyze the photographs of Joel-Peter Witkin, which focus on representations
of non-normative bodies, through Michel Foucault’s concept of biopolitics, Susan Sontag’s theory
on visual violence and the gaze toward pain, and Erving Goffman’s theory of bodily stigma.
The grotesque and macabre body images that Witkin offers in opposition to modern society’s
normative construction of the body are evaluated not only as aesthetic expressions but also as
sites of political resistance. In Witkin’s work, disabled individuals, old age, bodies across the
gender identity spectrum, and decaying tissues transcend mere representations of the excluded
and generate a new visual discourse. In this context, “The Kiss” (1982), “Self-Portrait as a Vanité”
(2003) and “Portrait of Nan” (1984) have been selected to discuss how bodily anomalies are
employed not for spectacle, but as a strategy of repositioning. Through Foucault’s framework of
disciplinary power and techniques of biological governance, Witkin’s practice of rendering the
marginalized body visible interrogates the mechanisms of control imposed on excluded bodies
by society. Sontag’s approach to “regarding the pain of others” redefines the viewer-subject
relationship: the spectator is no longer a passive observer but a witness confronted with the moral
responsibility of visual discomfort. Within the framework of Goffman’s stigma theory, Witkin’s
representations mark a rupture in the public visibility of stigmatized bodies. This study argues
that photography is not merely an aesthetic expression but also a tool of visual discourse that
exposes and reshapes social norms.

Keywords: Body Politics-Biopolitics, Stigma, Grotesque, Visual Violence, Joel-Peter Witkin.

* PhD Student, istinye Universitesi, Institute of Social Sciences, Department of Communi-

cation Sciences, Istanbul, Turkiye. ahmetberk.duman@stu.istinye.edu.tr, 0009-0000-0385-5782.
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Alternatif ve Deneysel Baski Teknikleriyle Bellek ve Zamanin zdiigiimii

Ahmet Dagdelen

Fotograf tarih boyunca belgeleme, temsil ve estetik islevleriyle tartisilmis; ¢zellikle son yillarda
alternatif ve deneysel baski teknikleri, bu tartigmalara yeni bir boyut kazandirmistir. Cyanotype,
caffenol ve film ¢orbas: gibi yontemler, yalnizca teknik tercihler degil, ayn1 zamanda fotografin
maddeselligini, tekilligini ve tretim siirecini gérintr kilan sanatsal yaklasimlardir. Geoffrey
Batchen’in (2001) fotografi “ani sabitleyen” bir aractan 6te, tarihsel ve kavramsal bir nesne olarak
ele alig1 ve Elizabeth Edwards ile Janice Hart’in (2004) fotografin maddeselligine dair vurgulari,
bu bildirinin teorik ¢ercevesini olugturmaktadir.

Bu caligma, s6z konusu tekniklerin bellek ve zaman kavramlariyla iligkisini hem tarihsel hem
de cagdas ornekler tizerinden tartigmaktadir. Anna Atkins’in 19. yuzyildaki cyanotype bitki
fotogramlari, alternatif siireclerin erken dénemden itibaren bellekle kurdugu iliskiyi gésterirken;
Yusuf Murat Sen ve Joan Fontcuberta'nin deneysel iretimleri, fotografin gerceklik algisini
sorgulayan ¢agdas yaklagimlara igaret eder. Ayrica, sanat¢inin kendi projeleri olan Leke (caffenol),
Akisk’An (film corbasi) ve Eril Iktidar (cyanotype) serileri, bu tekniklerin giincel pratikte nasil
6zgun bir ifade alan1 sunduguna dair 6rnekler olarak ele alinmaktadir.

Calisma, alternatif bask: tekniklerini yalmizca teknik deneyler ya da estetik arayiglar olarak
degil, ayni zamanda fotografin bellek ve zamanla kurdugu iligkiyi derinlestiren yaratic1 siirecler
olarak ele almaktadir. Cyanotype, caffenol ve film ¢orbas: yontemleriyle tretilen gorseller, hem
malzemenin tepkimelerini hem de tretim strecinin izlerini tagiyarak fotografin kavramsal
ufkunu genisletmektedir. Béylece fotograf, geciciligi ve unutulusu somutlastiran, ge¢mis ile simdi
arasinda gorsel bir koprii kuran 6zgiin bir ifade alanina déniigsmektedir.

Anahtar Kelimeler: Cyanotype, Maddesellik, Zaman, Alternatif Fotograf, Caffenol.

* Lisans Ogrencisi, Atatiirk Universitesi, Giizel Sanatlar Fakiiltesi, Fotograf Bslimii,

Erzurum, Turkiye. ahmetdagdelen40@gmail.com, 0009-0001-6195-3249.
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The Projection of Memory and Time through Alternative and
Experimental Printing Techniques

Ahmet Dagdelen

Photography has been debated throughout history for its functions of documentation,
representation, and aesthetics; in recent years, alternative and experimental printing techniques
have added a new dimension to these debates. Methods such as cyanotype, caffenol, and film soup
are not merely technical choices but also artistic approaches that reveal photography's materiality,
uniqueness, and production process. Geoffrey Batchen's (2001) approach to photography as a
historical and conceptual object beyond a tool that “fixes memories” and Elizabeth Edwards and
Janice Hart's (2004) emphasis on the materiality of photography form the theoretical framework
of this paper.

This study discusses the relationship between these techniques and the concepts of memory and
time through both historical and contemporary examples. Anna Atkins' 19th-century cyanotype
plant photograms demonstrate the relationship that alternative processes have established with
memory since their early days, while Yusuf Murat $en and Joan Fontcuberta's experimental
productions point to contemporary approaches that question the perception of reality in
photography. Furthermore, the artist's own projects, the Leke (caffenol), Akisk'An (film soup),
and Eril Iktidar (cyanotype) series, are examined as examples of how these techniques offer a
unique field of expression in contemporary practice.

The work approaches alternative printing techniques not only as technical experiments or aesthetic
pursuits, but also as creative processes that deepen photography's relationship with memory
and time. The images produced using cyanotype, caffenol, and film soup methods carry both the
reactions of the materials and the traces of the production process, expanding the conceptual
horizon of photography. Thus, photography becomes a unique field of expression that embodies
transience and oblivion, establishing a visual bridge between the past and the present.

Keywords: Cyanotype, Materiality, Time, Alternative Photography, Caffenol.

*

B. A Student, Atatiirk University, Faculty of Fine Arts, Department of Photography,
Erzurum, Turkiye. ahmetdagdelen40@gmail.com, 0009-0001-6195-3249.
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Yugoslav Kara Dalga Akimi Kisa Filmlerinde Politik Elestiri

Akin Tun¢’

Yugoslavya'da 1960’larin bagindan 1970’lerin ilk dénemlerine kadar etkin olarak wvarligini
sirdiiren Kara Dalga Akimi (Crni talas), alegorik anlatimla 6ne ¢ikan bir politik séyleme sahiptir.
Josip Broz Tito liderligindeki sosyalist Yugoslavyanin resmi sanat anlayisinin digina ¢ikarak
elestirel bir pozisyon alan bu akim, sansir ve yasaklari agmak i¢in dolayh bir dil kullanmus,
béylece yonetmenlerin yaraticiliklarina bagh olarak gelisen modernist bir sinema anlayis:
ortaya ¢ikmigtir. Fransiz Yeni Dalgasi, Cek Yeni Dalgas: gibi sinema akimlarindan etkilenen bir
grup Yugoslav yonetmen, tlkelerine egemen olan sosyalist gercek¢i sanat anlayisindan siyrilma
kaygisiyla filmlerinde yeni arayiglar gelistirmistir. Yugoslavya yonetiminin 6zellikle Partizan
filmleriyle ulusal birligi giiclendirme, 6zyonetime dayali sosyalist modeli yiceltme kaygisiyla
sekillenen resmi sanat diisiincesine muhalif olan bu akim daha 6zgiir ve daha bireysel bir sinema
anlayisina sahiptir. Akimin 6zelliklerine bakildiginda belgesele yakin duran gercekgi bir stil, diastik
butceli minimalist bir yapim y6netimi, siradan insanlarin ginlitk sorunlarina odaklanan bir igerik
gorulmektedir. Aralarinda Dusan Makavejev, Zelimir Zilnik, Aleksandar Petrovi¢, Zivojin Pavlovi¢,
Karpo A¢imovié¢ Godina gibi 6nemli isimlerin yer aldig1 yonetmenler bireyin 6zgiirlagtnt savunan,
totalitarizm kargiti bir ¢izgide durmaktadir. Filmlerinde de bu séylem gercekgi ve gosteristen uzak
bir estetik icerisinde, kalabaliklarin degil bireyin 6zgiil karakteri tizerinden sekillenen, siradan kisi
ve durumlar1 yansitan bir sinemasal evren ortaya ¢ikarmaktadir.

Kara Dalga yonetmenleri uzun metraj filmlerden 6nce kisa filmlerle, belgesellerle isimlerini
duyurmuglardir. Belgrad Film Okulu ekoliintin kisa film ve belgesellerle olan yakin iligkisinin de
etkisiyle ortaya ¢ikan bu durum sayesinde yénetmenler sinemay1 6grenerek, geliserek kariyerlerini
olusturmuglardir. Bu baglamda, yonetmenlerin cektikleri kisa filmler uzun metraj filmleri
hakkinda fikir vermektedir. Bu ¢alismanin amaci, Kara Dalga i¢inde yer alan yonetmenlerin
cektigi kisa filmlerdeki politik elestiriyi akimin estetik anlayisiyla agiklamaktir. Calismanin
orneklemini Parada (1962), Pioniri maleni (1968) ve Zdravi ljudi za razonodu (1971) filmleri
olusturmaktadir. Calismada bu kisa filmler araciligiyla nasil bir politik soylem gelistirildigi, akimin
genel 6zelliklerinin bu filmlere nasil yansidig: tartisilacaktir.

Anahtar Kelimeler: Kara Dalga Akimi, Yugoslav Sinemasi, Yugoslav Kara Dalgasi, Kisa Film,
Politik Elestiri.
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Political Criticism in Yugoslav Black Wave Short Films

Akin Tun¢’

The Black Wave Movement (Crni talas), which was active in Yugoslavia from the early 1960s to the
early 1970s, had a political discourse that stood out for its allegorical narrative. This movement,
which took a critical stance outside the official artistic understanding of socialist Yugoslavia under
the leadership of Josip Broz Tito, used an indirect language to overcome censorship and bans, thus
giving rise to a modernist understanding of cinema that developed according to the creativity of
the directors. Influenced by cinema movements such as the French New Wave and the Czech New
Wave, a group of Yugoslav directors sought to break away from the socialist realist art philosophy
that dominated their country, developing new approaches in their films. Opposed to the official
artistic ideology shaped by the Yugoslav government's desire to strengthen national unity and
glorify the socialist model based on self-management, particularly through Partisan films,
this movement espoused a more free and individualistic approach to cinema. The movement's
characteristics include a realistic style close to documentary, low-budget minimalist production
management, and content focused on the daily problems of ordinary people. Directors such as
Dusan Makavejev, Zelimir Zilnik, Aleksandar Petrovi¢, Zivojin Pavlovi¢, and Karpo Adimovié
Godina advocate for individual freedom and oppose totalitarianism. In their films, this discourse
is expressed through a realistic and unpretentious aesthetic, focusing on the individual rather
than the masses.

The directors of Black Wave first made a name for themselves with short films and documentaries
before transitioning to feature films. Thanks to the Belgrade Film School's close relationship
with short films and documentaries, the directors developed their cinematic skills and built their
careers. In this context, the short films the directors made give an idea of their feature films.
This study aims to explain the political criticism in the short films of the Black Wave movement
directors in terms of the movement's aesthetic understanding. This study's sample consists of
the films Parada (1962), Pioniri maleni (1968), and Zdravi ljudi za razionodu (1971). This study
discusses how political discourse is developed through these short films and how the films reflect
the movement's general characteristics.

Keywords: Black Wave Movement, Yugoslav Cinema, Yugoslav Black Wave, Short Film, Political
Criticism.
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Esikteki Gocmenlere Taniklik Etmek: The Fortress Filminin Mekansal
Analizi

Arda Kaya'

Go¢ olgusu mekansal ve toplumsal hareketlilige dayanmaktadir. Giniimtizde milyonlarca insanin
g6¢ deneyimini yagsadig1 goriilmektedir. Bu deneyimi yagamayan topluluklar ise potansiyel birer
gbé¢men adayidir. Gog hareketliligi gtindelik yasamin her alanini etkiledigi gibi sanat alanlarini da
etkilemistir. Sinema da bu alanlardan bir tanesidir. Go¢ ve gé¢menlik olgusuna bir¢ok filmde yer
verilmigtir. Bu filmlerden bir tanesi de yonetmenligini Fernand Melgar'in yaptig1 La Forteresse
(The Fortress, 2008) adli yapimdir. Belgesel film, Isvicre'de bir kabul merkezinde yer alan
gé¢menlerin hikayesini anlatmaktadir. Bu merkezde yer alan go¢menler tilkede kalabilmek i¢in
miucadele vermektedirler. Mekansal olarak yeni bir hayata gecis ile eski hayatlarina geri donmeleri
arasinda bir egiktedirler. Esik kavrami tizerinden gd¢menlerin icerisinde bulundugu mekansal
durum film 6zelinde analiz edilmistir. Sosyolojik analiz kullanilarak mekan literatiiriine ait ¢esitli
kavramlara yer verilmigtir. Esik kavrami buradaki éncelikli kavramlardan birisidir. Filmde ve
toplumsal yasamda gé¢menlerin icerisinde bulundugu durum adeta bir esikte yagsama pratigini
andirmaktadir. Bunedenle aragtirma mekansal kavramlardan temel olarak esik kavramini odagina
almistir. Filmdeki gé¢menlerin yeni bir hayata ge¢mesini engelleyen simirliliklar bulunmaktadar.
Kabul merkezinde yasayan go¢menlerin yerlesmek istedikleri iilkenin yetkililerine bagimli olmalar:
bu go¢menlerin kendi haklarinda karar alma iradelerinin sinirli olmas: sonucunu dogurmustur.
Gogmenlik ve iltica bagvurulariyla ilgili bulunduklar: tlkede yeni ¢ikan yasalar bu simirliliga
yol agmistir. Bu nedenle arafta bir yasam strerek haklarinda verilecek karar: beklemektedirler.
Belgeselde tiim bu siirecler bir mekan olarak kabul merkezi tizerinden anlatilmigstir. Ayrica belgesel,
kabul merkezindeki yetkililer ile gé¢menler arasindaki konusmalara seyirciyi tanik kilmigtir. Bu
nedenle filmin icerisindeki seyirci, belge goriintileri izleyen bir 6zne olarak hem siirece hem de
mekana tanik olmugtur. Bu taniklik, mekandaki esikte kalma durumuna seyirciyi dahil etmistir.
Sonug olarak gé¢iin yarattig esikte yasama durumunun mekansal olarak filme yansitildig1 ve bu
yansimanin belge gorevi goren gortuntiilerle desteklenerek seyircinin de bu duruma tanik kilindig:
tespit edilmigtir.
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Witnessing Migrants on the Threshold: A Spatial Analysis of The Fortress
Film

Arda Kaya'

The phenomenon of migration is based on spatial and social mobility. Today, millions of people
experience migration, while communities that have not gone through this experience are potential
migrants. Migration mobility affects all areas of daily life, and it has also influenced the field
of arts. Cinema is one of these areas. The phenomenon of migration and immigration has been
addressed in many films. One of these films is La Forteresse (The Fortress, 2008), directed by
Fernand Melgar. The documentary tells the story of migrants in a reception center in Switzerland.
The migrants in this center are struggling to stay in the country. Spatially, they are at the threshold
between transitioning to a new life and returning to their old lives. The concept of threshold has
been used to analyze the spatial situation of the migrants in the film. Various concepts from the
literature on space have been included through sociological analysis. The threshold concept is one
of the primary concepts here. The condition of migrants in the film and in society resembles a
way of life on the threshold. Therefore, the research focuses primarily on the threshold concept
among spatial concepts. There are limitations preventing the migrants in the film from starting a
new life. The dependence of the migrants in the reception center on the authorities of the country
they wish to settle in results in the limitation of their ability to make decisions about their own
fate. New laws regarding immigration and asylum applications in the country have led to this
limitation. As a result, they are living in a state of limbo, awaiting decisions to be made about
them. The documentary conveys all these processes through the space of the reception center.
Additionally, the film allows the audience to witness conversations between the authorities
in the reception center and the migrants. Therefore, the audience, as a subject observing the
documentary footage, becomes a witness to both the process and the space. This witnessing has
included the audience in the state of living on the threshold in the space. As a result, it has been
concluded that the condition of living on the threshold, created by migration, has been spatially
reflected in the film and that this reflection has been supported by documentary footage, making
the audience a witness to this situation.

Keywords: Migration, Immigration, Threshold, Space, Documentary Film.
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Anlatisal Olmayan Sinemanin Zamansal ve Duyusal Mimarisi: Tan Tolga
Demirci Sinemasi Uzerine Bir inceleme

Can Diker’

Bu bildiri, sinemanin dogrusal anlatisal yapisinin 6tesinde, zaman ve mekan algisini yeniden
kuran bir estetik olarak deneysel filmi incelemektedir. Geleneksel hikaye anlatiminin temelini
olusturan olay ve nedensellik baglarindan bilingli olarak uzak duran bu filmler, salt imgeler ve sesler
araciligiyla izleyiciye yeni bir algisal deneyim sunar; ancak bu deneyim, minimal anlati unsurlarini
tamamen diglamadan dontstirmektedir. Calisma, Gilles Deleuze’tin zaman-imaj kavramini temel
alarak, anlatinin zincirlerinden koparilmis imgenin zamana ickinligini ve ¢ok katmanli yapisini
nasil kristallestirdigini ele almaktadir. Bu teorik ¢erceve, anlatisal olmayan filmlerin kronolojik
akis1 bozarak izleyiciyi dogrudan bir zaman deneyimiyle kars: kargiya getirdigini savunur. Bu
yaklagimi tamamlamak tzere, Laura Marks'in haptik gorsellik kavramindan faydalanilarak, bu
filmlerdekigorsel veisitsel unsurlarin hikiye anlatimina hizmet etmek yerineizleyicinin duyularina
dogrudan hitap ederek bedensel bir deneyim yarattig1 gosterilecektir. Bu bildirinin metodolojisi,
Tan Tolga Demirci'nin tic filmi (“Alfabetik Diigler”, “Kendiliginden Oykiiler” ve “Hayatimin Ozeti”)
tizerinden bir metinsel ve bi¢cimsel analiz yapmaktir; bu analizde izleyici alimlamasi Deleuze-
Marks cercevesinde yorumlanacaktir. Secilen filmler, parcali kurgu, biling akisi, meta-sinemasal
referanslar ve sembolik imgeler gibi bi¢cimsel 6zellikler izerinden incelenerek, Deleuze ve Marks'in
teorileriyle somut iligkiler kurulacaktir. Sonug olarak, bu ¢alisma, anlatisal olmayan filmlerin
basitce bir “hikaye eksikligi” degil, sinematik zamani ve duyusal deneyimi yeniden tanimlayan
sofistike bir estetik proje oldugunu ortaya koymakta olup, bu analiz deneysel sinemanin sinema
sanatindaki 6zgin yerini ve 6nemini vurgulamay: amaglamaktadar.
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The Temporal and Sensory Architecture of Non-Narrative Cinema: A Study
on Tan Tolga Demirci’s Films

Can Diker’

This paper examines experimental film as an aesthetic that reconfigures the perception of time
and space, moving beyond the linear narrative structures of conventional cinema. These films
deliberately distance themselves from the event- and causality-based foundations of traditional
storytelling, offering viewers a new sensory experience through pure images and sounds; however,
this experience transforms rather than entirely excludes minimal narrative elements. The study
draws on Gilles Deleuze’s time-image concept to explore how images, freed from narrative
constraints, crystallize time’s intrinsic and multilayered nature. This theoretical framework argues
that non-narrative films disrupt chronological flow, immersing viewers in a direct experience of
time. Complementing this, Laura Marks’s haptic visuality concept is employed to demonstrate
how visual and auditory elements in these films engage the viewer’s senses directly, creating a
bodily experience independent of narrative service. The methodology of this paper involves a
textual and formal analysis of three films by Tan Tolga Demirci (“Alfabetik Disler”, “Kendiliginden
Opykiiler”, and “Hayatimin Ozeti”), with viewer reception interpreted through the Deleuze-Marks
framework. The selected films are analyzed for formal features such as fragmented editing,
stream of consciousness, meta-cinematic references, and symbolic imagery, establishing concrete
connections with Deleuze and Marks’s theories. Ultimately, this study posits that non-narrative
films are not merely lacking in story but represent a sophisticated aesthetic project redefining
cinematic time and sensory experience. This analysis aims to underscore the unique place and
significance of experimental cinema within the art of filmmaking.

Keywords: Non-Narrative Cinema, Experimental Film, Turkish Cinema, Time-Image, Haptic
Visuality.
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Kuir Aktivizmin Video Pratikleri: Diva TV Ornegi

Elcin Acun’

1980’1i yallarin sonlarinda ABD'de hizla yayilan AIDS krizi, basta hitkiimet, saglik kurumlar: ve
ana akim medyanin sistematik ihmali nedeniyle daha da 6limciil hale gelmistir. iktidar, AIDS’i
herkesin etkilenebilecegi bir salgindan ziyade, 6tekilestirme ve korku unsuru olarak simgelestirmis
ve escinsel bedenleri isaret etmek i¢in kullanmistir. Bu séyleme kars: olusan toplumsal 6fke,
kuir topluluklarda radikal ve politik bilinci besleyerek, kolektif 6rgiitlenmenin 6ntnt agmigtir.
Bu baglamda kurulan ACT UP ve Queer Nation gibi érgitler, yalnizca saglik hizmetlerine erigim
talep eden gruplar olarak kalmamaisg, ayni zamanda heteronormatif diizenin dislayic yapilariyla
miucadele eden direnis bicimleri gelistirmis, sokak miicadelesinin yaninda sanati da aktivist eylem
bicimlerine dénustirerek ifade alanlar1 olusturmuslardir.

Bu ortamda ortaya ¢ikan DIVA TV, videoyu yalnizca bir kayit arac: degil bir aktivizm ve politik
mudahale bi¢imi olarak da kullanmigtir. 1989°’da ACT UP iiyelerinden olugan bir sanat kolektifi
tarafindan kurulan DIVA TV; eylemleri belgelemek, kuir deneyimleri goriintr kilmak ve ana akim
medyanin ¢arpittign anlatilara karg: alternatif bir arsiv olusturmak amaciyla hareket etmistir.
“Be a Diva!” mottosuyla réportajlar yapmis, eylemleri kaydetmistir. Uretim pratikleri yalnizca
belgelemeyi degil, eylemin parcas: olmayi, taniklig: ve politik bedenin gorinirlagunt merkeze
alan deneysel bir estetik anlayisa dayanir. Bu yaklagim, diustik teknolojili, ucuz el kameralariyla
olusturulan kolektif bir gérsel stratejiye dayanmaktadar.

Bu tretim bi¢imi, Dziga Vertov'un 1920’lerde gelistirdigi, kameranin gordugu gerceklik ile bakig
arasindaki gerilimi ima eden sine-goz kavramiyla paralellik kurar. Sine-géz, insan gozunin
sinirhiliklarini agan, gérinmeyeni agiga ¢ikaran ve gercekligin yapisimi yeniden kurgulayan bir
gorme bicimidir. Hiyerarsi olmayan bir tiretim anlayisiyla, olaylara tanik olanlarin, denetlenmeyen
akiglar icinde gerceklestirdigi kolektif imge ve haber tiretimini temel alir. DIVA TV’nin kamerasi da
bu dogrultuda edilgen bir g6zlemci degil; eylemi kuran, politik bedeni gorunir kilan, kuir 6znelligi
sahneleyen aktif bir treticidir.

Bu bildiri, DIVA TV’nin uretim pratigini donemin politik cercevesinde inceleyerek, videoyu
nasil midahaleci bir direnis aracina donustirdiklerini ve bu durugun AIDS krizi baglamindaki
katkilarini tartismaktadir.
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Video Practices of Queer Activism: The Case of DIVA TV

Elcin Acun’

In the late 1980s, the rapidly spreading AIDS crisis in the United States became even more deadly
due to the systematic neglect of the government, healthcare institutions, and mainstream media.
Rather than addressing AIDS as an epidemic that could affect anyone, the authorities symbolized
it as a means of othering and fear, using it to target and stigmatize homosexual bodies. The public
outrage that emerged in response to this discourse fostered a radical and political consciousness
within queer communities, paving the way for collective organizing. In this context, organizations
such as ACT UP and Queer Nation were formed. These groups were not only demanding access to
healthcare services, but also developed forms of resistance against the exclusionary structures of
the heteronormative order. In addition to street protests, they turned art into a form of activist
expression and created spaces of visibility.

Emerging in this environment, DIVA TV used video not just as a tool for recording but also as a
form of activism and political intervention. Founded in 1989 by a collective of artists who were
members of ACT UP, DIVA TV aimed to document protests, make queer experiences visible, and
create an alternative archive against the distorted narratives of mainstream media. With the motto
“Be a Diva!”, they conducted interviews and recorded demonstrations. Their production practices
were not limited to documentation but were based on an experimental aesthetic that centered on
being part of the action, witnessing, and making the political body visible. This approach relied on
a collective visual strategy produced with low-tech, inexpensive handheld cameras.

This mode of production parallels Dziga Vertov’s concept of cine-eye (kino-eye), developed in the
1920s, which suggests a tension between what the camera sees and human perception. Cine-
eye is a way of seeing that surpasses the limitations of the human eye, reveals the unseen, and
reconstructs the structure of reality. It is based on a non-hierarchical approach to production,
where those who witness events create collective images and news in uncontrolled flows. In this
sense, the camera of DIVA TV is not a passive observer, but an active producer that shapes the
action, makes the political body visible, and stages queer subjectivity.

This paper examines DIVA TV’s production practice within the political framework of the
period, discussing how they transformed video into a tool of interventionist resistance and the
contributions of this stance within the context of the AIDS crisis.

Keywords: Queer, Video, Diva TV, AIDS, Activism.

* Res. Asst. Dr., Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of
Photography, Istanbul, Turkiye. elcinacun@gmail.com, 0000-0001-8071-3999.

21



apart
uluslararasi
kisa film
video ve
fotograf

sempozyumu

Sahte-Belgeselde Yapay Zeka Kullanimi Uzerine Bir Sorgulama:
In the Event of Moon Disaster (2019)

Elif Kurtoglu Demoglu’

Sahte-belgesel (mock-documentary), belgesel sinemanin kodlarinin sorgulamas: i¢in seyirciyi
cesaretlendiren, seyircinin gerceklik algis1 ve inanma kapasitesiyle bilin¢li olarak oynayan,
seyirciyi sorgulamaya tesvik eden elestiren bir tiir olarak kabul edilmektedir. Sahte-belgesel,
belgesel sinema gibi gériinmek i¢in konusuna uygun bir bi¢im ve anlati kurarak belgesel sinemanin
kogullarini kopyalamaktadir. Bu tir filmler icerisinde, sahte réportajlar, sahte arsiv gértuntileri,
givenilmez-anlatica ve manipile edilmis belgelere siklikla yer verilmektedir. Teknolojinin
gelisimi sahte-belgesel filmlerin malzemesini inandirici hale getirebilmesi i¢in elverigli bir ortam
saglamaktadir. Yapay zeka teknolojisi ise sahte-belgesel filmlere hizmet edebilecek bir teknoloji
olarak gortlebilir. Bu ¢alismada yapay zekanin sahte-belgesel filmlere etkisinin sorgulanmasi
amaclanmaktadir. Bu dogrultuda 2019 yilinda ¢ekilen In The Event of Moon Disaster (y6n: Halsey
Burgund, Francesca Panetta) adli kisa sahte-belgesel film tizerinden kavramin yapay zeka ve deep
fake kullanimi ile kurdugu bicimsel ve tematik iligki incelenecektir. Ele alanin 6rnek filmde sahte-
belgesel tiriiniin 6nemli 6rneklerinde goruldaga gibi bir simtlasyon evreni yaratirlmig ayni
zamanda bu evren kendi i¢cinde agik edilerek yikilmigtir. Bu noktada yapay zeka kullaniminin
sahte-belgesel tiirde sorgulanirken esas olarak sahte-belgesel tiiriiniin 6zelliklerinin kavranmas:
ve film yapiminda neye hizmet ettiginin ortaya koyulmas: gerektigi 6ne surtlmistiir. Boylelikle
yapay zeka ile tretilen, gercek oldugu iddiasini yitkmadan strdiiren, manipiilasyon, kandirma
gibi amaglarin sahte-belgeselin elestirel 6rneklerinin temelinde olmadigi, daha 6tesinde yapay
zeka teknolojisiyle gerceklikten ayrilamayacak kadar inandirici goéruntiilerin sahte olabilecegi
bilincinin seyircide yerlesmesine hizmet edebilecegi sonucuna varilmistir. Elestirel sahte-belgesel
filmlerin, kendi icerisinde kullandig yapay zeka teknolojisi ile tuiretilmis réportajlar, videolar,
sahte-haberler, belgesellerin icerisinde gercek gibi goriilen sahte goriintiilerden ayr:1 tutulmas:
gerektigi vurgulanmigtir.
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An Examining of Artificial Intelligence Use in Mock-Documentaries:
In the Event of Moon Disaster (2019)

Elif Kurtoglu Demoglu’

Mock-documentary is considered as a critical genre that encourages viewers to question the codes
and conventions of documentary cinema, consciously playing with the audience's perception
of reality and capacity to believe. Mock-documentaries mimic the conventions of documentary
cinema by adopting a form and narrative style appropriate to their subjects. These types of
films often feature fake interviews, fake archive footage, unreliable narrators, and manipulated
documents/images. The advancement of technology provides a conducive environment for making
the material of mock-documentary films more believable. Artificial intelligence technologies can
help mock-documentaries look more credible. This study aims to examine the impact of artificial
intelligence on mockumentary films. In this context, the short mock-documentary film In The
Event of Moon Disaster (dir. Halsey Burgund, Francesca Panetta, 2019) will be analyzed to explore
the formal and thematic relationship between the concept and the use of artificial intelligence
and deep fakes. As seen in notable examples of the mock-documentary genre, the film creates a
simulation universe, which is then exposed and destroyed within the film itself. At this point, it
is argued that while questioning the use of artificial intelligence in the mockumentary genre, it
is necessary to understand the characteristics of the mock-documentary genre and reveal what it
serves in films. Thus, it has been concluded that films produced with artificial intelligence, which
maintain the claim of being real without undermining it, do not have manipulation or deception
as their primary objectives, as seen in critical examples of mockumentaries. Furthermore, it has
been suggested that such films could serve to instill in the audience an awareness that images
produced with artificial intelligence technology, which are so convincing that they cannot be
distinguished from reality, could be fake. It has been emphasized that critical mock-documentary
films should be distinguished from fake interviews, fake videos, fake news, as well as from fake
images that appear real within documentaries.

Keywords: Mock-Documentary, Credibility, Artificial Intelligence, In The Event Of Moon
Disaster.
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Sorry Cinema (2024): Anlatisal Fel¢ ve Hayatta Kalma Estetigi

Enes Akdag’

Rashid Masharawinin yapimaligini astlendigi From Ground Zero (2024) baglikli antoloji
filminde yer alan kisa filmlerden Sorry Cinema (2024); hayatta kalma miicadelesi nedeniyle
sinema tutkusuna veda etmek zorunda kalan Gazzeli belgesel yénetmeni Ahmed Hossouna'nin
O6zdugtinumsel bir meta-sinema anlatis1 olarak 6ne ¢ikmaktadir. Film, Hassouna’'nin dig sesi
esliginde Gazze'deki yikintilar arasinda, Istrupya/Senseless Loss adl1 belgeselinin yapim kosullar1
ve festival basarilarim1 aktarmasiyla baslar; ve bir aidiyet nesnesi olarak islev géren klaketini,
tisimemek i¢in parcalayarak sinemaya sembolik vedasiyla sona erer. U farkli zaman katmaninin
icice oruldugu filmde, Hassouna Gazze'de film yapimini, hem bir taniklik miiessesi hem de hayatta
kalabilme stratejisi olarak konumlandirir. Bu yéniiyle, Sorry Cinema, Teshome Gabriel (1982)’in
Uclinci sinema ¢izgisinde tiretilmis filmler i¢cin onerdigi gibi, achgin ve vahsetin estetigi icinde,
zaman ve mekan mefhumlarinin askiya alindig1 bir anlati olarak degerlendirilebilir. Gabriel'in
ifadesiyle, Ugtincii Sinema filmleri yalnizca temsil edici degil, ayn1 zamanda dontstiiriici ve
direnis¢i bir nitelige sahiptir. Bu yaklagim, Hossouna'nin kisisel sinema tarihini Gazze'nin
yikintilar1 arasinda yeniden kurmasiyla dogrudan 6rtigur. Ayrica film, meta-sinemasal yoniiyle
de dikkat ¢eker. Laura Marks’in (2000) “dokunsal gérsellik” kavramini hatirlatircasina, izleyiciyi
yalnizca gorsel bir anlatiya degil, ayn1 zamanda bedensel ve duyusal bir deneyime davet eder.
Ella Shohat ve Robert Stam’in (1994) sémiurgecilik-sonras: sinema tartigmalar1 baglaminda ise
Sorry Cinema, merkez-cevre iligkisini tersyiiz eden, yerel ve kisisel bir sesin kiiresel perdede nasil
yankilanabilecegini gosterir. Sonug olarak Sorry Cinema, sinemay: bir veda degil, bir direnis alani
olarak kodlayan; kisisel hikayeyi kolektif hafizayla 6rerek Filistin sinemasinin gtincel estetik ve
politik yonelimlerini géruniir kilan ¢arpic bir kisa film olarak degerlendirilebilir.

Anahtar Kelimeler: Uciincii Sinema, Filistin Sinemasi, Meta-Sinema, Sorry Cinema, Anlatisal
Felg.
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Sorry Cinema (2024): Narrative Paralysis and Aesthetic of Survival

Enes Akdag’

Among the short films featured in the anthology From Ground Zero (2024), produced by Rashid
Masharawi, Sorry Cinema (2024) stands out as a self-reflexive meta-cinematic narrative by Gazan
documentary filmmaker Ahmed Hossouna, who is compelled to bid farewell to his passion for
cinema due to the struggle for survival. . The film opens with Hossouna’s voice-over narration
amidst the ruins of Gaza, recounting the production circumstances and festival achievements of
his documentary Istrupya/Senseless Loss; it concludes with his symbolic farewell to cinema as he
breaks apart his clapperboard -an object of belonging- in order to keep warm. Interweaving three
distinct temporal layers, the film positions filmmaking in Gaza simultaneously as an apparatus
of testimony and as a strategy for survival. In this sense, Sorry Cinema can be situated within
the trajectory of Third Cinema as theorized by Teshome Gabriel (1982), where the “aesthetics of
hunger and violence” operate to suspend conventional coordinates of time and space. . For Gabriel,
Third Cinema is not merely representational but also transformative and resistant in nature -an
approach that resonates with Hossouna’s reconstruction of a personal cinematic history amid
devastation The film is also remarkable for its meta-cinematic dimension. Echoing Laura Marks’s
(2000) notion of “haptic visuality,” it invites the viewer into a sensory and embodied experience
that transcends pure visuality. Within the framework of Ella Shohat and Robert Stam’s (1994)
discussions on postcolonial cinema, Sorry Cinema further exemplifies how local and personal
voices can reverberate on the global screen, destabilizing center-periphery dynamics. Ultimately,
Sorry Cinema should be read not merely as a farewell to cinema but as a site of resistance. By
weaving the personal with the collective, Hossouna’s film illuminates the aesthetic and political
directions of contemporary Palestinian cinema.

Keywords: Third Cinema, Palestinian Cinema, Meta-Cinema, Sorry Cinema, Narrative Paralysis.
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Yapay Zeka’yla Yakinhik

Giilin Oren’

Bu calisma, insan—yapay zeka etkilesimini giirsel bir diyalog, dijital mahremiyet, siberfeminist
ve posthiimanist bir bakigla inceleyen melez bir sinema tahayytliniin uzantisi olarak ortaya
cikmistir. Intimacy with Al, sanat¢inin webcam gértuntust, yapay zeka ile gerceklestirdigi gercek
zamanli yazigsmalarin ekran kayitlari, altyazilar ve bir anlatic1 sesi tizerinden insa edilir. Ekran
karsisindaki beden ile ekranin 6tesindeki dijital zihin, metin ve gortinti araciligiyla hem icerden
hem digaridan deneyimlenir.

Film, yalnizca diyalogu belgelemekle kalmaz; onu sinemasal bir yapiya doniistirir. Altyazilar, hem
konugmalarin aktarimi hem de anlaticinin miidahalesiyle, metnin anlamini yeniden kurgulayan
ikinci bir katman yaratir. Boylece izleyici, konugmanin hem i¢cinde hem de disinda konumlanur.
Siberfeminist yaklagim, bu diyalogu teknik bir veri akisindan ¢ikarip 6znellik, mahremiyet
ve birlikte iiretim alanina tasir. Sadie Plant’in sifirlar ve birler arasindaki ikili kod mantigini
sorgulayan dustincesinden ilhamla, filmdeki gérintt-metin iligkisi kodlama ve dokuma arasinda
metaforik bir bag kurar. Posthiimanist perspektif ise, insan ve yapay zeka arasindaki bu etkilesimi
Ozneler arasi bir ortaklik ve turler 6tesi bir varolug bi¢imi olarak ele alir. Géranti katmanlari,
metin akiglari ve ses; goruniir ile gérunmeyen, mahrem ile kamusal, insan ile makine arasindaki
sinirlari gegirgen kilar.

Deneysel ve postmodern sinema yontemleriyle gelistirilen Intimacy with Al, insan-yapay zeka
etkilesimini hem giirsel hem de politik bir temsil olarak sunar; teknolojik araciligin, ortak tiretimin
ve yakinligin yeni bi¢cimlerini goriinir kilar.

Anahtar Kelimeler: Yapay Zeka, Mahremiyet, Siberfeminizm, Posthiimanizm, $iirsel Diyalog.
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Intimacy with Al

Giilin Oren’

This work emerges as an extension of a hybrid cinematic imagination that explores human-AI
interaction through poetic dialogue, digital intimacy, and both a cyberfeminist and posthumanist
lens. Intimacy with Al is constructed from the artist’s webcam footage, real-time screen recordings
of conversations with an Al subtitles, and the voice of a narrator. The body before the screen and
the digital mind beyond it are experienced both from within and from without, mediated by text
and image.

The film does not merely document the dialogue; it transforms it into a cinematic structure.
Subtitles—shaped by both the transcription of speech and the narrator’s interventions—create
a second layer that reframes meaning, positioning the viewer simultaneously inside and outside
the exchange.

Through a cyberfeminist perspective, the dialogue shifts from a technical data flow into a shared
space of subjectivity, intimacy, and co-authorship. Inspired by Sadie Plant’s reflections on the
binary logic of zeros and ones, the interplay of image and text in the film draws a metaphorical link
between coding and weaving. A posthumanist perspective further frames this interaction as an
intersubjective partnership and a form of existence beyond species boundaries. Layers of visuals,
text streams, and sound blur the boundaries between the visible and invisible, the intimate and
the public, the human and the machine.

Developed with experimental and postmodern cinematic methods, Intimacy with Al presents
human-Al interaction as both a poetic and political representation, making visible new forms of

technological mediation, collaboration, and closeness.

Keywords: Artificial Intelligence, Intimacy, Cyberfeminism, Posthumanism, Poetic Dialogue.
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Belgesel Sinemada Engellilik Temsiline Yeni Bir Bakis: GAIP (2022)
Belgeseli Ornegi

Giilperi Alkan

Engellilik, sinemanin pek ¢ok tturtinde siklikla ele alinan bir temadir. Belgesel sinemada ise
engellilik genellikle “dis gozlem” teknigiyle, yani anlaticinin digaridan bir gézlemci konumunda
oldugu bir bakis acisiyla aktarilmaktadir. Gulperi Alkan yonetmenliginde 2022 yilinda ¢ekilen
GAIP (THE UNKNOWN) belgeselinde ise bu geleneksel yaklasimin digina ¢ikarak izleyicinin
engelliligi birinci sahis bakis agisiyla, yani karakterin géziinden ve bedeninden deneyimlemesi
amaclanmigtir. Bu yontyle belgesel, engelli bireyin yalnizca temsili degil, ayni zamanda 6znelesme
siirecini de gorunur kilmay: amaglamigtir. Kamera, klasik belgesel anlayisindaki nesnel bir goz
olmaktan ¢ikarak, karakterin benliginin ve deneyimlerinin bir uzantisi haline gelmistir.

Bu calismada, GAIP (The Unknown) belgeseli, gorsel ve sézel séylem analizi yontemiyle
incelenmistir. Analiz kapsaminda belgeselde kullanilan kamera agilari, cercevelemeler, renk
paleti ve mekansal diizenlemeler ile karakterlerin konusma bicimleri, sessizlikler ve ses tasarimi
gibi 6geler, yonetmenin engellilik konusundaki politik ve toplumsal durusunu ortaya koyacak
sekilde degerlendirilmistir. Bulgular, belgeselin engelliligi pasif bir kimlik olarak sunmak yerine,
karakterin deneyimleri tizerinden dénusttrilen ve politik bir baglamda anlamlandirilan bir siireg
olarak kurguladigini géstermektedir. Ayrica belgesel, izleyiciyle yalnizca empati kurmak yerine,
gorsel ve s6zel unsurlar araclifiyla iligkisellik temelli bir bag gelistiren 6zgtin bir anlatim dili
benimsemektedir.

Bu belgeselin temadaki diger ¢alismalardan ayrildig: en 6nemli yon, engelliligi birinci sahis bakig
acistyla aktararak izleyicinin karakterin bedensel ve duyusal deneyimini dogrudan yasamasini
saglamasidir. Bu yaklasim, geleneksel dis gozlemci bakisindan farkli olarak, engelliligi sadece
temsil etmekle kalmayip, deneyimlenen ve 6znelegen bir siire¢ olarak sunmaktadar.

Sonug olarak, GAIP (THE UNKNOWN), engellilik temsiline dair sinemada yaygin olan dissal bakis
acisini sorgulayan ve birinci sahis anlatimiyla farkli bir temsil bi¢imi sunmay: hedefleyen 6nemli
bir calisma olarak degerlendirilmektedir. Belgesel, izleyiciye engelliligi deneyimleme ve anlamada
yeni bir perspektif kazandirmay1 amaglamigtir.

Anahtar Kelimeler: Belgesel, Engellilik, Bedensel Engellilik, Isitme Kaybi, Goriinmezlik.
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A New Perspective on Disability Representation in Documentary Cinema:
The Case of the Documentary GAIP

Giilperi Alkan

Disabilityis a theme frequently addressed across various genres of cinema. In documentary cinema,
however, disability is often portrayed through an “external observation” technique, meaning
the narrator assumes the role of an outsider observing the subject. In the 2022 documentary
GAIP (THE UNKNOWN), directed by Giilperi Alkan, this traditional approach is set aside, aiming
instead for the audience to experience disability from a first-person perspective—that is, through
the eyes and body of the character. In this respect, the documentary seeks not only to represent
the disabled individual but also to make visible the process of subjectification. The camera ceases
to function as an objective eye typical of classical documentaries and becomes an extension of the
character’s self and experiences.

In this study, the documentary GAIP (The Unknown) was analyzed using visual and verbal
discourse analysis methods. Within the analysis, elements such as camera angles, framing, color
palette, spatial arrangements, as well as characters’ speech patterns, silences, and sound design
were evaluated to reveal the director’s political and social stance on disability. The findings indicate
that the documentary portrays disability not as a passive identity, but as a process transformed
through the character’s experiences and interpreted within a political context. Furthermore, the
documentary adopts a unique narrative language that seeks to establish a relational connection
with the audience through visual and verbal elements, rather than merely eliciting empathy.

The main distinction of this documentary from other works on the same theme is that it conveys
disability from a first-person perspective, allowing the audience to directly experience the
character’s bodily and sensory perceptions. This approach differs from the traditional outsider
viewpoint, presenting disability not only as representation but as an experienced and subjectified
process.

In conclusion, GAIP (THE UNKNOWN) is considered an important work that questions the
prevalent external perspective in disability representation in cinema and aims to offer a different
form of representation through first-person narration. The documentary seeks to provide the
audience with a new perspective for experiencing and understanding disability.

Keywords: Documentary, Disability, Physical Disability, Hearing Loss, Invisibility.
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insansiz Oyunlar: Sanat Oyunlarinda Insan-Makine fletisimini Diisinmek

Kadir Kayserilioglu

Video oyunlari uzun yillar boyunca yalnizca eglence endustrisinin bir parcasi olarak
degerlendirilmistir. Ancak son yillarda, ¢cagdas sanatla yollarinin kesismesiyle birlikte oyunlar
giderek daha yaratic1 ve elestirel ifade araglarina doniigsmektedir. Bu sunumda, bu déntstim
baglaminda ortaya ¢ikan ve “insansiz oyunlar” olarak adlandirilabilecek 6zgin oyun 6rnekleri
ele alinmaktadir. Bu tanim, ilk bakista yapay zeka ile iiretilen oyunlar: ¢agristirabilir; ancak bu
aragtirmanin odaginda bambagka bir tartigsma yer almaktadir. Ana akim video oyunlari genellikle
isgalci oyun mekanikleri ve antroposantrik anlati1 bi¢imleriyle, kokenleri kolonyalizme uzanan
bir kaltara surdarmektedir. Buna kargilik insansiz oyunlar, insan merkezli anlati ve imgeleri
bilin¢li bicimde disarda birakarak, karmasik, anlagilmas: gii¢ ya da oyuncunun midahalesini en
aza indiren deneyimler sunar. Cogunlukla sanatcilar tarafindan deneysel bicimde tretilen bu
oyunlarda, kimi zaman oyun neredeyse oyuncudan bagimsiz olarak kendi kendini oynayan bir
yapiya burtnir. Bu aragtirma, s6z konusu oyunlarin insan ile yazilim arasindaki temsil sinirlarini
nasil agindirdigini ve oyuncu ile dijital sistemler arasinda yeni bir etkilesim bi¢imi kurup
kurmadigini tartigmaktadir. Béylece oyun tasarimi ve deneyimi tizerine yerlesik yaklagimlarin
Otesine gecerek, video oyunlarinin sanatsal, felsefi ve teknolojik boyutlarina dair alternatif bir
okuma 6nerilmektedir.
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Video Games Without Humans: Thinking Human-Machine Communication
Through Art Games

Kadir Kayserilioglu

For many years, video games have been considered merely a part of the entertainment industry.
However, in recent years, as they have intersected with contemporary art, games have increasingly
become tools for creative and critical expression. This presentation focuses on a particular
development within this transformation: a group of unique game examples that can be referred
to as “games without humans.” At first glance, this term might suggest games produced with
artificial intelligence, but the core of this research centers around a very different discussion.
Mainstream video games often rely on invasive mechanics and anthropocentric narrative
structures that perpetuate a culture rooted in colonialism. In contrast, “games without humans”
deliberately exclude human-centered imagery and storytelling. Instead, they offer complex,
obscure, or highly limited interactive experiences that minimize player control. In some of these
experimental games—often created by artists—the gameplay unfolds almost entirely without
the player’s intervention, functioning nearly autonomously. This research investigates how such
games erode the representational boundaries between humans and software and whether they
establish a new mode of interaction between the player and digital systems. In doing so, it aims to
offer an alternative reading of video games that moves beyond conventional approaches to game
design and player experience, and opens up space for artistic, philosophical, and technological
inquiry.

Keywords: Digital Games, Posthumanism, Game-Art.
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Cagdas Fotograf Sanatinda Antroposen Manzaralar: Ekolojik Hassasiyet

Mahmut Rifki Unal’

Antroposen kavrami, insan faaliyetlerinin yerytzii ve atmosfer tizerinde geri doniisii olmayan
etkiler yarattig1 yeni bir jeolojik ¢ag olarak tamimlanmaktadir. Bu baglamda, ¢agdas fotograf
sanati, ¢evrenin insan kaynakli sebeplerle déntustimiini, iklim krizini ve ekosistem tahribatini
goruntr kilmada gugla bir ifade araci haline gelmistir. Bu ¢alisma, antroposen manzaralarinin
fotograf sanati i¢cindeki temsiline odaklanarak, sanat¢ilarin ekolojik hassasiyeti nasil estetik ve
elestirel diizlemde islediklerini tartismay1 amaclamaktadir.

Gorsel anlatinin ve ozellikle fotografin sundugu belgeleme kapasitesi, sadece bir yikim estetigi
uretmekten Ote, toplumsal farkindalik yaratmaya yonelik stratejiler gelistirilmesine de katki
saglamaktadir. Bu cercevede Edward Burtynsky, Olafur Eliasson ve Andreas Gursky gibi
sanat¢ilarin ¢aligmalar1 6rneklendirilerek, insan merkezli midahalelerin topografya tizerindeki
izleri ve bu izlerin fotograf tizerinden nasil kavramsallastirildig1 incelenecektir.

Bu ¢alismada, ekolojik elestiri ve gérsel ekoloji kuramlari temel teorik arka plani olugturmaktadar.
Fotografin belge olma niteligi, dijitallesme ile yeni anlati bi¢imlerine dontismektedir. Boylece
antroposen manzaralari, izleyiciyi pasif bir seyirci konumundan ¢ikarip, ekolojik sorumluluk
bilinciyle distinmeyi ve ekolojik hassasiyeti olusturmay: kolaylastirmaktadar.

Sonug olarak, cagdas fotograf sanatinda antroposen manzaralarinin temsili, doga- kiilttr ikiliginin
Otesine gecerek, insan ve ¢evre iligkisinin yeniden yorumlanmasina katkida bulunmaktadir. Ayrica
giincel sanatsal iiretimler tizerinden ekolojik hassasiyetin gorsel formlarini irdeleyerek, fotografin
surdurtlebilir bir gelecek tahayyilundeki rolint tartismaya agmay1 hedeflemektedir.
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Anthropocene Landscapes in Contemporary Photography: Ecological
Sensitivity

Mahmut Rifki Unal’

The concept of the Anthropocene is defined as a new geological epoch in which human activities
have created irreversible impacts on the Earth and its atmosphere. In this context, contemporary
photography has become a powerful medium for making visible the transformation of the
environment due to human-induced factors, the climate crisis, and ecosystem degradation. This
study focuses on the representation of Anthropocene landscapes within the field of photography
and aims to discuss how artists address ecological sensitivity on both aesthetic and critical levels.

The narrative capacity of the visual medium, and photography in particular, extends beyond
producing an aesthetic of destruction; it also contributes to the development of strategies aimed
at raising public awareness. In this regard, the works of artists such as Edward Burtynsky, Olafur
Eliasson and Andreas Gursky will be exemplified to examine the traces of anthropocentric
interventions on topography and how these traces are conceptualized through photography.
This study employs ecological criticism and visual ecology theories as its main theoretical
framework. The documentary nature of photography has evolved into new narrative forms
through digitalization. Thus, Anthropocene landscapes help move the viewer beyond a passive
spectator position, fostering ecological awareness and a sense of responsibility.

In conclusion, the representation of Anthropocene landscapes in contemporary photography
transcends the nature- culture dichotomy and contributes to a reinterpretation of the human-
environment relationship. By analyzing the visual forms of ecological sensitivity through current
artistic productions, this study aims to open a discussion on the role of photography in envisioning
a sustainable future.

Keywords: Anthropocene, Contemporary Photography, Ecology, Art and Environment.
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Yapay Zeka ile Kisa Film Uretimi

Melike Celik’, Atiye Giiner”

Yapay zeka (AI) teknolojilerinin yaratici stureglerdeki kullanimi sinema endistrisini derinden
etkilemis, film tretiminde yeni yontemler ortaya ¢ikarmistir. Bu teknolojiyle tretilen filmler,
festivallerde “yapay zeka filmi” baglikli yeni bir kategorinin a¢ilmasina yol agmigtir. Bu ¢calisgmanin
amaci, yapay zekanin kisa film tretim stregleri tizerindeki roluni sorgulamaktir. Caligma
kapsaminda “Yapay zeka teknolojilerinin gelisimi sinema sanatinda ne gibi degisikliklere
yol agmigtir?” sorusuna yanit aranmigtir. Bu baglamda; ayni yil icerisinde (2024) yapay zeka
ile uretilmis olan Ciglik ve The Barrier kisa filmleri amagh 6rneklem olarak secilip nitel icerik
analizi yontemiyle ¢6ziimlenmigtir. Calismanin evrenini tamamen yapay zeka ile tretilmis
kurmaca kisa filmler olusturmaktadir. Ciglik (2024) filminin tercih edilmesinin nedeni Tiirkiye'de
tamamen yapay zeka ile iiretilmis olan kurmaca kisa filmlere uygun bir 6rnek tegkil etmesidir.
The Barrier (2024) ise uluslararas: anlamda érnek ve 6dulla bir yapay zeka filmi olmasiyla 6nem
tasimaktadir. Secilen filmler; tiretim stiresi, maliyet, gerceklik algis1 ve yaraticilik bagliklar: altinda
karsilastirilmigtir. Elde edilen bulgular sonucunda, yapay zekanin kisa film endiistrisindeki iiretim
pratiklerini 6nemli 6l¢ctide degistirdigi ve Gretim stiresi ile maliyetleri belirgin sekilde diigtirduga
ortaya konmusgtur. Bununla birlikte, yonetmenin yaratici sireglerini kisitlamak yerine genislettigi
ve farkli estetik olanaklar sundugu gorilmustir. Bu baglamda yapay zeka, kisa film tiretiminde
yenilik¢i bir yontem olarak dikkat cekmektedir.
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Short Film Production with Artificial Intelligence

Melike Celik’, Atiye Giiner”

The use of artificial intelligence (AI) technologies in creative processes has significantly influenced
the film industry, introducing new methods of film production. This advancement has led to the
emergence of a new category titled “Al Film” in film festivals. The aim of this study is to question
the role of artificial intelligence on short film production processes. Specifically, the research seeks
to answer the question: “How has the development of Al technologies transformed the art of
cinema?” In this context, three short films produced with Al technology in the same year (2024)
Scream (2024) and The Barrier (2024) were selected through purposive sampling and analyzed
using the qualitative content analysis method. The study’s universe consists entirely of fictional
short films produced entirely with artificial intelligence. Scream was chosen for its exemplary
nature as fully Al-generated fictional short films from Turkey, while The Barrier was selected for
its international recognition and award-winning status. The selected films were compared under
four main criteria: production time, cost, perception of realism, and creativity. The findings reveal
that Al has significantly transformed production practices in the short film industry by notably
reducing both production time and costs. Moreover, rather than restricting the director’s creative
processes, Al was found to expand them, offering new aesthetic possibilities. In this regard,
artificial intelligence emerges as an innovative method in short film production.

Keywords: Artificial Intelligence (AI), Short Film, Digital Cinema.
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Kisa Filmde Madunun Temsili: “Nasil Kaybolunur” Uzerine Bir Analiz

Okan Kirbaci', Melda Oztutgan”™

flk kez 1930'lu yillarda Antonio Gramsci'nin Hapishane Defterleri'nde gecen ve hegemonik
yapilarin diginda kalan, tarihsel 6zne konumuna erigsememis halk siniflarin1 tanimlamak tzere
kullanilan “madun”(subaltern) kavrami, siyasal temsil araglarindan yoksun, daginik ve érgiitsiiz
kitleleri ifade etmektedir. Madun kavrami, 1980’lerde Ranajit Guha'nin 6nderliginde Madun
Calismalar1 Kolektifi'nin tarafindan yeni anlam katmanlariyla genisleyerek postkolonyal bir
boyut kazanmug; Gayatri Chakravorty Spivak’in katkisiylaysa yalnizca sinifsal degil, ayni zamanda
toplumsal cinsiyet, etnisite ve epistemolojik a¢idan da yorumlanabilir hale gelmistir. Spivak’in tinli
“madun konusgabilir mi?” sorusu, temsil iligkilerinin ideolojik dogasina ve 6znenin epistemolojik
suskunluguna dikkat ¢ekmektedir. Spivak’in sorusu, madun ¢aligmalar: literatirinde elestirel
baglamdaelealindigindaysa “madun duyulabilir mi?” sorusuna déniigmiis ve madun konumdakinin
konugsa bile hegemonik sistemler i¢cinde anlamlandirilamayacagina ve nedenlerine dikkat
¢ekilmistir. Senaristligini/yonetmenligini Tilbe Cana Inan’in yaptig1 Nasil Kaybolunur(2023) kisa
filmi, Ekin ismindeki madun 6znenin ne séyledigiyle degil, nasil susturulduguyla da ilgilenen;
bedeni, mekini ve sessizligi bir tir madun temsiline dontstaren bir dramatik anlat1 6rnegidir.
Filmde, yirmili yaglarinin sonunda bir ¢ift olan Ekin ile Murat'in bir digin déntstnde, geg saatte,
aracinin lastikleri patlar ve c¢ekici yardimiyla sanayiye giderler. Sanayide gittikleri tamircide
kurulmus bir eglence ortami vardir. Murat, ortamdaki eglenceye dahil olurken tamircinin yegeni
Ekin’e asilir. Murat'in kayitsizlig icinde Ekin, tuvalete gitmek tizere tamirhaneden ayrilir. Ekin
tuvaletten ¢iktigindaysa herkes ve her sey uykuya burtinmistiir. Ekin safaga dogru sanayide tek
bagina yiiriirken gézden kaybolur. Bu ¢calismada Nasil Kaybolunur kisa filmi serimlenen kavramsal
cercevede nitel icerik analize tabi tutulmustur. Filmden elde edilen bulgular, madun rolindeki
Ekin karakterinin sosyo-ekonomik a¢idan bu tanima uymasa bile, alegorik olarak dezavantajli
konuma distiigi mekanda sesini yitirdigi, konugsa dahi konugmasinin hegemonik sistem icinde
anlamlandirilamadig1 ve bu durumun madunluk kavraminin heterojenligini imledigi; filmin
senarist/yonetmeninin, madun kavrami baglaminda, umutsuz/(6grenilmig)caresiz tutumuna
kosut olarak anlatinin, Ekin karakterinin hem séylem ve ideolojik agidan hem de mekénsal olarak
dislanisina ve madun ile madun olmayan arasinda dilsel uyusmazhk dialitesi tizerine kuruldugu
gorulmustir.
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The Representation of the Subaltern in Short Film: An Analysis of "How to
Disappear"

Okan Kirbaci', Melda Oztutgan”™

First introduced in the 1930s in Antonio Gramsci’s Prison Notebooks to describe the popular
classes that remained outside hegemonic structures and failed to attain the position of historical
subject, the term “subaltern” refers to unorganized, fragmented masses deprived of political
means of representation. In the 1980s, the concept was expanded with new layers of meaning by
the Subaltern Studies Collective, led by Ranajit Guha, therefore gaining a postcolonial dimension.
With Gayatri Chakravorty Spivak’s contributions, the term became interpretable not only in
class terms but also through gender, ethnicity, and epistemological perspectives. Spivak’s famous
question, “Can the subaltern speak?”, draws attention to the ideological nature of representational
relations as well as the epistemological silence of the subject. Within the critical framework of
subaltern studies, Spivak’s question has evolved into “Can the subaltern be heard?”, emphasizing
that even if the subaltern speaks, their voice cannot be meaningfully articulated within
hegemonic systems, and this approach led to the interrogation of such conditions. The short film
How to Disappear (2023), written and directed by Tilbe Cana Inan, is an example of a dramatic
narrative concerned not only with what the subaltern subject Ekin says, but also with how she
is silenced, transforming her body, space, and silence into a form of subaltern representation.
In the film, Ekin and Murat, a couple in their late twenties, return from a wedding late at night
when their car tire bursts, forcing them to go to an auto repair shop with the help of a tow truck.
At the repair shop, they are met with an ongoing celebration. While Murat joins the festivities,
the mechanic’s nephew harasses Ekin. Amid Murat’s indifference, Ekin leaves the repair shop
to go to the restroom. Upon exiting, she finds everyone and everything asleep. As dawn breaks,
Ekin walks alone through the industrial area and eventually disappears. In this study, the short
film How to Disappear was subjected to qualitative content analysis within the aforementioned
conceptual framework outlined above. Findings from the film indicate that although Ekin, in the
role of the subaltern, does not fit this definition socio-economically, she allegorically loses her
voice in a space where she becomes disadvantaged. Even if she were to speak, her speech would
remain unintelligible within hegemonic systems, signaling the heterogeneity of the subaltern
concept. It was also observed that, within the context of subalternity, the narrative parallels an
attitude of hopelessness/(learned) helplessness, centering on Ekin’s exclusion both discursively
and ideologically, as well as spatially, while foregrounding a linguistic dissonance between the
subaltern and the non-subaltern.

Keywords: Subaltern, Subaltern Studies, Hegemony, Short Film.
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Deneysel Belgeselde Arsivin Yaratici Kullanimi: Serdar Kokceoglu’nun
“Ses Sinemas1”

Onur Aytag¢’

Sinemay: filmle sinirlamadan video, dijital animasyon ve hologram gibi teknolojik araglarin
kullanimiyla uretilen diger hareketli géruntileri kapsamak amaciyla ortaya atilan “genigleyen
sinema” terimi, gintmiz kosullarinda performans, video sanati gibi pek ¢ok projeksiyon
etkinligini de icerecek bicimde esneyebilmektedir. Film ve video sanatinin radikal iiretimlerinin
tim dinyada yayginlagmasi sonucunda tim bu celigkili katmanlar: ifade edebilmek amaciyla
bu semsiye kavrama bagvurulmaktadir. Turkiye'de de sinema ve cagdas sanat arasinda son
yillarda gerceklesen karsilikli etkilesim yoluyla genisleyen film pratikleri tretilmeye baglamigtir.
Gergeklesen bu pratiklerin deneyimlenebilecegi ve goruniir hale gelebilecegi yeni mecralar da
olugmaktadir. Sinemacilar/¢agdas sanatgilar; muze, galeri ve sergi mekanlarinda sinemanin anlati
ve teknik araclariyla trettikleri sanat calismalarinmi sergilemektedir. Yeni medyanin imkanlarini
kullanarak iretilen bu medyalararas: sanat, ‘genigleyen sinema’ ¢ercevesinde ele alinabilir. Bu
calismakapsaminda Serdar Kék¢eoglu'nun Dilek Aydin ile birlikte Mimaroglu (2020) belgeselinden
hareketle otuzdan fazla sanat¢inin katkilarini kirate ettigi, Yermekan'da promiyer yapan ve suanda
Mubi platformunda yer alan Mimaroglu Remix Project (2025) degerlendirilecektir. Mimaroglu'nu
Zenistan ve Istanbul'u Dinlemek ile birlikte ses ticlemesi olarak ele alan Kék¢eoglu, Usmanbasg
ve Mavi, Devrim ve VHS Kasetler (2025) belgeselleriyle portre ¢aligmalarini siirdirmustir. Bu
deneysel belgesellerin ses kusagindaki ve tasarimindaki 6zen ve farklilik kadar arsivin yaratici
bir bi¢imde kullanilmasi da ortak 6zellikleri olarak belirtilebilir. Bu ¢alismada, hem ses hem de
argiv kullanimiyla birlikte son yillarda belgesel sinema alaninda deneysel yapimlara imza atan
Kokgeoglunun “ses sinemas1”, argiv kullanimi ve filmografisiyle incelenecektir. Bu baglamda
kendisiyle ¢evrim i¢i bir bicimde yari-yapilandirilmis derinlemesine gértisme gerceklestirilmistir.
Ayni zamanda gosterimi gerceklestirilen filmleri izlenmis ve kendisinin yenilik¢i yaklagimina
iliskin Manifold'da vyayinlanan yazilar1 okunmustur. Genigleyen sinema perspektifiyle
Kokeeoglu'nun ses sinemasi ele alinirken, arsivin belgesel yapimindaki kullanim bi¢imleri de farkl
bir boyut olarak degerlendirilmektedir. Kék¢eoglu'nun hem tniversitede ders veren akademik
kimligi hem de yogun tretimin i¢inde olarak bir 6zne olmasindan kaynakl ¢ift yonli profilinin
belgesel yapimina yansimasi filmler cercevesinde tizerinde durulacak bir diger noktadir. Portre-
belgesellerde gerek arsiv gerekse de ses kullanimiyla deneysel filmler ortaya koyan Kék¢eoglunun
Tirkiye sinemasi’'ndaki 6zgiin konumunu tartigmay: amaglayan bu ¢alisma, genigleyen sinema
teorisinden hareketle goriisme ve filmler ekseninde bu tartismay: zenginlestirmektedir.
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The Creative Use of the Archive in Experimental Documentary: Serdar
Kokceoglu's "Sound Cinema"

Onur Aytag¢’

The term "expanded cinema," coined to encompass other moving images produced using
technological tools such as video, digital animation, and holograms without limiting cinema to film,
can now be expanded to include many projection activities such as performance and video art. As
radical productions of film and video art spread globally, this umbrella term is used to express all
these contradictory layers. In Turkey, too, the interaction between cinema and contemporary art
in recent years has led to the production of expanding film practices. New media are also emerging
in which these practices can be experienced and made visible. Filmmakers and contemporary
artists exhibit their artworks using cinema's narrative and technical tools in museums, galleries,
and exhibition spaces. This intermediary art, produced using the possibilities of new media, can be
considered within the framework of "expanded cinema." This study, evaluate the Mimaroglu Remix
Project (2025), a curated project by Serdar Kékeeoglu and Dilek Aydin, featuring contributions
from over thirty artists, based on the documentary Mimaroglu (2020). This project premiered at
Yermekan and is currently available on Mubi. Kék¢eoglu, who conceives of Mimaroglu as a sound
trilogy alongside Zenistan and Listening to Istanbul, has continued his portraiture work with
the documentaries Usmanbag and Blue, Revolution and VHS Cassettes (2025). The meticulous
and distinctive sound track and design of these experimental documentaries, as well as their
creative usage of the archive, are common characteristics. This study examine Kok¢eoglu's "sound
cinema," which has undertaken experimental productions in documentary cinema in recent
years, through his use of both sound and archives, through his use of archives and filmography.
In this context, a semi-structured in-depth interview was conducted online. His screened films
were also viewed, analyzed and his articles on his innovative approach, published in Manifold,
were read. While examining Kékceoglu's sound cinema from an expanded cinema perspective,
the ways in which archives are used in documentary production are also considered as a distinct
dimension. Another point to be explored within the context of the films is how Kék¢eoglu's dual
profile, stemming from both his academic credentials as a university lecturer and his intense
production as a subject, is reflected in his documentary production. This study aims to discuss
the unique position of Kok¢eoglu, who has produced experimental films using both archives and
sound in portrait-documentaries, in Turkish cinema. Drawing on expanded cinema theory, this
study enriches this discussion through interview and his films.

Keywords: Experimental Cinema, Documentary Cinema, Sound Cinema, Archive, Expanded
Cinema.
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Post-Truth (2025) Filmi Uzerine “Gercegin Otesinde” Belgesele Yer Var Mi1?

Ozgiir Evren Anik’, Dilek Kizihirmak™

Neredeyse sinematograf ile yagsit belgesel sinema, dogumunu izleyen dénemlerden baglayarak,
“gerceklik” ile “gercekligin sunumu” arasinda epistemolojik tartigmalar: hem beslemis hem de bu
tartismalardan beslenmistir. {lk donemlerde belgesel anlatisina ve “belgesel-gerceklige” dair genel
yargi nettir: Belgesel, 6ztinti gercek olanin yasamsalligindan alir ve gerceklikle tahkim edilmistir:
Kameranin kaydettigi goruntd, gercekligin kendisidir. Bu yargi zamanla, turtin 6nciilerinden
John Grierson’un belgesele dair kiiltlesmis “gercegin yaratic1 sekilde yeniden yorumu” taniminda
goruldigu gibi, gercekligin farkl estetik ifadelerine dogru bir agilima evrilir. Bu agilim, yeni bir
gerceklik arayisi insasina da isaret eder: Belgesel-gerceklik, belgeselcinin kisisel diisiinceleri,
yargilari, ideolojik ve sinifsal konumlanmisi veya c¢ikarlar ile sinirlanir; ve estetik/yorumsal
cesitlilik de buradan tiiretilir. Ancak ¢agimiza yaklastik¢a bu cesitliligin, neoliberal ideolojinin
egemenliginde ve postmodernizmin gercekligi bozuma ugratan golgesinde bir reddiyeye ve
bilinmezcilige donistiriilmesine tanik oluruz. Gergekligin stupheci sorgulamalari, toptan bir
inkara ve yeni zamanlarin “gerceklik/hakikat-6tesi (post-truth)” kavramina dek ulagir. Gergeklik-
oOtesi caginda belgesel-gerceklik de, sisler i¢inde yontu dagilmis ve parlakligi alinmis uzak bir
huzmeye donusiir.

Gergeklik-6tesine ulasana dek belgesel-gercekligin c¢esitli yontemsel arayiglarina tanikhik
etmisizdir. Ornegin, Cinema Vérité'nin miidahalesiz gozlem iddias1 ve bu iddiay1 tersine ¢eviren
“reenactment / drama-belgeseller” veya animasyon turevi illastratif/animatik belgeseller, bu
arayisin turla ugraklaridir. Benzer bir bicimde, ¢ogunlukla satirik bir alt-tiir olarak karsimiza
¢tkan “mockumentary (sahte belgesel)” 6rnekleri de gercekligin bilin¢li maniptlasyonlaridir. Tim
bu yontemsel arayislarin 6ztinde, izleyiciyi kameranin kaydettigi gercekligin 6tesine, anlatinin
gercekligine bakmaya ¢agirmak vardir. Bugiin ise, gercekligin parcalanmis ve muglaklastirilmig
dogasinda belgeselin epistemolojik sorgulamalarinin yerini ontolojik problemlere biraktigini
soylemek mumkindiir: Tamami yapay zeka araglari ile uiretilen ilk uzun metrajhi belgesel olarak
sunulan “Post-Truth / Gergek Otesi” (Yon: Altan Avcioglu - 2025), gériintiiniin gercek diinya
ile endekssel bagini ortadan kaldirarak, belgesel-gercekligin dogasim1 da tartigmaya agiyor.
Bu caligma, “Post-Truth / Gercek Otesi” filmi baglaminda gerceklik-6tesi zamanlarda belgesel-
gercekligin olasilik ve olanaklarini degerlendirmeyi amaglamaktadir. Ek olarak, filmin post-
modern séylemin kodlarini ifsa eden metninin, ayni sdylemi yeniden trten bir iglev gérmesi de
elestirel bir degerlendirme ile ele alinacaktur.

Anahtar Kelimeler: Belgesel, Belgesel-Gerceklik, Post-Truth, Gerceklik-Otesi, Post-Modern
Soylem.
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On the Movie “Post-Truth (2025)” Will There Be Room for the
Documentary Beyond the Truth?

Ozgiir Evren Arik’, Dilek Kizihrmak™

Almost as old as cinematography itself, documentary cinema has both fueled and been fueled
by epistemological debates between 'reality' and 'its presentation' in years. In early periods,
the general consensus about documentary narrative and 'documentary-reality’ was clear:
Documentary derives its essence from the vitality of the real and is fortified by reality—what
the camera records is reality itself. Over time, this view evolved toward an openness to different
aesthetic expressions of reality, as seen in the cult definition by one of the genre’s pioneers, John
Grierson, who described documentary as 'the creative interpretation of actuality.' This expansion
also signals the construction of a new pursuit of reality: Documentary-reality becomes bounded
by the filmmaker’s personal thoughts, judgments, ideological and class positioning —and from
this arises aesthetic/interpretive diversity. However, as we approach our days, we witness this
diversity being transformed, under the dominance of neoliberal ideology and the distorting
shadow of postmodernism, into a form of denial and agnosticism. Skeptical interrogations of
reality escalate into outright rejection, culminating in the contemporary concept of 'post-truth.’
In the post-truth era, documentary-reality itself becomes a distant beam of light, its direction lost
in the fog and its brilliance dimmed.

We have witnessed various methodological pursuits of documentary-reality until reaching the
post-truth era. For instance, Cinema Vérité’s claim of non-interventional observation and its
inversion through “reenactment / docudramas” or illustrative/animatic documentaries derived
from animation are different stages of this quest. Similarly, “mockumentary” examples, which
often appear as a satirical subgenre, are conscious manipulations of reality. At the core of all these
methodological pursuits lies an invitation for the viewer to look beyond the reality captured by
the camera and instead toward the reality of the narrative. Today, it is possible to say that, within
the fragmented and obscured nature of reality, the epistemological inquiries of documentary have
given way to ontological problems: Presented as the first feature-length documentary entirely
generated by artificial intelligence tools, “Post-Truth / Gercek Otesi” (Dir: Altan Avcioglu - 2025)
eliminates the indexical bond between the image and the real world, thereby opening up the very
nature of documentary reality for debate. This study aims to assess the possibilities and potentials
of documentary-reality in post-truth times, within the context of the film “Post-Truth / Ger¢ek
Otesi.” Additionally, the film’s text, which exposes the codes of postmodern discourse while
simultaneously reproducing that very discourse, will be critically examined.

Keywords: Documentary, Documentary-Reality, Post-Truth, Beyond-Truth, Post-Modern
Discourse.

* Asst. Prof. Dr., Istanbul Esenyurt University, Faculty of Arts and Social Sciences,

Department of Digital Game Design, Istanbul, Turkiye. ozgurevrenarik@esenyurt.edu.tr,
0009-0007-6847-0737.

o Res. Asst., Istanbul Gelisim University, Faculty of Economics, Administrative and Social
Sciences, Department of New Media and Communication, Istanbul, Turkiye. dierol@gelisim.edu.tr,

0000-0001-9569-9974. a1



apart
uluslararasi
kisa film
video ve
fotograf

sempozyumu

Yeni Medya, Yeni Dayanisma Bicimleri: “Benimle Calis” Toplulugunun
Yolculugu

Ozgiir Emek Korkmaz’

Iletisim teknolojilerinde yasanan gelismeler, giiniimiizde ¢ok hizli bir sekilde degismekte ve
kendini yenilemektedir. Kullanimi her gecen giin yayginlasan yeni medya arag¢larindan sosyal
medya aglari, siyasetten ekonomiye, kiiltir sanattan egitime uzanan genis bir alanda ve toplumun
cesitli kesimlerince kullanilmaktadir. Bu sosyal medya aglarindan Discord ve WhatsApp Ekim
2022'den bu yana faaliyet gosteren, akademik tretim ve bir dayanigma ag1 olan “Benimle Calig”
toplulugu tarafindan da kullanilmaktadir. Benimle Calig, tiyelerin bahse konu olan sosyal medya
aglarinda bir araya geldikleri, tiyelerinin Turkiye ve dinyanin cesitli tiniversitelerinde egitim
gbéren ve mezun lisansisti 6grencilerinin olusturdugu akademik bir partner toplulugudur.
Discord tizerinden faaliyete baglayan Benimle Calis, Discord un Turkiye'de Ekim 2024’te erigime
kapatilmas: sebebiyle c¢aligmalarini WhatsApp tizerinden sirdirmeye devam etmektedir.
Aragtirmaci, bu platformda hem tye hem de moderatérlerden birisi konumundadir. Discord
ve WhatsApp'in ¢esitli alanlarda kullanimi tzerine ¢aligmalar (Mandryk vd., 2025) bulunuyor
olsa da, egitim uzerine sinirh bir literatir bulunmaktadir (Ramadhan, 2021; AlGhamdi, 2025).
Buradan hareketle c¢alismanin amaci Discord ve WhatsApp sosyal medya aglarinin egitim
alaninda kullaniminin ve Benimle Calis 6zelinde bu aglarin akademik iiretim ve bir dayanigma
ag1 olarak orgitlenmeye olan katkisini ortaya koymaktir. Bu ¢ercevede Ekim 2022 - Ekim 2025
tarih araliginda, grubun Discord ve WhatsApp tizerinden gerceklestirdigi etkinliklere iligkin yazili
ve gorsel materyaller oto-etnografik yontem ve katilimci gozlem teknigi ile toplanmigtir. Sonug
olarak sosyal medya aglar1 kullaniminin akademik alanda ve lisanststi 6grencilerde de yaygin
oldugu; sosyal medya aglarinin akademik tiretkenlik ve dayanisma noktasinda 6grencilere katk:
sundugu anlagilmaktadir.
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New Media, New Forms of Solidarity: The Journey of the “Benimle Calig”
Community

Ozgiir Emek Korkmaz’

Developments in communication technologies are changing and renewing themselves at a very
rapid pace today. Social media networks, which are new media tools that are becoming more
widespread every day, are used in a wide range of areas, from politics to economics, culture and
arts to education, and by various segments of society. Discord and WhatsApp, two of these social
media networks, are also used by the “Benimle Calis” community, an academic production and
solidarity network that has been active since October 2022. Benimle Calis is an academic partner
community where members come together on the aforementioned social media networks,
consisting of graduate students studying and graduating from various universities in Turkey and
around the world. Benimle Calis, which began its activities on Discord, continues its work on
WhatsApp due to Discord being blocked in Turkey in October 2024. The researcher is both a
member and a moderator on this platform. Although there are studies on the use of Discord
and WhatsApp in various fields (Mandryk et al., 2025), there is limited literature on education
(Ramadhan, 2021; AlGhamdi, 2025). Therefore, the aim of this study is to reveal the use of Discord
and WhatsApp social media networks in the field of education and, specifically in the case of
Benimle Calig, the contribution of these networks to academic production and organization as
a solidarity network. Within this framework, written and visual materials related to the group's
activities on Discord and WhatsApp between October 2022 and October 2025 were collected using
autoethnographic methods and participant observation techniques. As a result, it is understood
that the use of social media networks is widespread in the academic field and among graduate
students; social media networks contribute to students in terms of academic productivity and
solidarity.

Keywords: New Media, Discord, WhatsApp, Academic production, Solidarity.
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Candice Breitz’in Becoming” isimli Video Enstalasyonu ve
Postprodiiksiyonun Sanatsal Stratejiler

Ozlem Simsek’

Bu c¢alisma, Berlin merkezli calisan Guney Afrika koékenli sanat¢i Candice Breitz'in, romantik
Hollywood filmlerindeki ideal kadinlik rollerinin kurgusunu odagina alan Becoming isimli
performatifvideoenstalasyonunu, NicolasBourriaud nun “postprodiiksiyon” kavramicercevesinde
degerlendirmeyi amag¢lamaktadir. Breitz, 2003 tarihli 14 kanalli video enstalasyonunda Cameron
Diaz, Julia Roberts, Jennifer Lopez, Meg Ryan, Neve Campbell, Reese Witherspoon ve Drew
Barrymore'un oynadig: yedi romantik komedi filminden yedi sahneyi kesip alarak yeniden
canlandirir. Segilen sahneler, filmin anlatisi icinde kadin karakterin erkek partnerleriyle iligkisi
acisindan kritik 6neme sahip bolumlerdir. Monitérlerden yedisi, film yildizlarinin orijinal
sahnelerini, diger yedisi ise Breitz'in ayni sahneleri canlandirdig1 performanslarinin siyah
beyaz olarak cekilmis géruntilerini gosterir. Monitorlerin, sahneye gére dizenlenmis ciftler
olusturarak sirt sirta yerlestirildigi enstalasyonda, orijinal filmlerin sesleri kullanilir. Bu ¢calismada
Bourriaud'un hali hazirda var olan imgeler, formlar, anlatilar ve nesneler yiginini onlardan yeni
anlamlar Gretme pratigi olarak tanimladig1 postproditksiyonun sanatsal stratejileri baglaminda
Breitz’'in romantik Hollywood filmlerindeki kadinligi ve arzu edilirligi tanimlayan mevcut
kurallarin neler oldugunu ve bunlarin ana akim sinemada nasil yeniden ve yeniden turetildigini
arastirdigl Becoming calismasi incelenecektir.

Anahtar Kelimeler: Candice Breitz, Becoming, Postprodiiksiyon, Nicolas Bourriaud, Video-
Enstalasyon.
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Candice Breitz’s Video Installation “Becoming” and The Artistic
Strategies of Postproduction

Ozlem Simsek’

This study aims to analyze “Becoming”, a performative video installation by the South African-
born, Berlin-based artist Candice Breitz, which focuses on the construction of ideal femininity
roles in romantic Hollywood films, within the framework of Nicolas Bourriaud’s concept of
postproduction. In her fourteen-channel video installation from 2003, Breitz re-enacts seven
scenes taken from seven romantic comedies featuring Cameron Diaz, Julia Roberts, Jennifer
Lopez, Meg Ryan, Neve Campbell, Reese Witherspoon, and Drew Barrymore. Each selected scene
holds critical significance in terms of the female character’s relationship with her male partner
within the narrative of the film. Seven of the monitors display the original scenes with the film
stars, while the other seven show Breitz’s black-and-white recordings of her own performances of
the same scenes. In the installation, where the monitors are placed back-to-back in pairs arranged
according to the scenes, the original film soundtracks are used. In this study, Breitz’s Becoming
will be examined within the context of the artistic strategies of postproduction, a concept that
Bourriaud defines as the practice of generating new meanings from the existing mass of images,
forms, narratives, and objects. The analysis will focus on how Breitz explores the prevailing
conventions that define femininity and desirability in romantic Hollywood films, and how these
conventions are repeatedly reproduced in mainstream cinema.

Keywords: Candice Breitz, Becoming, Postproduction, Nicolas Bourriaud, Video Installation.
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Yapay Zeka Uretimi Kisa Filmlere Yonelik izleyici Yorumlar: Uzerine Bir
Analiz: YouTube Ornegi

Rabiya Saltik Duvan’

Yapay zeka teknolojilerinde son yillarda yasanan hizli gelismeler, sinema alaninda yeni bir tretim
paradigmasini giindeme getirmistir. Ozellikle kisa film tiirtinde, yapay zeka destekli senaryo
yazimi, gorsel Uretim, seslendirme ve kurgu gibi siirecler giderek yayginlasmakta; bu durum
dijjital platformlarda dikkat ¢eken yapimlarin ortaya ¢ikmasina olanak saglamaktadir. YouTube
gibi erisim guicti yliksek mecralarda yayimlanan yapay zeka tretimi kisa filmler, yalnizca gérsel
deneyimleriyle degil, ayni zamanda izleyici yorumlar1 aracilifiyla ortaya ¢ikan teknik ve estetik
tartismalarla da dikkat ¢ekmektedir. Bu ¢alisma, YouTube platformunda 2024 ve 2025 yillar
arasindayayimlanan ve kullanici etkilesimiytiksek olan yapay zeka ile tiretilmis kisa filmlere yonelik
izleyici yorumlarini incelemeyi amaglamaktadir. Caligmanin temel amaci, yapay zeka iretimi
kisa filmlere yonelik izleyici yaklagimlarini, algilarini ve degerlendirmelerini estetik ve teknik
boyutlariyla analiz etmektir. Calisma, nitel aragtirma modeline dayanmaktadir. Arastirmanin
orneklemi, kriter 6rnekleme yontemi kullanilarak belirlenmistir. Bu dogrultuda, son bir yil icinde
YouTube platformunda yayimlanmais, yapay zeka ile tretildigi acik¢a belirtilen, yiiksek izlenme
oranlarina ve yogun kullanici yorumlarina sahip iki kisa film se¢ilmistir: 2024 yapimi Battalion
ve 2025 yapimi The Bridge. Belirlenen iki kisa filme izleyiciler tarafindan yapilan yorumlar,
14.07.2025 tarihinde tek tek depolanmustir. Ilgili tarih itibariyle Battalion filmine getirilen 537
kullanici yorumu ile The Bridge filmine getirilen 456 yorum depolanarak veri seti olusturulmustur.
Elde edilen yorumlar, tematik icerik analizi yontemiyle degerlendirilmis; yorumlar tizerinden
yapilan kodlamalar araciligiyla anlamli temalar ve kategoriler olusturulmustur. Yapay zeka
destekli film tretimi, 6zellikle kisa film tiiriinde hizla yayginlagsmakla birlikte, bu alana iligkin
izleyici algilarinm ele alan ¢aligmalar sinirhidir. Mevcut literatir ¢ogunlukla yapay zekanin teknik
ve Uretimsel boyutlarina odaklanmakta, izleyici perspektifi ise ihmal edilmektedir. Bu baglamda
calisma, izleyici yorumlarini merkeze alarak teknik ve estetik algilara yonelik buitiinciil bir analiz
sunmakta; ilgili literatiire 6zgtin bir katk: saglamay1 hedeflemektedir.
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An Analysis of Viewer Comments on AI-Generated Short Films: The Case
of YouTube

Rabiya Saltik Duvan’

Recent rapid developments in artificial intelligence technologies have brought a new production
paradigm to the field of cinema. Especially in the short film genre, Al-assisted processes such as
scriptwriting, visual production, voice-over, and editing have become increasingly widespread,
enabling the emergence of notable works on digital platforms. Al-generated short films
published on highly accessible platforms such as YouTube attract attention not only with their
visual experiences but also through technical and aesthetic discussions that emerge via viewer
comments. This study aims to examine viewer comments on Al-generated short films with high
user engagement, published on the YouTube platform between 2024 and 2025. The main objective
of the study is to analyze viewer approaches, perceptions, and evaluations of Al-generated short
films from aesthetic and technical perspectives. The study is based on a qualitative research model.
The sample of the research was determined using the criterion sampling method. Accordingly, two
short films were selected that were published on YouTube in the past year, explicitly stated as Al-
generated, and had high view counts and intense user comments: Battalion (2024) and The Bridge
(2025). Viewer comments on the two selected short films were individually collected on 14 July
2025. As of that date, 537 user comments on Battalion and 456 comments on The Bridge were
collected, forming the dataset. The obtained comments were evaluated using thematic content
analysis; through coding, meaningful themes and categories were created based on the viewer
comments. Although Al-assisted film production is rapidly becoming widespread—particularly in
the short film genre—studies addressing audience perceptions in this area remain limited. Existing
literature mostly focuses on the technical and production aspects of artificial intelligence, while
the viewer perspective is often neglected. In this context, the study offers a holistic analysis of
technical and aesthetic perceptions by focusing on viewer comments, aiming to make an original
contribution to the relevant literature.

Keywords: Artificial Intelligence, Cinema, Short Film, YouTube.
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Stable Diffusion ve LoRA Modellerinin Karakter Tasarimi Baglaminda
Sanatsal Uretime Etkileri

Semih Kambur', Ceren Tekin Karagéz™~, Abdulkadir Saritas”™

Bu ¢alisma, iiretken yapay zekd modellerinden Stable Diffusion ve LoRA (Low-Rank Adaptation)
modellerinin karakter tasarimi siireglerindeki uygulanabilirligini incelemeyi amaglamaktadir.
Gunumiuzdeyapayzeka temelligorsel iiretim ara¢larinin yayginlasmasiyla birlikte, bu teknolojilerin
sanatsal uretim siireclerindeki iglevlerinin, performanslarinin ve siirhiliklarinin anlagilmas:
buyitk 6nem tagimaktadir (Gong, 2024; Lermen, Rogers-Smith & Ladish, 2024; Zuo & Zhang,
2024). Bu kapsamda, Adobe Illustrator programinda alt1 6zgun karakter ¢izilmistir. Ardindan,
bu karakterler farkli LoRA egitimleriyle cesitli pozlarda yeniden uretilmistir. Stable Diffusion
tabanli agik kaynakli ComfyUI araytizii kullanilarak, karakterlerin tasarim benzerligini koruyacak
bicimde, farkli stillerde ya da stil benzerligini stirdiiren varyasyonlari olugturulmustur. Caligsmada,
her iki modelin gorsel kalite, Gretim stresi, stil uyumlulugu ve kullanic etkilesimi bakimindan
karsilagtirmali analizi yapilmigtir. Modellerin farkli veri kiimeleri tizerindeki performanslar
degerlendirilerek giicli ve zayif yonleri ile gorsel tretim siireclerindeki iyilestirme alanlar:
incelenmigtir. Elde edilen bulgular dogrultusunda, ComfyUI araytziinde LoRA kullaniminda
model giicii (model strength) ve CLIP giicti (clip strength) arttikea, karakter benzerlik oraninin da
arttig1 gozlemlenmistir.

Anahtar Kelimeler: Uretken Yapay Zeka, Karakter Tasarimi, Stable Diffusion, LoRA (Dugsik
Sirali Adaptasyon), Gorsel Stil Tutarlilig:.
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The Impact of Stable Diffusion and LoRA Models on Artistic Production in
the Context of Character Design

Semih Kambur', Ceren Tekin Karagéz ™, Abdulkadir Saritas™

This study aims to examine the applicability of generative artificial intelligence models—Stable
Diffusion and LoRA (Low-Rank Adaptation)—within the process of character design. With the
growing prevalence of Al-based visual production tools, it has become increasingly important to
understand the functions, performance, and limitations of these technologies in artistic creation
processes (Gong, 2024; Lermen, Rogers-Smith & Ladish, 2024; Zuo & Zhang, 2024). Within
the scope of the study, six original characters were initially illustrated using Adobe Illustrator.
These characters were subsequently reproduced in various poses through different LoRA training.
Utilizing the open-source ComfyUl interface based on Stable Diffusion, the characters were further
diversified in different styles or style-consistent variations while maintaining design similarity. A
comparative analysis was conducted to assess the performance of both models in terms of visual
quality, production time, style consistency, and user interaction. The performance of the models
across different datasets was evaluated to identify their strengths, weaknesses, and areas for
improvement in visual generation tasks. The findings indicate that, within the ComfyUI interface,
as both the model strength and CLIP strength parameters increase during LoRA usage, the visual
similarity between generated images and the original character designs improves significantly.

Keywords: Generative Artificial Intelligence, Character Design, Stable Diffusion, LoRA (Low-
Rank Adaptation), Visual Style Consistency.
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Uretken Yapay Zeka Caginda Sinema Sanatinin Déniigiimii: Universite
Ogrencilerinin Kisa Film Uretim Siirecleri Uzerine Yorumsamaci Bir Analiz

Servet Can Dénmez’

Bu ¢alisma, sinema sanatinin, dogusundan bu yana devam eden teknolojik déntistim siirecinin
son evresi olan tretken yapay zeka (YZ) cagindaki dinamikleri incelemektedir. Aragtirma, Mersin
Universitesi [letisim Fakiiltesi Radyo, Televizyon ve Sinema Boliimii 6grencilerinin Yapim Yonetim
dersi kapsaminda YZ araglariyla tirettikleri kisa filmlerin tiiretim streclerini merkeze almaktadar.
Yapay zekdnin, yaraticiligi yok eden bir tehdit mi, yoksa yaratici stireci déntstiren yeni bir ara¢
m1 oldugu sorunsalina yanit arayan bu ¢alisma, nitel bir yaklagimla tasarlanmigtir. Yorumsamaci
yaklasim (Hermeneutik) temelinde kurgulanan ¢aligmada, olgular1 nesnel verilerle 6l¢mekten
ziyade, 6grencilerin 6znel deneyimlerinin ve bu deneyimlere yiikledikleri anlamlarin derinlemesine
anlagilmas: hedeflenmigstir. Bu amagla, vaka analizi yontemi kullanilarak, 6grencilerin yapay
zeka destekli film yapim strecindeki yaklasimlari, motivasyonlar1 ve karsilastiklar1 sorunlar
incelenmistir. Veri toplama, yari-yapilandirilmig gértismeler ve dokiiman analizi teknikleriyle
gerceklestirilmis, elde edilen bulgular icerik analizi ile degerlendirilmistir. Bulgular, 6grencilerin
yapay zekayi insan yaraticiiginin yerini alan bir "rakip" olarak degil, siireci hizlandiran, maliyeti
dustren ve teknik imkanlari artiran bir “igbirlik¢i" ya da "ara¢" olarak gérdigini ortaya
koymaktadir. Ancak bu durum, yaraticilik, sanatsal 6zgtnlik ve telif haklar1 gibi konularda yeni
gerilimler yaratmaktadir. Calisma, yapay zekanin, sinema sektoriindeki isgiicii endigelerini ve
telif hakk: tartigmalarini yerel bir baglamda yeniden trettigini gostermektedir. Sonug olarak,
yapay zeka ¢aginda sinema egitiminin, 6grencileri yalnizca teknik donanimla degil, ayn1 zamanda
bu teknolojinin etik ve hukuki boyutlar: hakkinda elestirel bir farkindalikla yetistirmesinin kritik
oldugu savunulmaktadir.
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The Transformation of Cinematic Art in the Age of Generative Artificial
Intelligence: An Interpretive Analysis of University Students' Short Film
Production Processes

Servet Can Dénmez’

This study examines the dynamics of cinema art in the era of generative artificial intelligence
(AI), which represents the final stage of the technological transformation process that has been
ongoing since its inception. The research focuses on the production processes of short films created
by students of the Radio, Television and Cinema Department at Mersin University's Faculty of
Communication using Al tools as part of their Production Management course. Designed with
a qualitative approach, this study seeks to answer the question of whether artificial intelligence
is a threat that destroys creativity or a new tool that transforms the creative process. Based
on an interpretive (hermeneutic) approach, the study aims to deeply understand the students'
subjective experiences and the meanings they attach to these experiences, rather than measuring
facts with objective data. To this end, the case study method was used to examine the approaches
adopted by students in the Al-supported film production process, their motivations, and the
problems they encountered. Data collection was carried out using semi-structured interviews
and document analysis techniques, and the findings were evaluated through content analysis.
The findings reveal that students perceive artificial intelligence not as a ‘rival’ replacing human
creativity, but rather as a “collaborator” or ‘tool” that accelerates the process, reduces costs, and
increases technical capabilities. However, this situation creates new tensions regarding issues such
as creativity, artistic originality, and copyright. The study demonstrates that artificial intelligence
reproduces labour concerns and copyright debates in the film industry within a local context.
Consequently, it is argued that in the age of artificial intelligence, film education must critically
equip students not only with technical skills but also with an awareness of the ethical and legal
dimensions of this technology.

Keywords: Artificial Intelligence, Cinema, Industry, Digitalization.
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"Dijital Benlik" ve Black Mirror: "Sus ve Dans Et" Ornegi

Utku Cirak’

Benlik kavrami, birey-toplum iligkisinin 6nemine vurgu yapilmas: agisindan dusiince tarihi
boyunca farkli disiplinler tarafindan incelenir. Jung, Lacan, James, Freud ve Higgens gibi
dusunirler ‘benlik’ kavramini psikanalitik bakis agisiyla ele alir. Erving Goffman ise 6ne strdagi
dramaturjik yaklasim modeliyle kisiler arasi benlik sunumlarinin ginlik yasamdaki kugik
detaylarla bile toplumsal yapiya etki ettigini belirterek benlik kavrami tizerine 6zgin bir yaklagim
gelistirir. Goffman’in yaklagimi, ginimiiz diinyasina referans saglayabilmesi agisindan literattir
icerisinde gecerliligini koruyan 6nemli bir yere sahiptir.

Tkinci nesil internet hizmeti olarak Web 2.0 teknolojilerinin 2004 yilinda piyasaya siiriilmesi
ile sinirlar ortadan kalkar ve evrenin her noktasi ulasilabilir hale gelir. Sosyal imaj yerini dijital
imaja, sosyal benlik dijital benlige birakarak her bireyin bir role buirtinecegi yeni bir sisteme gecis
yapilir. Baym “Sosyal Aglar 2.0”(Baym, 2011, 384-405) aragtirmast ile djjital cihazlarin dolayisiyla
dijital benliklerin birbirine baglandigini 6ne siirer. Yani sira Hood(2014), sosyal medyadaki benlik
yaratiminin her bireyin ‘idealize edilmis ikinci bir hayat’ istemesiyle baglantili oldugu digiinur.
Morva(2014), Hood’a benzer bi¢imde bireyin sosyal medya ve dijital kaltur icerisinde olmak
isteyip olamadig: kisiye dair bir 6zgtrlitk alani buldugunu belirtir.

Black Mirror dizisi; gozetim toplumu, tiketim, gosteri, benlik ve performans kavramlariyla
baglantili olarak dijital iligkilere dair 6nemli referanslar sunar. Black Mirror dizisi, Goffman’in
yaklasimina benzer gekilde, dijital kilttr icerisinde kisilerin benlik sunumlarinin toplumsal ve
sosyal yontunu 6ne ¢ikarir. Bu ¢alismada benlik sunumlari baglaminda Goffman’in Dramaturjik
yaklagimi ele alinarak Black Mirror (2011) dizisinin Sus ve Dans Et(S3B3) bélimi incelenmistir.
Calismanin sonucunda, Goffman’in yaklagimi ile Black Mirror anlatilarinin kurdugu benzerlikler
saptanmigtir. Boylelikle benlik sunumu kavraminin dijital kaltiir merkezli gintimtiz diinyasindaki
karsiliklar: somutlastirilarak ortaya konmustur.
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"Digital Self" and Black Mirror: The Example of "Shut Up and Dance"

Utku Cirak’

The concept of self has been examined by various disciplines throughout the history, emphasizing
the importance of the relationship between the individual and society. Thinkers such as Jung,
Lacan, James, Freud, and Higgens approach the concept of “self” from a psychoanalytic perspective.
Erving Goffman, on the other hand, develops a unique approach to the concept of self by arguing
that interpersonal self-presentations influence social structures even through small details in
everyday life, based on his dramaturgical theory. Goffman's approach holds an important place in
the literature in terms of its relevance to today's world.

With the launch of Web 2.0 technologies as a second-generation Internet service in 2004,
boundaries disappeared and every corner of the universe became accessible. Social image gave
way to digital image, and social identity gave way to digital identity, ushering in a new system in
which each individual would take on a role. Baym's study “Social Networks 2.0”(Baym, 2011, 384-
405) suggests that digital devices, and therefore digital identities, are interconnected. Similarly,
Hoo0d(2014) believes that self-creation on social media is linked to each individual's desire for an
“idealized second life.” Morva(2014), like Hood, states that individuals find a space of freedom on
social media and in digital culture to be the person they want to be but cannot be.

The Black Mirror series; provides important references to digital relationships in connection
with the concepts of surveillance society, consumption, spectacle, selfhood, and performance.
Similar to Goffman's approach, the Black Mirror series highlights the social and societal aspects
of individuals' self-presentation within digital culture. In this study, Goffman's dramaturgical
approach is examined in the context of self-presentations, and the episode “Shut Up and
Dance”(S3B3) from the series Black Mirror (2011) is analyzed. As a result of the study, similarities
between Goffman's approach and Black Mirror narratives were identified. Thus, the concept of
self-presentation was concretized and revealed in today's digital culture-centered world.
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Kazimir Malevi¢’in $iiri Uzerine Siiprematist Bir Animasyon Denemesi

Zanna Abasova’

Resim sanatindaki devrimci tavriyla taninan Kazimir Malevig, siiri de bir bicimsel deneysellik alan1
olarak gérmustur. Bu ¢alisma, Malevi¢’in 1913 tarihli “Odunlar: Getirdiler” adli giirinden yola
cikarak, cut-out ve rotoskopi tekniklerinin bir arada kullanildigi deneysel bir animasyon tretimi
sunmaktadir. Alogizm akimiyla iligkilendirilen bu siir, anlamdan ¢ok bi¢im, ritim ve gérsel yap1
tizerine kuruludur. S6zctikler aras1 kopukluklar ve beklenmedik gecislerle geleneksel dil yapisina
kars: gikar, anlamin ¢6ztlmesini degil, bicimin duyumsanmasini énerir.

Projede, siirin deneysel dogasi geometrik bicimlerle kurulan sahnelerle gorsellestirilmigtir.
Animasyonun estetik dili, Suprematist sanatin saf formlar, diiz renkler ve bosluk vurgusuna dayali
gorsel prensipleriyle ortiisecek bicimde tasarlanmigtir. Renk paleti ve kompozisyon kullanima,
Malevi¢'in resimsel yaklagimiyla uyumlu bir atmosfer yaratmay1 amaglamigtir. Ayrica tipografik
hareketler ile siirin ritmi, animasyonda kullanilan Alexander Mosolov'un avangard mizigiyle
senkronize edilmigtir.

Gorsel siir ve deneysel anlatim bicimlerine odaklanan bu ¢aligsma, disiplinleraras: bir yontemle
sekillendirilmis ve hem kavramsal hem teknik diizeyde bir animasyon-siir 6rnegi tretmeyi
hedeflemigtir. Bu baglamda siirin Suprematist estetik icinde yeniden yorumlanmasi, kullanilan
materyaller, tretim siireci ve bicimsel tercihler, animasyonun siirsel yapisiyla birlikte
degerlendirilmistir.

Anahtar Kelimeler: Malevi¢, Animasyon, Stiprematizm, Rus Avangardi, Rotoskop.
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An Experimental Suprematist Animation Inspired by Kazimir Malevich’s Poem

Zanna Abasova’

Kazimir Malevich, known for his revolutionary approach to painting, also viewed poetry as a
field for formal experimentation. This work, based on Malevich's 1913 poem “The Lumber’s
Here”, presents an experimental animation production that combines cut-out and rotoscoping
techniques. Associated with the Alogism movement, the poem prioritizes form, rhythm, and
visual construction over semantic clarity. It disrupts conventional linguistic structures through
disjunctions and abrupt transitions, emphasizing the experience of form over the search for
meaning.

The experimental nature of the poem is translated into animated scenes composed of geometric
forms. The visual language of the animation is structured in accordance with Suprematist
aesthetics, which emphasize pure shapes, flat colors, and spatial emptiness. The color palette and
use of compositional voids aim to create a visual atmosphere aligned with Malevich's pictorial
sensibilities. In addition, typographic movements are choreographed in harmony with the avant-
garde music of Alexander Mosolov, creating a rhythm that echoes the poem’s fragmented cadence.

Focusing on visual poetry and experimental modes of expression, this work adopts an
interdisciplinary approach, merging conceptual intent with technical execution. The project aims
to explore the potential of animation as a poetic medium. Within this context, the reinterpretation
of the poem through Suprematist visual principles, the selection of materials, the production
process, and the formal design choices are examined in conjunction with the poetic structure of
the animation.

Keywords: Malevich, Animation, Suprematism, Russian Avant-Garde, Rotoscoping.
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