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Editérden 5

Ferit Cagl'in takdimi

Degerli okurlar,

ARTS"1n periyodik sayilari diginda gikardidi iiglincti 6zel sayisinda odagimizda “disiplinlerarasi bir
kegif’ alani olarak gergeveledigimiz c¢agdas sanat vardi. Sayiya gonderilen galismalar igin
yuratilen degerlendirme ve hakem stiregleri sonucunda gagdas sanat paydasinda bulusan video
animasyon, yapay zek3, temsil, dijital sinema ve grafiti konularinda hazirlanmig alt1 arastirma
makalesini ilginize sunmaktan mutluluk duyuyoruz.

Berceste Giilgin Ozdemir ve Nilay Ulusoy'un kaleme aldiklari, sayinin ilk makalesi "Gélge oyunu
temsil dili baglaminda feminist bir yaklagimla Ibretniima (2009)" baghgm tasiyor. Yazarlar,
geleneksel sanata etki eden temsillerden faydalanarak ¢agdas bir anlatim sunan Canan Senolun
Ibretniima video animasyonu {izerinden Tiirkiye'nin modernlesme siirecinde kadinlarin maruz
kaldiklar: ataerkil ideolojik yansimalar: ve sézel olmayan engellemeleri yikarak yaptigi aktarimi
hem feminist kuram hem de eser igerisinde yer alan kavramlar odaginda inceliyor. “Sanatin
icadindan yapay zekaya kontrol mekanizmasi olarak temsiller” baghdini tasiyan, saymin ikinci
makalesinde Kutlu Gurelli, zanaat ve sanat ayriminin konu edinildigi on altinci yliizyildan dijital
teknolojiler ve yapay zekanin belirginlestigi glinimize takip edilebilir olan temsil yapilarini
tanimlamak ve bunlarin insan yagamina eklemlenme bigimleri arasindaki oriintiiye isaret etmek
uzere iligkisel bir analiz sunuyor.

Ayse Ceren Solmaz'in "Gegmisgin sanat pratikleri araciligiyla yeniden ingasi” baglikli calismasinda
sanatgilarin gegmiste yasanilan deneyimleri sanat pratikleri tizerinden ifade ederek hazir nesneler
aracihigiyla giinimiize tasima pratiklerinin ve bu anlamda geg¢misten giintimiize aktarilan
deneyimlerin ugradig: kesintilerin, bugiintin kosullarinda yeniden insa edilerek nasil sunuldugu,
segilen sanatgilar iizerinden ¢ozlimleniyor. Dérdinci makalede Dervig Zaim sinemasi Siegfried
Kracauer'in "bulunmus 6ykd"” kavrami tzerinden degerlendiriyor. Ash Gingér'in hazirladigs,
"Dervig Zaim sinemasinda "bulunmus 6yk": Sayisal sinemanin olanaklariyla belgesel gercekligi”
bagligini tasiyan galismada yoénetmenin dijital sinemanin imkanlarimi kullanarak belgesel ile
kurmaca simirlarinda gezen yolculugunun izi stiriilityor.

Banu Erganlimin gergeklestirdigi goriigsme lizerinden insa ettigi “Cagdas sanat formu olarak
grafiti: Cornbread efsanesi Darryl McCray” baglikli, sayinin besinci makalesinde, tarihte duvar ve
resim iligkisinin zaman iginde grafiti sanatina déntismesinden yola ¢ikilarak modern grafitinin ilk
sanatgist kabul edilen Darryl McCray'in sanat hayati1 ve grafiti galismalari konu ediniliyor.
Grafitinin sanatsal bir anlati aracina evrilme siirecine odaklanilan makalenin, McCray ile
akademik olarak su ana kadar yapilan ilk galisma olmas alanyazin i¢in dikkate deger bir 6nem
tasiyor. "Cagdas sanat ve sinema ekseninde dijital yaraticiigin sinirlar: izerine bir aragtirma”
baglikly, bu sayinin son makalesinde yazarlar Selin Kiraz Demir ve Gilslin Bozkurt, ginimiiziin
tzerinde oldukga tartigilan konularindan olan, yapay zekanin sinemadaki yaraticilik izerine etkisi
aragtiriliyor. Alan aragtirmasi tizerinden tasarlanan galismada bir kisa film senaryosunun senarist
ve yapay zeka tarafindan yazilan iki 6rnegi, alanda galigan on profesyonel ile yapilan gériigsmelerle
tartismaya agiliyor.

Bir sonraki sayida gériigsmek tizere, keyifli okumalar dileriz.

arts.artuklu.edu.tr | 2024 | Aralik | Cagdag sanat 6zel sayisi




6 From the editor

Preface from Ferit Cagil

Dear Readers,

In the third special issue of ARTS, published outside its regular series, our focus was on
contemporary art, framed as a “field of interdisciplinary exploration”. We are pleased to present
six research articles that converge on the theme of contemporary art, addressing topics such as
video animation, artificial intelligence, representation, digital cinema, and graffiti, following a
rigorous evaluation and peer-review process.

The first article of this issue, authored by Berceste Giilgin Ozdemir and Nilay Ulusoy, is titled
"fbretniima (2009) in the context of shadow play representation language with a feminist
approach”. In this work, the authors examine Canan Senol's video animation Ibretniima, which
offers a contemporary narrative drawing on traditional art representations. The study explores
how Canan critiques patriarchal ideological reflections and implicit restrictions imposed on
women during Turkey's modernization process, analyzed through the lens of feminist theory and
the concepts embedded in the work. In the second article, titled "Representations as means of
control from the invention of art to artificial intelligence”, Kutlu Gurelli presents a relational
analysis of representational structures. This study traces the evolution of representations from
the art-craft distinction of the 16th century to the age of digital technologies and artificial
intelligence, highlighting patterns of integration into human life.

Ayse Ceren Solmaz's contribution, “Reconstruction of the past through artistic practices”,
examines how artists articulate past experiences through artistic practices, using ready-made
objects to bring these experiences into the present. The study analyzes the discontinuities of
experiences transmitted from the past and how they are reconstructed under contemporary
conditions, with examples drawn from selected artists. The fourth article evaluates Dervig Zaim's
cinema through Siegfried Kracauer's concept of the “found story”. In her study titled “The 'found
story’ in Dervis Zaim's cinema: Documentary reality through the possibilities of digital cinema”,
Asli Gungor traces the director’s journey at the intersection of documentary and fiction, utilizing
the affordances of digital cinema.

In the fifth article, titled "Graffiti as a contemporary art form: Cornbread the legend Darryl
McCray” Banu Ersanli constructs her study through an interview with Darryl McCray, considered
the first modern graffiti artist. This work explores the historical transformation of the
relationship between walls and painting into graffiti art, focusing on McCray's artistic journey
and contributions to the evolution of graffiti as a medium of artistic expression. The study is
significant for being the first academic work on McCray to date. Finally, in the sixth article, “A
study on the limits of digital creativity in the context of contemporary art and cinema”, Selin Kiraz
Demir and Gilsin Bozkurt investigate the impact of artificial intelligence on creativity in
cinema—a highly debated topic today. Designed as a field study, the article compares two versions
of a short film script, one written by a screenwriter and the other by Al and opens this comparison
to discussion through interviews with ten professionals in the field.

We wish you an enjoyable read and look forward to meeting you in our next issue.

Best regards.

arts.artuklu.edu.tr | 2024 | December | Special issue on contemporary art
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Abstract

Istanbul-born visual artist and activist Canan Senol, also known as Canan (1970-),
produced the video animation Ibretniima (2009), which tells the story of a young girl who
moves from an Anatolian village to a big city. Using a contemporary art approach, the
work incorporates representations that influence traditional Turkish art. The video
animation features a diverse range of visuals, including traditional Turkish shadow play,
largely derived from original artifacts and combined with collage elements, to represent
the female body in all its aspects. By subverting patriarchal ideologies and the non-verbal
restrictions imposed on women during Turkey's modernization process, the work
synthesizes avant-garde and feminist approaches in its representation techniques,
blending traditional and contemporary art forms. This allows for an examination of the
female character’s position in both public and private spheres, informed by feminist film
theory and the concepts explored in the work.

Keywords
video-animation, turkish shadow play, female body, feminist activism, turkey contemporary art

Highlights

e  The video animation fbretniima (2009) presents a feminist perspective on contemporary art
as a work created by combining traditional art forms with contemporary art forms.

e  While Karagdz, another name of which is dream play as well as shadow play, offers an unreal
world to its audience, Canan shows the transformation of traditional art forms with a
contemporary understanding of art he brings to shadow play.

e In terms of the representation of the female character, bretniima breaks the male-
dominated mechanism of the pleasurable gaze through the presentation of the female body
and the narrator's voice as a woman, while subverting voyeristic and fetishistic pleasure.

ARTS: Artuklu Journal of Arts and Humanities | e-ISSN: 2687-1890
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Oz

Istanbul dogumlu, gérsel sanatgi ve aktivist Canan Senol — Canan (1970-), Anadolu'nun
bir kéylinden biiyiik bir sehre taginan geng bir kizin hikayesini anlatan Ibretniima (2009)
adli video animasyonu, geleneksel Tiirkiye sanatina etki eden temsillerden yararlanarak
cagdas sanat anlayisiyla Uretmistir. Video-animasyon kadin bedeninin her yonden
temsilini gostermek igin, biiytik 6l¢lide orijinal eserlerden alinan ve kolaj unsurlariyla
birlestirilen geleneksel Turk gdlge oyununu igeren gesitli bir gorsel yelpazeye sahiptir.
Turkiye'nin modernlesme stirecinde kadinlara dayatilan ataerkil ideolojileri ve sozel
olmayan kisitlamalar: yikarak, temsil tekniginde avangart ve feminist yaklasimi
sentezleyen eser, geleneksel sanat formlarini, gagdas sanat formlar: iginde kullanarak
kadin karakterin kamusal ve 6zel alandaki konumunu hem feminist film teorisyenlerinin
diistinceleri baglaminda hem de eserde kullanilan kavramlar odaginda incelenmesine izin
vermektedir.

Anahtar kelimeler
video-animasyon, tirk golge oyunu, kadin bedeni, feminist aktivizm, tiirkiye cagdas sanat1

One cikanlar

e  Ibretniima (2009) adli video animasyon, geleneksel sanat formlariyla, gagdas sanat
formlarinin bir araya getirilmesiyle olusturulan bir eser olarak ¢agdas sanat anlayigina
feminist bir perspektif sunmaktadir.

e  Golge oyununun yani sira bir bagka adi da riitya oyunu olan Karagéz, seyircisine gergek dist
bir diinya sunarken Canan, golge oyununa getirdigi cagdas bir sanat anlayisiyla geleneksel
sanat formlarinin déntisimini géstermektedir.

e  Ibretniima kadin karakterin temsili agisindan erkek egemen haz dolu bakis mekanizmasini
kadin bedeninin sunumuyla ve anlatici sesin kadin olusuyla kirarken voyeristik ve fetisistik
hazzi alagad etmektedir.

ARTS: Artuklu Sanat ve Begeri Bilimler Dergisi | e-ISSN: 2687-1890




Ibretniima (2009) in the context of shadow play representation language with a feminist approach 9

Introduction®

Canan is an artist who describes herself as a feminist activist. She has been recognized
as a strong representative of the slogan “the personal is political” in the Turkish art scene
since the 1990s (Altindere & Evren, 2014, p. 5). Known for works that question
fundamental structural problems in society and their effects on the private sphere, Canan
identifies power, religion, and politics as the three main issues affecting society (Giinduz,
2023, p. 54). In Canan's works, the female body is not reduced to the position of a silent
object, but begins to gain voice (Tasg, 2012, p. 112). Through her art, she aims to highlight
the pressures that discourses produced by established institutions and their policies
impose on society, particularly on women. Her works frequently foreground issues such
as sexual abuse, domestic violence, and the constraints imposed by gender roles (Yilmaz,
2010, p. 126). In performances and works such as Odalik in 1998, Seffaf Karakol in 1998,
Kybele in 2000, and Cesme in 2000, where she uses her own naked body, Canan is
recognized as one of the few female artists in Turkey to openly demonstrate a feminist
stance (Antmen, 2017, p. 133). In the 2000s, many women artists addressed the male-
dominated and patriarchal order in their work, believing that it was necessary to shift
modernist perspectives in order to challenge dominant narratives. Canan stands among
these artists, symbolizing women's freedom and presenting the struggles women face in
Turkey. She is known for critiquing masculine politics by addressing women's identity
and stands out through both her works and performances (Madra, 2007, p. 34-40).

The film portrays the social and masculine pressures that a woman, Fadike, faces from
girlhood through adulthood. By highlighting the masculine norms ingrained in Turkish
culture, it reveals how patriarchal gender codes have permeated society and affected the
lives of Turkish women. In critically examining the sources of these oppressions, Canan
incorporates the nudity of both men and women in her work, drawing inspiration from
shadow theatre.

The work, which begins with the dedication “to my grandmother, mother, and daughter”,
draws on personal references from the artist’s life, as she frequently emphasizes in her
interviews. For Canan, the personal has indeed become political. The main character,
Fadike, who lives in southeastern Turkiye and is the daughter of a poor family, faces
pressure to marry, suffers under the masculine discourse within the family structure,
and occupies a subordinate position in daily life. These circumstances highlight how the
social order hinders a woman's sense of self. The visual narrative incorporates elements
of Turkish shadow play, reflecting the two-dimensionality and shaky movements of the

puppets.

In the methodology of this study, the video animation Ibretniima (Canan Senol, 2009),
which is the subject of the analysis, is examined from a feminist perspective, while the
synthesis of shadow play with contemporary art production practices is explored. It is
evident that the humorous perspective present in traditional shadow play is also utilized

* This is an extended version of the study presented as an oral presentation at EUPOP (European Journal of
Popular Culture), Krakow, Poland.

arts.artuklu.edu.tr | 2024 | December | Special issue on contemporary art




10 Golge oyunu temsil dili baglaminda feminist bir yaklasimla Ibretniima (2009)

by Canan in the video animation. At this point, the humorous approach of the Karagoz
and Hacivat shadow play is explained, and how this approach is integrated into a
narrative in the fable genre is revealed through the lens of feminist film theorists. Key
issues such as voice, the female body, and representation, which are also discussed in
psychoanalytic film theory, are examined through the perspectives of feminist film
theorists, and the content of Ibretniima is analyzed accordingly. The thoughts of feminist
film theorists such as Mary Ann Doane, Kaja Silverman, Ann Kaplan, Linda Williams on
these issues are re-analysed in the context of the work. This examination also addresses
how traditional art forms are transformed into contemporary art forms and how the
artist incorporates them into the work. The subordination of women artists in the art
world for centuries and their place within the social order are revisited in these
discussions, and Canan's contributions to contemporary art are contextualized in
response to Linda Nochlin's famous question, why have there been no great women artists?,
using a feminist methodology.

The image of women from shadow play to contemporary art

According to Terry Smith “the question of contemporary art has, in fact, been insistently
answered more narrowly by the acts of artists and the organizations” (2006, p. 683).
Arthur C. Danto, on the other hand, opens contemporary art to philosophical discussion
by re-examining the relationship between artworks and reality (2017, p. 115). This focus
on questioning can be seen as a key aspect of the representational strategies employed
in contemporary art. In contemporary Turkish art? pioneering women artists have
distanced themselves from the demands of traditional art and have, perhaps
unintentionally, become part of a new artistic approach (Toprak, 2018, p. 221). Over the
last thirty years, with the spread of innovative art methods and language, the exploration
of gender issues has become a significant corpus in contemporary Turkish art (Pinarbas,
2021, p. 1831). In this context, the use of contemporary art techniques is evident in the
representational language of contemporary art. Susan Langer argues that the essence of
awork of art lies in its portrayal of emotion, vitality, individual identity, and lived and felt
life (2012, p. 112). Since the conditions for creating art are developed within a specific
social environment and are shaped by identifiable social institutions, the nature of the
artwork is influenced by these factors (Nochlin, 2008, p. 136). Consequently, Canan's
representational language is shaped by the patriarchal system that surrounds her and is
further structured by her individual artistic experience. It is emphasized that the idea of
re-presenting women is only possible through a critical understanding of representation,
which is an approach to art (Antmen, 2017, p. 47).

In the Ottoman Empire, shadow theatre was a thriving artistic activity in Istanbul, where
different ethnic groups, languages, and genders came together. These plays humorously

2 Turkey contemporary art: In the article, there are different ways of characterizing contemporary artworks
produced in Turkey and these characterizations can be seen in the in-text references. This article adopts the
characterization of Turkey contemporary art.
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represented language, communication, and sexuality, offering audiences a world where
norms were turned upside down. Reflecting the cosmopolitan nature of Istanbul, the
puppets’ dialogues, spoken in various dialects, created conflict, while sexuality was freely
expressed without repression. Karagoz plays addressed topics like sexuality, politics, and
daily life in an uncensored manner, expanding the boundaries of representation and
signification through inanimate puppets. Behind the curtain, the Karagoz artist became
the voice of every segment of the public, regardless of gender, religion, language, or race,
and represented the public's thoughts (Mizrahi, 2009). In Ibretniima, Canan, like a
Karagoz artist, assumes the roles of all the characters she creates, portraying them
through voice imitation. She continues the tradition of shadow play to critique the social
order by representing various segments of the public.

Interdisciplinarity in Contemporary Art :

7 Contemporary
Art

Feminism

Image 1. Interdisciplinarity in contemporary art. Visuals that embody the relationship between
the concepts focused on in this study and contemporary art. The visual of the embodiment of
interdisciplinarity in contemporary art. It was designed by Berceste Giilgin Ozdemir.

Canan, who reintroduces traditional shadow play to the audience through video
animation, not only highlights the transformation of the male-dominated perspective in
art, which has also permeated the language of representation in contemporary art. At the
same time, by employing the masculine gender codes traditionally used in the portrayal
of women with a humorous expression, she challenges and prompts the transformation
of these codes. This change signifies the feminist approach within the artist's
representational language. Inspired by one of Turkey's traditional arts, Karagoz, or
Turkish shadow theatre, Canan's work [bretniima addresses issues such as the
patriarchal order, the exploitation of women's sexuality and labor, and incest. While
Karagoz originated in Anatolia as a traditional Turkish art form, it has become a shared
cultural heritage across a broader region due to its enduring popularity. Encompassing
various branches of art, Karagoz has brought together different characters and
ethnicities in the Ottoman Empire for centuries. Beyond fiction, Karagoz often mirrors
reality, reflecting life itself. The humorous culture of Karagoz and its elements continue
to prompt audiences to reflect on their own lives today (Oral, 2009, p. 6).
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In Ibretniima, Canan tells the story of a woman who migrates from the countryside to the
city, incorporating references to Turkish shadow play. This approach offers viewers a
contemporary interpretation of a long-overlooked tradition. Shadow theatre was the
most popular form of visual entertainment in the Ottoman Empire, appealing to nearly
all segments of society. The shows were satirical, addressing both sexuality and politics,
with a liberated sexual attitude playing a significant role in the humor. Turkish shadow
play, more popularly known as Karagoz, is a form of stage storytelling that can be adapted
to any era. Karagoz is an improvised play, where the Karagoz master, known as the hayali
or "imaginary” develops the play based on current events. These events are presented to
the audience with humor, aiming to reveal societal realities through the characters and
their relationships. As a result, individuals and ethnic groups that have existed in daily
and social life throughout history have been reflected on the Karagoz stage. The tradition
of improvisation allows Karagéz to address contemporary stories (Tekerek, 2001, p. 210).
It is challenging to determine the exact number of characters in Karagoz due to its
foundations in improvisation, eclecticism, and continual renewal. However, the
characters can generally be classified as men, women, and children. Common female
characters include Chengi (dancing girl) and Zenne (woman in Persian). In addition to
these general roles, there are specific characters from well-known plays, such as Leyla
from Leyla and Majnun, Shirin from Ferhat and Shirin, Bloody Nigar and Salkim Inci from
Bloody Nigar, and Matiz from Reverse Marriage. Additionally, the cazu (witches), who
appear in many Karagéz plays, are also female characters (Oral, 2009, p. 87-90) .

Image 2. Karagoz and Hacivat shadow play characters.
The photograph was taken at the Karagéz and Hacivat Museum.

In the hierarchically stratified society of the Ottoman Empire, Karagdz enjoyed
extraordinary freedom. Its sexually charged puns were revolutionary, even when the
performances lacked explicit political themes or characters. The subversive political
nature of Karagoz was symbolically expressed through the deliberate violation of
officially sanctioned cultural norms, values, and linguistic codes (Miller, 2013, p. 2).
Karagoz's approach to sexual liberation transcended class boundaries, allowing female
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characters to be portrayed more freely, even in a monarchy governed by Sharia law.

Gender and sexuality hold significant importance in Karagoz, which is among the most
provocative genres of Ottoman literature. Some European travelers were astonished by
the casual mention of sexuality in these plays (Schick, 2011, p. 200-201). To illustrate the
shock of Westerners who saw women and children in the audience at “obscene Karagoz
performances,” Metin And quotes a Turk’s response to a foreigner who asked why young
girls were allowed to watch the show: "They should learn; sooner or later, they should
know:. It is better for them to learn these facts than to remain ignorant of these things”
(20085, p. 85). Thus, Karag6z is not simply pornography but rather a “symbolic reversal of
commonly held norms and behaviors through the medium of sexuality” (Kirli, 2000, p.
170). The tolerance shown to Karag6z over the centuries extended beyond sexual matters,
helping it to overcome political censorship as well (Oztiirk, 2006, p. 294). The Karagoz
shadow theatre provided a bottom-up critique of power within Ottoman society,
highlighting the social constraints shaping everyday life. These shadow plays
transcended the boundaries that divided the Ottoman community, not by offering
alternative political scenarios for societal organization, but by achieving a greater degree
of differentiation among the subject classes. The purpose of Karagoz is to depict societal
reality through abstraction, illustrating the essence of a neighborhood not through the
events characters experience, but through the types of characters and their relationships
(Tekerek, 2001, p. 210). In Karagdz, the puppeteer draws from a series of episodic
narratives known by heart. These episodes are performed independently of an
overarching plot, allowing the puppeteer, much like a storyteller, to choose which
episodes to emphasize (Oral, 2009, p. 140). Similarly, Canan, like a Karagdz puppeteer,
narrates the story of Fadike, a character born from her own experiences. Viewing
feminism as a form of struggle, Canan utilizes the unique privilege that Karagoz has had
since the Ottoman Empire to tell Fadike's story.

Parody of official reason

Canan states that her aim is to write the history of women in their own words,
emphasizing that any part of the female body can be an object of representation in
Ibretniima. She critiques the patriarchal system that assigns specific meanings to parts
of the female body, questioning the significance attributed to Fadike's hair, breasts, eyes,
and hips. Canan explores how Fadike's celebrated beauty transforms her body into one
that is both desirable and, therefore, dangerous. As every part of her body is objectified,
Canan examines how Fadike navigates modern life. Through this approach, Canan's voice
becomes embedded in the narrative, transforming Fadike's story into the story of every
woman living under such a system. According to Canan, Fadike's story encourages
women to reconsider how much autonomy they truly possess when they believe they
have will power (Glimiig, 2010, 9 January). Committed to writing women's history in
her own words, Canan continues to make women visible in all areas where they are
ignored. She achieves this through the imaginative narrative of the traditional Karagoz
shadow plays.
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Throughout the film, Canan also voices male characters, though they speak less than the
female characters. However, she primarily tells Fadike's story through a female voice,
ensuring Fadike "gets a voice” throughout the film. In the Turkish shadow play Karagoz,
the main character sometimes acts as a spectator in certain episodes. Canan adopts this
dual role of spectator and interpreter, a characteristic of Turkish shadow theatre. This is
especially evident in love scenes where the flirtatious female character and the dandy
discuss their relationship. This active witnessing places Canan in the roles of both
narrator and spectator (Balan, 2008, p. 178). While Karagoz represents the voice of the
masses watching the shadow play, Canan's voice emerges as that of an audience member
interpreting taboo subjects such as female sexuality, homosexuality, and incest—topics
that remain hidden and unspoken in male-dominated society.

Since all the plays in Karag6z are improvised, the stories and characters from everyday
life are vividly reflected on the “screen of dreams.” The political stance of Karagoz has
always been that of the common person criticizing the powerful, consistently
representing the opposition (Oztiirk, 2006, p. 294-296). This criticism is not limited to
political authorities; it extends to all spheres of society, providing entertainment for
centuries. Characters in the show often embody ethnic stereotypes of residents from a
traditional Istanbul street, reflecting the pluralism of the Ottoman Empire by mimicking
various ethnic, religious, and regional personalities.

Karagoz performances, often held in coffeehouses and during nightly Ramadan feasts,
were immensely popular events where people of all social classes, genders, ages, and
ethnicities could gather and mingle. In the Ottoman Empire, these coffeehouses were
among the few spaces where men and women could share the same environment. As a
result, Karagoz stories frequently included both female and male characters, often
reflecting the common division between women, children, and men.

Metin And identifies the female characters in Karag6z as "all the zennes, the Circassian
odalisque, the gypsy, Karagoz's wife, and the sesame-maker” (2004, p. 64). Zenne,
meaning woman in Ottoman Turkish and derived from Persian, is the general term for
women in Karagoz plays. These characters often hold a fan, flower, or umbrella in one
hand. Young zennes typically engage in matters of the heart, while older zennes nag and
frustrate their husbands. Karagdz's wife, for instance, often argues with him,
complaining about the lack of food in the house and urging him to work and bring home
provisions (Senyer, 2014, 2™ August). According to Canan Balan, it would be too naive to
idealize Karagdz by emphasizing its emancipatory role for women (2008, p. 178).
However, Karagoz did contain liberating elements, such as its critical approach to
political affairs and its sexually charged jokes. One source of comedy's pleasure lies in
language that defies conventional meaning: accents, dialects, absurd rhymes, puns, and
even stuttering are used to subvert traditional meanings. This can extend to the limits of
absurdity, potentially offering new possibilities for experimental, pure, and absurd
theatre.

In various histories of shadow theatre, writers often quote the astonished reactions of
European travelers to the sexual and political freedom in Karagoz plays. This explains the
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shock of Westerners who observed women and children among the spectators of the
"obscene Karag6z performances”. A Turk's response to a foreigner who questioned how
young girls could be allowed to watch these shows was: They [the young girls] should
learn; sooner or later they should know, it is better for them to learn these facts than to
be ignorant of these things. Although no one can claim that Karagéz took a liberating
approach to the representation of women, as Balan suggests, we must acknowledge the
atmosphere of tolerance in a spectacle where men and women participated together.

In conclusion, most Karag6z plays are based on scenes from everyday life, satirized
through sexuality. Karagoz theatre addresses a wide range of themes, including
circumcision, cuckoldry, romance, supernatural or pseudo-magical elements, disguise,
explicit violence, nudity, and sex. The exclusion of sultans, prophets, and religious figures
allows Karagoz to challenge the audience's sense of judgment and values (Miller, 2013, p.
2-10). Thus, it is fitting for Canan to choose Karagoéz to depict an incestuous relationship,
which she focuses on in Ibretniima. Karagéz was highly entertaining and unifying for the
Turkish people, encouraging “safe” rather than subversive laughter. Canan's choice
reflects her reference to a traditional art form popular since the Ottoman Empire, where
the audience tolerated hidden fears, unspoken topics, and taboo subjects such as incest.

By using Karag6z, Canan prompts the audience to self-reflect on female sexuality and the
moral rules governing it. At the same time, she gives voice to the women and children
silenced in male-dominated societies. At the end of her work, Canan refers to another
characteristic of Karagéz—its role as the “voice of the silent.” Karagéz, also known as a
dream play, presents an unreal world to its audience. It doesn't tell a story directly but
conveys it through sharp, abstract lines. The visualized world, devoid of perspective rules,
is two-dimensional. The structure and characters of shadow theatre verge on
irrationality, yet this metaphorical approach allows Karagoz to highlight real events and
express hidden truths in society.

The ending is the shortest part of a Karagoz play. Typically, Karagoz slaps Hacivat, who
exclaims, "You've destroyed the curtain, it's ruined, I'll tell the owner right away
Karago6z then threatens Hacivat while providing information about the theme of the next

1"

play, telling him what he will do to him. Karagéz then announces the play's end,
apologizes for any mistakes, and informs the audience of the next play's name and
location before leaving the stage. In Ibretniima, Canan does not mention a new play at the
end, but instead suggests that Fadike's story is just one of many that could be told,
implying that it is neither the first nor the last. In doing so, Canan indicates that the other
women's stories she references in her work are interconnected with Fadike's.

Presentation of feminist fable

Ibretniima is based on a fable and tells the story of a young woman in a village in Anatolia.
Canan describes her work as a video fable and her narrative role as that of a storyteller
(ravi) (Senol, 2010, p. 1). The work, which explores the pressures of male dominance on the
female character, also addresses digital surveillance in the modern age. The viewer
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follows Fadike's life intimately, witnessing the surveillance of the modern individual, who
can be monitored anytime and anywhere in the digital age. In this era of real-time
surveillance, every digital data presentation and image production becomes an act of
creating and visualizing our own image (Groys, 2016, p. 125).

In examining the relationship between visual culture and cinema, Robert Stam asks,
"How is vision gendered and sexualized?” (2014, p. 321). This question is relevant to the
representational strategies that digital technologies offer in narrative forms and is one
of the questions this study explores. Henry Jenkins updates Walter Benjamin's views on
emerging digital theory, stating,

Digital theory can examine everything from the role of CGI special effects in

Hollywood blockbusters to communication systems (the Net), new genres of

entertainment (computer games), new styles of music (techno), or new

systems of representation (digital photography or virtual reality) (as cited in

Stam, 2014, p. 326).
Therefore, Ibretniima not only visualizes Turkey's patriarchal cultural codes from the past
but also highlights the ongoing projection of male dominance in the digital realm. The
screen becomes a cyber-chronotope, where both time and space are transformed,
showcasing the impact of new technologies on production and aesthetics (Stam, 2014, p.
329). In this context, Ibretniima synthesizes traditional indicators of social order with
contemporary narrative styles, presenting a moment that dissolves time and space with
its humorous, fairy-tale narrative. The humorous presentation of the shadow play and
Canan's witty voice-over narration provide a parodic view of the society in which the
female character lives. According to Terry Eagleton, humor involves the release of a
satisfying tension that mimics orgasm (2020, p. 29). True wit, however, provokes a smile
instead of a sigh, demonstrating the superiority of the mind over base senses and
appearing as a talent of the soul (Eagleton, 2020, p. 98). The humorous aspect of the
presentation reminds us of the provocative and deconstructive nature of art, offering a
different perspective on the political critique of the current social order through video
animation. The dialectical speech of the narrator, who shifts between an old woman and
a soldier, deepens the voice, while the contemporary interpretation of miniatures and
shadow puppet performances provides an ironic presentation of existing masculine
discourses.

When voice-over dominates a film narrative, it shapes the interpretation of the story. In
Ibretniima, the voice-over belongs to Canan. Sigmund Freud, in An Outline of
Psychoanalysis, states that sound, noise, and what is heard are central to fantasy
formation, emphasizing that primitive fantasy is built around sound (as cited in Dolar,
2013, p. 137). When the voice-over describes the female body, it adopts a feminist
expression, reframing the masculine gaze on the body in its own terms. In classical
narrative cinema, the voice-over is typically authoritative and usually male; Canan
reverses this convention in her work. Kaja Silverman emphasizes that sound recording
becomes privileged when it engages with the body (1988, p. 49). Silverman's ideas align
with Canan's voice-over performance, emphasizing the intimacy of the body. In
particular, the female body is rarely displayed or presented naked in Muslim society. The
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detailed depiction of the female body in Ibretniima, supported by the voice-over, evokes a
sense of strangeness. It is the obscenity and unfamiliarity of the sound that make a
lasting impression. Echoing Friedrich W. Joseph Schelling, Freud asserts that the strange
is "something that is revealed when it should have been hidden.” One feels shame when
using one's voice because it exposes hidden intimacy to others, and this shame is
structural, not merely psychological. Joan Copjec refers to this as "ontological shame” (as
cited in Dolar, 2013, p. 83). According to Mladen Dolar, the voice is elusive, existing both
inside and outside the law, and thus always posing an urgent threat (2013, p. 169). By re-
presenting the ontological shame embedded in the social order, Ibretniima compels
society to confront itself.

The voice-over in Ibretniima, along with the voicing of female characters and making
them heard in a society where women are often silenced, serves as a crucial example of
the feminist perspective in art. Canan does not address the silencing of women using only
a feminist strategy based on voice-over. Through the representation of the female body,
she also deconstructs the male gaze embedded in cultural codes.

Image 3. Collage: A scene from Ibretniima (Senol, 2009)

In the film, Canan's naked display of her body disrupts the male-dominated cultural codes
that come into play when women are transformed into objects of spectacle. Considering
that the naked body is tied to the myth of the lost paradise, and that since the expulsion
from paradise, the world is perceived differently, discussing the clothed body becomes a
mere reiteration of a well-known fact (Corbin, Courtine & Vigarello, 2007, p. 122). In her
work, where she frequently employs naked bodies, Canan reminds us that human
existence originates in nudity. She seeks to challenge and destabilize the conservative
views imposed on the body with a radically subtle irony, rather than simply restating
familiar ideas. The subtle irony in the narrative language and presentation of the work
reverses the masculine gaze embedded in the social order. This disruption prevents the
male viewer from objectifying the female character as a spectacle. Fadike's body
becoming an object of representation is a reality shaped by the pressures exerted on
women by masculine discourse.

arts.artuklu.edu.tr | 2024 | December | Special issue on contemporary art




18 Golge oyunu temsil dili baglaminda feminist bir yaklasimla Ibretniima (2009)

N2 S SNUN 27 SIS ASNUIIN
A=A NN SN
S e e UL s
g W A &‘fl“““'l“'\‘»‘ ~‘<:l£
A |

3
,5"‘.

Image 4. The nine. This scene is from the fbretniima (Senol, 2009)

In this context, Mary Ann Doane's article Woman's Stake: Filming the Female Body (1988)
provides a framework for analyzing the content and formation of Canan's work from a
feminist perspective, drawing on feminist discourses. The article, which focuses on
cinematic images, begins with the question, “What does a woman want?” and stresses
the need for cinema to answer this question. Doane argues that the oppressive portrayal
of women in cinema makes the creation of feminist films nearly impossible, likening the
camera’s movement toward women to a terrorist act. She explains that the production of
images and music in cinema is aimed at gratifying the viewer's identity, reinforcing
voyeuristic and fetishistic tendencies while avoiding castration anxiety. Doane observes
that contemporary filmmaking incorporates visuals and techniques that resist
traditional modes of coding and decoding. The purpose of this alienation is not to depict
the female body differently, but to uncover the meanings and values of femininity shaped
by cultural codes (Doane, 1988, p. 216-217). Ibretniima can also be viewed as an example of
contemporary filmmaking practice. Furthermore, as this study highlights, new
communication technologies underscore the important role of modern filmmaking
techniques in presenting traditional, predetermined masculine indicators to viewers.
While Ibretniima demonstrates that the social order of the female body is coded with
masculine indicators, it also emphasizes the need to question this coding. As Doane
stated, the uncoded body is an impossibility (1988, p. 218). Canan's work not only
illustrates this coding but also encourages viewers to question and deconstruct these
imposed cultural codes.

Ibretniima paves the way for contemplating the impossible by presenting the female body
with nudity, allowing for a reconsideration of the coded and feared female body,
ultimately revealing the underlying fear of castration. In classical narrative cinema, the
naked female body implies castration, depriving the male viewer of pleasure and
frightening him with the unknown void into which he is drawn. In this context, the
animated short film demonstrates the possibility of reversing dominant ideologies on
screen, both in form and content. It clearly exposes the ironic aspects of the social order,
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showing that the subordination ascribed to women is, in fact, an indicator of the ironic
subordination of men themselves.

Vladimir Jankélévitch observes that irony is even more serious than seriousness; it
speaks when it should be silent and remains silent when it should speak (2020, p. 170).
The use of irony in this work, therefore, suggests that the patriarchal point of view must
always be questioned in an ontological context. The fragmented presentation of the
female body at the beginning of the animated short film, and its completion through the
combination of these parts at the end, exemplifies the ironic perception of women within
the social order. The detailed depiction of the female vagina in various miniatures and
shadow puppet performances evokes the concept of vagina dentata. Likewise, scenes of
naked female figures in the bathtub, the exposure of male characters’ penises in the
village square, and the women's laughter in response blend reality with the utopian,
creating a surreal scenario that prevents the male audience from taking pleasure in the
female character.

By presenting these elements, Ibretniima challenges viewers to question and deconstruct
the patriarchal and ideological constructs imposed on the female body. Through its use
of irony and surrealism, the film subverts traditional narratives and highlights the
absurdity of societal norms.

Image 5. The husband. Scene from Ibretniima (Senol, 2009)

Therefore, the castration of the male viewer becomes evident. Simultaneously, the
possibility arises that the male viewer might derive pleasure from observing the male
characters, while the female viewer may find enjoyment in watching the naked bodies of
the female characters. This dynamic allows viewers to engage with homoerotic feelings,
contributing to the experience of watching alternative films. The patriarchal order,
politically critiqued through the representation of the body, continues to challenge social
gender stereotypes.

According to Doane, the natural body serves as the marker of sexual difference, thereby
adding functionality to such discussions (1988, p. 219). Similarly, Linda Williams asserts
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that the female body in cinema is perceived as a problem that exposes sexual differences
(as cited in Mayne, 1985, p. 89). In Ibretniima, the portrayal of the naked female body and
the miniature scenes of intercourse demonstrate the man's realization that there is no
adequate tool to symbolize the deficit. Doane questions the stereotypical codes in the
representation of women, asking, "Why are the signs assigned to women?’ While
anatomy is traditionally seen as destiny, she argues that fiction ultimately shapes this
concept.

Ann Kaplan points out that Hollywood's narrative mechanism tries to conceal what is
natural. In this pleasurable mechanism, which allows voyeurism and fetishism to flow
freely, viewers encounter a representation filled with illusion (Kaplan, 2001, p. 13). Doane
also references Luce Irigaray and Julia Kristeva's questioning of why women speak in low
voices in the female body (1988, p. 223). In Ibretniima, the representation of the female
character disrupts the male-dominated pleasurable gaze mechanism. Voyeuristic and
fetishistic pleasure is subverted by the portrayal of the female body and the female
narrator's voice. The masculine discourses labeled on the body are deconstructed by the
gaze of the female characters and female viewers toward the naked female body. The
exhibition of adolescent girls' nudity and the homoerotic intimacy between them
suggests that male sexuality might not be a factor.

The moral rules imposed on women by gender codes prevent them from exploring
sexuality. What we see constructs the mediation in representation between visual
culture and real bodies. While Canan uses socio-cultural signs to construct meaning in
her work, she successfully reverses the masculine perspective that has been used against
women for centuries. In doing so, she radically deconstructs the representation of male
figures.

There are now great female artists

Many researchers, historians, and theorists argue about the scarcity of female artists in
the annals of art history. In this context, showcasing women through their feminine
characteristics, while avoiding a voyeuristic perspective, is crucial for the visibility of
women artists. Although some artists in art history challenge the male gaze on the female
form, the invisibility of women persists due to the latent sanctions of male domination.
In her seminal work, Why Are There No Great Female Artists?, published in 1971, Linda
Nochlin (2008) posed an important question about the relationship between feminism
and art, prompting deep reflection on the subject. Nochlin argues that the belief “there
are no great women artists because women cannot be great” is a deeply ingrained and
erroneous societal notion. She notes that art, as a direct and personal expression of
individual and emotional experiences, requires a consistent form of language, built upon
certain conventions, schemas, or code systems that develop over time or independently.

Ideological and political misunderstandings about the subordination of women stem
from distorted ideas about how art is produced (Nochlin, 2008, p. 122-129). The conditions
for creating art are shaped within a particular social environment, which is an integral
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part of the social structure. Consequently, art is influenced by social conditions (Nochlin,
2008, p. 135). Canan presents the patriarchal cultural indicators of her society and
positions herself as a subject within the material of art. In one of her works, Canan takes
on the role of Fadike, displaying her naked body and donning pieces of a female
character’s outfit, transformed into jigsaw pieces. In these scenes, Canan's naked body is
presented as an object ready to be dressed, surrounded by objects associated with the
private sphere, shaped by the male perspective of society. Many of these objects embody
discourses imposed on women by society.

As Nochlin highlights, this presentation is reminiscent of Berlin Dadaist Hannah Hoch's
critique of patriarchy in her photo collage Pretty Girl. Hoch's nudes reject the male gaze
that dominates many art objects. This deconstructive practice shows that
representations of women as sexual objects are constructed, far from being natural or
given (Nochlin, 2020, p. 32). In Ibretniima, Canan radically breaks with the perspective
that obscures women's sexuality in Ottoman miniature motifs and shadow play
depictions, demonstrating that the female body can be represented from a feminist
perspective using contemporary art's narrative strategies. Canan, who identifies as a
feminist, describes her feminism as follows:

Everybody contributes in some way to my being a feminist, all the areas of

power, the state, my father, my husband, the male art community, the men in

society, the male point of view, and so on. This is a natural process; it is not a
specially chosen position, and of course, I fight for it (Kaptanoglu, 2010).

Conclusion

The uniqueness of the artwork is changing and transforming in contemporary art
approaches. The basis of this change and transformation lies in understanding the
methods and adopting the approaches of contemporary art disciplines. Canan's blending
of the techniques used in shadow play in the context of the possibilities of video
animation technology also shows how traditional art forms can be used in contemporary
art forms. The miniatures, talking characters and moving images in Ibretniima are
important not only in terms of reuniting traditional art forms with the contemporary,
but also in terms of revealing an interdisciplinary understanding of art. Canan has
contributed to the deconstruction of existing codes in Ibretniima both in terms of
technique and content.

In Ibretniima, the female body is presented in relation to masculine cultural discourses,
independent of the phallus-centred mechanism of the masculine gaze. Through her
artwork, the codes associated with social gender gain the potential to be interpreted
differently from the entrenched realities of societal order. In this context, Fadike's
representation in Ibretniima concretely reveals the construction of voyeuristic and
scopophilic views inherent in the concept of social gender and the perception of women
within the social hierarchy. Fadike's relationships—with her mother, her husband, the
social order, and even herself—are fraught with patriarchal signs. How can Fadike
internalize her body in a system where she does not even understand herself ? Why does
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Fadike marry a man she does not desire? How is she allowed to become a child bride?
Questions like these clearly demonstrate how patriarchal discourses are perpetuated in
the social order. As the foundations of Islamic history were established, so were the roles
assigned to men and women, with women being passive and subordinated. Women
artists who challenge the codes of masculine domination have played significant roles in
changing these societal roles. The fact that Canan, as a woman artist, reveals her
existence regarding her own experiences and identity in her work shows the importance
of women's existence in terms of the history of art in Turkey, as well as the importance
of the representation of traditional art forms in our art history with contemporary
narrative forms in terms of its place in the history of art in the world.

The masculine language prevalent in traditional shadow play has been transformed into
a feminist language through Canan's video animation. This presentation is an important
example of the transformation of masculine language in traditional arts. What is
important in the presentation strategy of this transformation is to realize the
methodology of catching up with the contemporary by knowing the value and
importance of the traditional.
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Oz

Sanatin ayri bir kategori olarak ortaya gikisi, kapsadiklarini maddi ve kavramsal anlamda
nitelerken gegmiste gegerli dinyevi Olgekten bagimsizlagmasi olarak tarif edilebilir. Bu
yolla sanat kategorisi, kavramsal ve bigimsel bakimdan temsili bir yap: ve soyutlama
olarak inga edilir. Bu yeni temsili(lestirici) yapi, finansal araglarin ortaya ¢ikmasinda da
tekrar eder. Dinyevi olandan olmayana, kaba zanaatlardan ince (fine) sanatlara gegisin
benzeri, Ikinci Diinya Savasi sonrasi pazarlama alaninda da tekrarlandi. Calisma,
zanaat/sanat ayrimindan bahsedilen on altinci ylizyildan dijital teknolojiler ve yapay
zekanin belirginlestigi guntimiize takip edilebilir bu temsili yapilar: tanimlamak ve insan
yasamuina eklenme bigimleri arasinda bir érinti bulmak tizere iligkilendirmeyi amaglar.
Sanatin icadi olarak niteleyebilecegimiz kiiltiirel déniisimden, iginde bulundugumuz
neoliberal, geg-kapitalist dénemin finansal-biirokratik diizeneklerinden endistriyel
komplekslerin igleyisine uzanan tespitler yardimiyla, giincel teknolojinin yasami
kusatma ve yeniden tiretme bigimleri hakkinda bir degerlendirmeye varilmaktadir.

Anahtar kelimeler
sanat, temsil, arzu, yapay zeka, endiistri kompleksi

One cikanlar

e  Temsililegtirmenin, yagliboya resmin ortaya gikisindaki haliyle, miilkin gérintiisa yoluyla
ikamesi olan iglevi, bu déntisiimle yerini milksiizlegtirmenin yoéntemi olmaya birakmistir.

e  Sanatkategorisinin ingasinda estetik ve begeni tizerinden diinyevi 6lgekten incelerek kopan
yapt ile halkla iligkiler ve reklamciligin titketim toplumunu insa ederken litks ve yagam tarzi
kavramlariyla ayni sablonu takip eder.

e Dijitallesen bilginin havadisleserek yigilmasi izleyici-okuru sezgisellige mecbur birakarak
insan1 hakikat sonrasi alanda tutarken gergekligi de spekilatif/manipilatif bigimde
uretilebilecek anlatisal bir piyasa unsuruna déniistirir.
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Abstract

The emergence of art as a distinct category can be described as its separation from
worldly scales, defining its scope both materially and conceptually. This shift created art
as a representational structure and abstraction. A similar pattern is seen in the rise of
financial instruments during the same period, reflecting a transition from crude crafts
to fine arts. This parallel extends to communication and marketing fields after World War
I1. This study traces these representational structures from the 16th century, when the
craft-art distinction began, to the present, where digital technologies and artificial
intelligence are increasingly dominant. It aims to identify patterns in how these
structures integrate into human life. Through this analysis, the study evaluates how
contemporary technology surrounds and reshapes life, connecting observations from the
cultural invention of art to the financial-bureaucratic mechanisms of the neoliberal, late-
capitalist period, and the workings of industrial complexes.

Keywords
art, representation, desire, artificial intelligence, industrial complex

Highlights

e The function of representation, as in the emergence of oil painting, which substitutes the
image of property, has given way to dispossession by transforming property into an image.

e  The structure in the construction of the art category, which separates from the worldly
scale through aesthetics and taste, follows the same template as the use of luxury and
lifestyle concepts by PR and advertising in consumer society.

e  With artificial intelligence, there is a danger of forming a self-oriented and closed structure,
where the search function turns into a prompt for creation, leaving no external direction to
aim for.
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Giris*

Temsililestirmenin yagliboya resmin ortaya gikisinda gordigimiz haliyle "mulkiin
goruntist ile ikamesi” olan islevi, zamanla yerini milkiin gorintiye doniismesiyle
miulkstizlestirmenin yo6ntemi olmaya birakmistir. Burada gorilen gegis, sanat
kategorisinin ortaya gikisina yakin zamanlarda olustugunu goérdugumiz karmasik ve
temsili finansal Urtnlerin ticaretine bagh piyasalarin gelisiminde de izlenebilir. Bu
dénemde tasinabilirlesen sanat eserleri veya finansal araglarin yeni orta sinifa yonelik
arzlar oldugunu ve bu siifin kiltiirel, sosyal, finansal fayda (kar) arzusuyla olusan talebi
karsilamak {zere sekillendirildiklerini belirtmek gerekir. Calisma boyunca
temsililestirmenin kontrol ve 6zlitleme (extraction) araci olarak nasil gelistigini ve iginde
bulundugumuz neoliberal geg-kapitalist donemde, goruntisiine déniismiis diinyanin
bilesik endiistriyel kompleks kontrolii altinda nasil stirdiriildigini belirginlestirmek ve
anlamak adina Oorlntiler bulunmaya ¢alisilacaktir. Birimi meta/sinyal, ylzeyi
piyasa/kanal olabilen yapilarin olusum ve hareket bakimindan ortaklik gosteren
ozelliklerini tarif ederken, teknigin olanaklariyla politik imalari gittikge artan 6neme
sahip bir hal alan ¢ozlintrlik meselesinin iletisim/etkilesim kanallarinda olusan
"ifsalagan gosteri, teftiglesen goézetim” baglaminda giindelik yasam kadar kiiltir sanat
alaninda da insan davranis ve yasamiyla nasil iligkilendigi ele alinacaktir.

Temsil olarak gortntillerden bahsederken, eger Matt Gatton'un paleo-camera teorisini de
dikkate alacak olursak (Gatton ve Carreon, 2011) milyonlarca yil geriden baslatilabilecek
optik gortntilerle iligkimizi ve bu iligkilerin kiltirel unsurlara déntisimi tarihini, hem
maddi/pratik hem de metafizik/teorik alandaki en yakin biiytik kirilmayi, temsil yoluyla
dinyevi olandan hem duyusal hem de finansal anlamda kopusu ifade ettigi igin 16.
yuzyilda sanat kategorisinin ortaya gikisindan baslatmak uygun gorilmistir. Calisma
boyunca, halen bu goruntiler tarihinin iginde olundugu, gelisim slirecinde
belirlenebilecek kimi karakteristik 6zelliklerin hala gegerliligini korudugu ve nihayetinde
yapay zeka yoluyla yagsanmakta olan tarihsel kirilmanin bu baglamda ele alinmasinin
agiklayici olabilecedi gosterilmeye galisilacaktir. Sanatin son 400 yilda izlenebilir olan
bigimsel ve kavramsal degisimi boyunca oldugu gibi, bugiiniin hakim ekonomik ve siyasi
yapilariyla da dogrudan iligki iginde oldugu agiktir. Bu nedenle, 2000'lerin bagindan
itibaren tlkemizde etkinlik alaninin genisledigini gérdigimiiz gagdas sanat konusunun
da neoliberal kiiresellesme hareketinin kiiltiirel uzantisi olan postmodern irticai faaliyet
baglaminda ele almasinin fayda saglayacag: disuntlmektedir.

Buradaki “fayda”, nihayetinde, hakikat sonrasi olarak da adlandirilan, niteleme ve
6lgeklendirmenin piyasalasarak spekilatiflesmesi ile tarif edebilecek krize kars:i direng
saglamakla iligkilidir. Anlamin seyrelmesi, diinyanin ginden giine daha da kavranmasi
zor, bulanik ve karisik hale gelisinden, dikkatli, bdlinmemis ve derin diistincenin gittikge
daha ¢ok gaba gerektirmesi, temiz ve dogal gidaya erisimin zorlagsmasindan, Gretim
stireglerinin karmasik endistriyel yapilara dontiserek asiri islemeyle irettigi efektlesen,

! Bu galisma Hacettepe Universitesi Sosyal Bilimler Enstitiisii Resim Anasanat Dalinda Prof. Ferhat Ozgiir
danigsmanlifinda hazirlanan Gériintii ve Resim: Giiniimtizde Resmin Arag Olarak Niteligi baglikli sanatta yeterlik
tezinden Uretilmistir.
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aromatiklesen temsili gidalar yaygin miulksiizlestirme uygulamalarindan ve nihayet
bunlarin tamami da gosteri/gézetim temelli yeni yasamin benzer bigimde tekrarlayan
temsililestirilmis unsurlarindan ayri ve uzak degildir. Faaliyetin performansa dayali
6lcimlint merkeze alan nicelestirici rejimde esas yerine 6zdes olanin, aroma veya efektin
sagladig: maliyet tasarrufu, kaginilmaz bigimde formalitenin, séz konusu kisayol veya
hilenin hakimiyetini tretir. Bitlin bunlarin ortak ve bilesik bir kiiresel endistriyel-
kompleks faaliyetinin dogrudan veya dolayli sonuglar: oldugunu séylemek yanlis olmaz.
Bu calismayla hedeflenen fayda, tam da bu yapimin isleyisini belirginlestirecek
ortntilerin ve iligkilerin nispeten kolay gortinir ve anlasilir kiinmasina dairdir. Bu
amagla, tanimlanmaya ve aralarinda ortntiller bulunmaya galisilan konularin genis ve
karmasik yapisina yaklasimda izlenimeci bir bakisin saglayabilecedi tiirden mesafe ve
yuzeyselligin-dijitallesmenin bilgiyi havadislestiren ve dinyay: ancak sezilebilir bir
yiginsal akisa donlistiren yapisi etkisiyle giglenen komplocu akil yurtitme refleksinden
cok da uzak olmayan bigimde-tercih edilebilir hale geldigi s6ylenebilir. Bu yaklagimin,
akademik kariyerinin biiylik kismini, iki boyutlu, kapali sonuglar olarak gorintiiler ve
resimleri distinmek ve anlamakla gegiren glizel sanatlar sanatgi-akademisyenlerine
yabanci olmadigi soylenebilir. Bu baglamda, g¢alismanin, sanatta akademik faaliyetin
nitelik ve bigimine yonelik belirsizligin giderilmesi yerine, sosyal ve besgeri bilim
calismalarinin bigimsel taklitlerini iretmeye mecbur birakilan sanatgi-akademisyenlere,
goruntisine doéntisen diinyanin anlamlandirilmasinda-bunun calismay
edebiyatlastirmasi pahasina-sanata 6zgl bilgi hal ve tiirleriyle sekillenmis akademik
faaliyete yoOnelik bir deneme sunmak oldugu soylenebilir. Bunun, gegmiste, diinyanin
optik goruntlisint hizli ve etkili bigcimde gogaltan fotograf karsisinda resmetmeyi insan
olgekli bakis ve jest ekseninde yeniden tanimlayan izlenimeciligin yaptigi gibi,
goruntisiine doniismis, sayisal olarak ¢ozilmus ve yapay zeka yoluyla hizli ve etkili
bigimde {retilebilir olanin hakim oldugu zamanda arastirma faaliyetinin insani 6lgekte
yeniden tanimlanmasi adina bir oneri olabilecedi de s6ylenebilir.

Sanatin icad:

Sanatin Icadr: Bir Kiiltiir Tarihi kitabinda Larry Shiner, sanatin kiiltiirel bir kategori olarak,
cok da uzak olmayan bir gegmiste, nasil insa edildigini anlatir (2004). Bu tarih, sanat;,
igerisinde digerlerinden farkli bir itkiyle dogdugu igin magara resimlerinden sorumlu
tutulan “yaratici ve yetenekli” olanlar ile pek de o&yle ol(a)mayanlarin ayrimini
gunimizin "dogal olarak” adil olmayan piyasa sartlarinin kékiine yerlestirerek piyasaci
modelin biyolojik temellerini ima eden baz1 diger ¢ykiilestirici okumalardan farklidir.
Modern sanat sisteminin temelindeki sanat/zanaat ayrimiyla, sanatin diinyadan
incelerek (fine) kopmasi veya "kurtulmas1” stireci, estetik degerler ve begeni tizerinden
inga edilen bir bagimsiz kategori insasi stirecidir. Bu yeni sanat kategorisinin deger
Uretimi, estetik ve maddi anlamda piyasa ve begeni kavramlarinin spekiilatif haline bagh
hizli ve hafif bir yap: ortaya koyar. Séz konusu yapinin belirgin kildigi “hizlanma” ve
"hafifleme” kavramlarina, John Berger'in Gérme Bigimleri (2010) kitabinda, Walter
Benjamin'den aktardigi, resimlerin ve diger goruntilerin fotografik olarak
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cogaltilmasiyla beraber ortaya ¢ikan tiirden "yayilmayi” da eklemek mimkindir.

Sanat baglaminda bu yapiy1 Berger'in ifadesiyle (2010), Hollanda Altin Cad: kiltiirine
uygun bir gérme bigimi olan yagliboya resim ve onu mumkin kilan piyasayla birlikte
disinmemiz gerekli. W. G. Sebald, Satiirn'lin Halkalart (2006) romaninda Lahey'de
bulunan Mauritshuis muizesi veya Londra'daki Tate miizesi gibi pek gok énemli Avrupa
sanat kurumunun koleksiyonunun, uluslararasi seker ticareti sayesinde zenginlesmis
ticari hanedanliklarin bagislariyla olusturuldugunu, bu paranin hala dolasimda oldugunu
aktarir. Hollanda Altin Caginda biriken bu esi benzeri gériilmemis sermayenin toplumsal
sinifa dair finansal ve kiltlirel sinyallere/temsillere déniistiirilerek metalagmasi, yani
piyasanin akigkan birimleri olarak tarif edilmesi, sermayenin hareket alaninin sofistike
finansal araglar yoluyla yayilip derinlesmesi tarihinin de pargasidir. Burada, éncelikle
fiziken tasinabilir hale gelen, -ileride ise fotograf yoluyla gogaltilarak iyice hizlanabilir
kilinacak- sanat eserleri ve hisse senetlerinin benzeserek yan yana geldigini goértriz.
Finansal ve kiiltirel sermayenin birbirinden ¢ok da uzak olmayan bu gelisim ve
igleyisinin sanat egitiminin merkezi konularindan biri olmas1 gerekirken neredeyse
tamamen goz ardi edilmesi, basl basina irdelenmesi gereken 6nemli bir konudur. Bunun
yerine tercih edilen hdkim anlatinin deha, 6zgtin/sira disi ifade, yaraticilik odag: veya son
yillarda bunlarin oto-etnografik, kimlikei, ifsaci/itirafgl, kendini mitolojiklestirme ile
ikamesi, ironik bigimde, piyasalastirilmay: kolay ve strdirtlebilir kilan asimetrik
anomali olarak sira disiligy, fevkaladeligi, bir tlir 6z kaynak olarak girisimci bireyin blinye
ve sorumluluguna ihrag eden gizemlilestirici, egzotiklestirici sémuriiyl yeniden tretir.

Berger, Shiner gibi, tam da bu eksikligini belirttigimiz, belli bir tir gérme bigiminin, belli
bir tir resmetme ile ve belli konular etrafinda ortaya gikisini s6z konusu maddi iligkiler
baglaminda ele alarak tarif eder. Bunu yaparken, Walter Benjamin'in Mekanik Yeniden
Uretim Caginda Sanat Yapiti (2023) baglikli denemesinden hareketle 6ne siirdiigii -ve
yukarida bahsedilen bireysel mitolojilestirici, masallastirici yapiya uzak olmayan-
tarihsel bulandirma kavramyi, burada ifade edilen temsili ve bagimsizlagtirilmig yapilarin
karakteristik Ozelligi olarak da karsimiza gikmaktadir. Bu, bulandirma ve bulaniklik
konusuna ¢galigmanin ilerleyen bélimlerinde tekrar dontlecektir.

Avrupa'da, s6z konusu dénemin gittikge “yigilmaya dontisen biriktirme” olarak tarif
edilebilecek yapisi, bu birikimin gértntirlesecedi, déniisecedi ve daha kolay hareket
edebilir -dolayisiyla hafif- temsili araglar1 gerekli kilmisgtir. Bunun sonucunda finansta
degeri kendinde olan fiziki emtiadan, emtiaya dayali para birimine ve oradan da emtia
karsiligi olmayan, itibari finansal araglara dogru temsililesip tiirevlesen bir déniisim
goruriz. Bu doniisimle, dinyayla iligkisi incelerek kopmus, hafiflemis, hizlanabilir,
yayginlasmasi nispeten kolay, akigkanlasmis ve spekilatif etkiye agik unsurlarin
hareketiyle kar/zarar olusturabilecek, rant tiretici bir yap: olarak piyasanin insa edildigi
gorultr. Fiziki altin ile uzak diyarlardan altimi tutup getiren halka agik sirketin hisse
senedi veya zanaatkarin dokudugu hali, kestigi mticevher, hazirladidi ziyafet ile bunlarin
hepsini bir kompozisyonda bir araya getiren ressamin resmi bu baglamda benzerlesir.

Bugin finansal piyasalarda burada ifade edilenden ¢ok daha karmasik finansal arag ve
yapilar bulunmaktadir. Piyasalasma, metalagma, tlirevlesme, temsililesme, dolaylilagma,
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bulandirma, akigkanlasma, bagimsizlagma vb. kavramlar: finansal piyasalar kadar yeni
gozetim ve kontrol yapilarinin hakim oldugu tip, savunma, iletisim veya kaltlir alanlar:
baglaminda, birbirleriyle iligkili bigimde insan yagami {izerindeki sekillendirici etkileri
bakimindan ele almak gereklidir. Burada, “birikip yiginlastikga yavaslayan yapilarin
temsili birimler ve onlarin isleyecedi yapilar yoluyla yeniden hareketlendirilip
hizlandirilmasi” olarak tarif edilebilecek durumun birimlerine; para, hisse senedi, sanat
eseri, veri, dil, sinyal veya internet mimleri (meme) 6rnek verilebilir. Bu birimlerin alig-
verisi hem maddi hem de maddi olmayan piyasalarda meydana gelir. Borsalar ve benzeri
para/sermaye piyasalart maddi diizlemde bu faaliyetlerin alanlariyken, kanaatler,
distince yapilari, gergekler veya gegerliliklerin imal edildigi yerler olarak tiniversiteler,
distince kuruluslary, iletisim merkezleri veya sosyal medya, maddi olmayan piyasalarin
unsurlari olarak diistiniilebilir. Bu alanlarda bilingli seviyede kanaat ve diisiinceler kadar,
esik alt1 seviyede duygu ve sezgilerin de sekillendirilmeye ugrayabilecedini, sosyal medya
vb. yaygin teknolojilerle insanin bu ortiik etkilere daha da agik hale geldigini eklemek
gerekir.

Piyasa, en basit tanimiyla, arz-talebin kesistigi yuizeydir. Katilimcilarin deger ve fiyat
arasinda bulundugunu distindiikleri farktan kar elde etme arzusuyla verdikleri alig-satig
yonli kararlarin yarattig: spekiilasyon ile olusur ve siirer. Piyasada dolasima giren her
sey metadir. Meta, piyasada alig-veris veya arz-talep ile olusan etkiyle hareket eder. Bu
hareket zamanla belirgin bir yén olusturarak akima (current) déniigir ve hizlanir.
Akiskanlik (liquidity) ve derinlik (depth), piyasa ve finansal hareketleri nitelemekte
kullanildig: gibi sivilarla da iligkili ifadelerdir. Kelime kékeninde nehir ve kiyilarin bir
yone kivrilmasi, donmesi anlami barindiran “trend” de, bir diger yandan, burada
bahsedilen akimin (current) bir irtn fiyat: veya biitiin bir piyasanin olusturdugu belirgin
yonelimsel hareketi ifade eder. Hem finansal piyasalarda hem de moda, siyaset, tasarim,
sanat, egitim vb. toplumsal alanlarda karsiligi bulunan trendler de akimlar gibi, zamanla
gegerli dederleri (currency) olusturur. Bu degerin birikmesiyle de finansal/kiltiirel
sermaye yapisi olusur ve gliglenir, birimleri "geger akgeye” dontisir, rant saglayan meta
anlamiyla “akarlasir”. Burada sezilebilir hale gelen yapinin, biyolojik/evrimsel bir ima
igerdigini gortiriiz. Tipk: romantize edilen yaraticilik tarifinin piyasalastirmanin értist
olarak kullanilmasi gibi, sozde serbest oldugu varsayilan piyasa modelinde de bu evrimsel
anlati kullanir. Hemen belirtmek gerekir ki, daha iyi uyum saglayanin hayatta kaldid,
gelistigi “doga olarak serbest piyasa” tarifi, piyasa yapicilarin doga-tistli gicini értmek
uzere bigimlendirilmis haliyle yanilticidir. Oysa bugin, hakim piyasa yapicilarin “doga
olarak piyasanin” riskli ve ongorilemez tehlikeleri karsisinda arz/talebi cift yonla
(alig/satig) hareket ile kontrol edebilen piyasa-tustl, doga-tisti varliklar olduklarinm
biliyoruz. Bu doga-Gstli gliclin, arama motorlarinda hangi sonug/gergegin kolay
erisilebilir ve apagik, hangisinin erigilemez ve gériinmez olacagina karar veren giigten
farkli olmadigi séylenebilir. Burada, s6z konusu hangi tiir piyasa veya kanal olursa olsun,
biyolojik, finansal, ruhsal veya diistinsel sermaye, sorumlulugu kullaniciya devredilmis
risk altindadir. Kullanici, deger ve fiyat, gercek ve sahte, 6zgiin ve kopya, organik ve
sentetik arasindaki farki tanima ve segimlerinde dogru kararlar verme konusunda siirekli
risk almaktadir. Piyasa ister marketten gida aligverisi yaparken ister yatirim araglari
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veya gocuklarin okulunun segiminde, bir dénem 6devi arastirmasi veya genel segimlerde
oy kullanma konusunda olsun, bu riskin girisimcilesmeye mecbur edilen
paydas/katilimcilara satildigi veya devredildigi yerdir. Nihayetinde "her sey” fiyata dahil
olsa da deger fiyata nadiren esitlenir ve kar bu esitsizlikten faydalanmaya olusur.

Berger, sanat piyasasinin 16. ylzyilda bu yukarida bahsedilen bigimde sanata dair
gegerlikleri tayin edici glg¢ olarak akimlar dretip dontstirdigiinden, sanati
bigimlendirdiginden bahseder (2010). Artan talep ve kisith zaman gibi etkenlerle
belirlenen bu sartlar, birer fizik kanunu gibi, resimlerin bigimsel/diistinsel 6zelliklerini de
tayin etmektedir. Piyasanin gerektirdigi bigimde, kisa slirede yapilmas: gereken resim,
oncelikle, kisa slirede yapilma sartini karsilayacak bigime doéniisiir. Nispeten daha gok
talep edilen resimler daha kolay satilacak, kolay satilabilen eserler daha ¢ok uretilecektir.
Bu siliregte, zamanla belirgin stiller, konular, kompozisyonlar ve tiirler ortaya gikacak,
piyasa bir geri-besleme déngusii meydana getirecektir. Bu dongisellik piyasada belirli
bir doygunluk veya yataylikla tarif edilen durgunlugu olusturdugunda ise "yeni” olan
mujdelenerek glcli bir trend daha baslatilacaktir. Talep arzi, arz da talebi
bigimlendirmektedir. Sanat piyasalari bakimindan bu anlamda degisen pek bir sey
oldugunu soyleyemeyiz. Gortiniirlesen, dolagima giren, trend olusturan ve degerlenenin
tayin edilmesinde etkili olan unsurlar, siirecler ve yapilar asad: yukar: aynidir. Burada,
mumkin olan tim “dis” miidahale ve etkilerle birlikte tarif edilmesi gereken bir
piyasadan so6z edildigini, hareket ve degisimlerin bu etkilerden uzak ve kendi basina degil,
tersine, yukarida da deginildigi tzere, tam da bu etkilerle beraber olustugunun
unutulmamasi gerektigini belirtmek gerekir. Spekiilasyon (varsayma), piyasa hareketini
belirleyecek olgide giigli odaklar tarafindan yapildiinda manipiilasyona (yon verme)
doéntsmektedir. Bu, etkinin gictine dair bir 6lgek konusudur ve etkiyi olusturan giiciin
temsili bigimde, efekt veya hilenin kaldirag etkisiyle olusturulmasi nadir degildir;
borsalar fiyat tizerinde baski olusturabilecek sahte alig/satig emirlerini 6nleyici tedbirler
almaktadir. Piyasada yapay kitlik olusturan stokguluk sugtur. Sosyal medyada giindem
olusturma/doénistirmede bot hesap siirtilerinin topluca hareketleri gorilebilmekte veya
kimi dijital hizmet saglayici ag veya servislere yonelik Dagitilmis Hizmet Reddi (DDoS)
saldirilariyla séz konusu hedefe talep yigilarak mesguliyetle isgal edilmeleri, galisgamaz
olmalari saglanmaktadir.

Bu noktada, yukarida varilan belirleme ve tarifler egliginde, yakin dénem sanat ve
tarihinin nasil inga edildigine bakmak yerinde olacaktir. Ikinci Diinya Savasi sonrasinda,
Amerika Birlesik Devletleri'nin askeri, finansal ve kulturel ihrag Urtnleriyle kiiresel
olgekte etkisini arttirdigi ve Soguk Savas doneminin ¢ift kutuplu dinya diizeninin
sonlanip ¢ozilecegi 90'h1 yillara kadar getirebilecegimiz stiregte, sanatin da kendi iginde
bir kez daha temsilileserek “kavramsallagtiim” goértiriiz. Iki diinya savasi arasinda
Avrupa'da ortaya ¢ikan 6ncl (avangart) hareketlerin Avrupa kiltlr ve sanat gelenegine
getirdigi siddetli tepkiyle, sanatin statiikoya kars: ilk defa agik bir politik jest olarak
konumlandirilmasy, modern gelenege dair kurum ve Olgeklerin de g¢ozilerek
saydamlastigi, yerine kiireselci programin kavramsal ve kiltlirel yansimasi olan
postmodern irticai anlatilsalligin yiiceltildigi yapiya tarihsel ¢ikis noktas: edilmistir. Bu
yonde, Marcel Duchamp'in kendisine ait oldugu da tartismali olan, hazir-nesneleri ile
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sanatginin salt fikrinden ibaret hale gelen sanat nesnesinin maddi anlamda icrasindan
"geri-gekilmesi”, veya benzer bigimde, yazar/muellifin 6limiinde yankilanan failligin
kavramsal planda ¢oziliip dagitilmasiyla kosut sorumlulugun reddi ve alimlayiciya devri,
sonrasinda daha genis ve genel Olgekte gormeye baslayacagimiz orta siniflarin yaygin
kitlesel miilkstzlestirilmesiyle dogrudan iligkilidir. Burada, g¢agdas sanatin bu
déntstimiin dogal bir uzantis: olarak ortaya koydugu bazi belirgin motifleri isaret etmek
yerinde olacaktir.

Oncelikle iilkemizde de 2000'li yillarda tartisma konusu olan “gagdasg” adlandirmasinin
kendisi tarif edilen postmodern irticai yapiya kosut bigimde miiphemdir (dénemin
popller entelektiiel faaliyetinde, eskimis dilin siklikla yeniden diriltilip dolasima
sokulmasini s6z konusu zamanin gegmisi ve tarihi efekt olarak yeniden iireten gerici
postmodern ruhuna dair bir gésterge olarak hatirlatmak gerek). Icra edildigi bélgenin
kendine 6zgli politik sartlari ve kiireselci postmodern irticai faaliyetin ne yonde arag
olarak kullanilmak istendigine gore degiskenlik gosterse de, gagdas sanatin tilkemizde,
Balkanlarda oldugu gibi, agik toplum, diyalog ve ylizlesme gibi politik anahtar kavramlar
esliginde, neoliberal kimlik¢i kltir politikalar: yontinde sanati kabileci bir aktivizme
hapsedecek bigimde desteklenip yayildigi gortlmustlir. Bugiin, geriye baktigimizda,
cagdas sanat baglaminda, kiltiir sanat alanindaki s6z konusu kiireselci etkinin yari-
belgeselci, yari-haberci, yari-bilimsel, yari-aktivist ve benzeri ara formlarda,
disiplinlerarasi, karisik malzeme/teknikli projeler ve bulanik kavramsal anlatiyla,
oncelikli olarak miphem bir aciliyet ve o6nem tayin etmekle ilgilenmis oldugu
belirginlegmistir. Bu amagla, sanatsal ifadenin igerik ve bigimde, kamusal alanda,
neredeyse tamamen modern ulus-devlet karsiti kiireselci soyleme alan agmak tzere
gittikge siddeti artmaya mecbur bir aktivist, teshir anlatis1 Uzerine kuruldugu
soylenebilir. Bunun, ironik bigimde, gunltmizde detaylanarak strmekte oldugunu
gordugimuz haliyle, aktivizmi yapilan kiltirellestirilmis alt-kimliklerin gergevelenip
tikketilmesi pahasina, carilestirilmesine dayandign séylenebilir. Ulkemizde cagdas
sanatta -belirgin olarak 2000'lerin basindan itibaren- hakim olan bu tiirden iretimin,
uluslararasi bienaller vasitasiyla dolasima sokuldugunu, kiiltiir sanatta kiiresel olgekte
hakim anlatinin neoliberal postmodern irticanin gerektirdigi yeni-kabileci tirden bir
kontrolli aktivizm bigiminde tesis edildigi gortlir. Bunlar disinda, konusu sanat
piyasalarinin kendisi olan, sanatta anlamin, estetik veya finansal degerin nasil inga ve icra
edildigini ifsa eden, kontrollii muhalif sanat isleri de bu dénemde artar. Bunlara dair ayri
ayri ornekler vermek yerine, calisma kapsaminda ele alinan isleyis bigimleriyle
kurduklar: baglantilar: isaret etmek yeterlidir. Buradaki temsililesmeyi, aracin kendi
disinda bir konu veya nesneye yonelmek yerine kendine dontklesmis hale gelerek
amaglagmasi olarak ifade edebiliriz. Aracin kendine donerek, kendine batmasinda ise,
yontemi espriyi dilin bigiminden -aracin kendisinden- iiretmek olan kelime sakalarinin
igleyisine benzer bigimde, kavramsal bir kanibalizm, kendi derisini siyiran, sarkastik ifsa
ile Uiretilen gosteri, aciliyet ve gergeklik iddiasinin etkisi s6z konusudur. Bu, nihayetinde
sanati, modern gelenek baglaminda insani 6zgirlestiren, ilerlemeci, anlam ve bag
yaratici, Olgeklendirici bir yliksek biling faaliyeti olarak soyutlamanin icra edildigi alan
olmak yerine, s1g bir aktivizm veya kelime sakasina déniistiirerek sanati sanatin gosterisi
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kilarak postmodern irticanin yozlastiric: yapisini kiiltlir alaninda yeniden tretir. Aracin
amaca donligsmesi, disliip kalkma, garpama gibi durum komedisini, kelime sakasini,
dinyaya (araca) geri-garpmayi ve ona mahkum olmay: gosterdigi anlamiyla farstir.

Gorme ile arzunun alanina agilan diinya

Bu noktadan itibaren, buraya kadar ele alinan haliyle miisteri-izleyici olarak tiiketicinin
ve arz/talebin imal edilisinde izlenen yaklasimin sanat tarihsel anlamda izleyiciyle olan
bagina deginmek gerekir. Berger, yagliboya resim dénemini kabaca 1500 ile 1900 yillari
arasindaki 400 yila tarihler (2010). Bu dénemin gérme bigiminin ifadesi olarak ortaya
¢ikan sanat tirtinin yolculugu fotografik gértintiiniin sabitlenerek kolay gogaltilir hale
gelmesiyle beraber iki ana yone ayrilir; izlenimcilik ve kiibizmle resmin "igine” dogru ve
fotografla digsariya, gorintilere dogru. Bu yarilma bir yandan resmin fotografik olandan
ayrilarak kendisini onun disinda yeniden tarif etmesini saglarken diger yandan
fotografin imkanlariyla olusan yeni bir goérinti kiltirini ortaya gikarir. Berger bu
gorunti kilturinin merkezine reklamcilii koymakta ve igerdigi goérme bigiminin
fotografik gortintiler araciligiyla bir imgeler diline doniistigini, bu dilin de reklamcilar
tarafindan miusteri-izleyicide arzunun -ve dolayisiyla talebin- insasinda kullanildigini
anlatir. Berger'in kitabin hemen basinda s6z konusu ettigi ve Maurice Merleau-Ponty'nin
alginin fenomenolojisi baglaminda ele aldig1 beden felsefesinde, gérme tecriibesinin
belirgin kavramlarindan olan; arzu, gérmenin karsiliklihigi ve goriinen (dunya) ile
gozlemci arasindaki asimetrinin ressam ve muisteri-izleyicide karsilik geldigi sey ilgingtir
(Ponty, 2003). Ponty'ye gore, Dinya, gérme ile arzunun alanina agilir ancak salt gérme bu
arzuyu karsilamaz. Ressamin -Ponty'de Cezanne- dinyanin gériintiisinii resmederek
tekrarlamasi bu temel asimetriyle iligkilidir. Burada, dinyanin goérintist tzerinden
tekrarlanigi (re-presentation) ona yonelmis arzunun sebep oldugu ve gormeyle
doyurulamayan bosluk dolayisiyla olusan bir araylz/kesisim yiizeyi bigiminde tarif
edildigini soyleyebiliriz. Bu temsil/tekrarin farkh tiirleri oldugunu, resmin bunlardan -
bedensel 6lgek ve sinirliliklar: da igeren- sadece biri oldugunu da belirtmek gerekir.

Ponty'nin Charbonnier'den aktardig: bigimde; "ressam evren tarafindan delinmelidir”
(Ponty, 2003, s. 42). Bu anlamiyla Cezanne'in iginin elmalar tarafindan oyuldugunu
soylemek yanlis olmaz. Ressam, resmederek o boslugu doldurmaya galisir. Burada
duyusal varlik olan insanin temeline yerlesik bigimde tarif edilen eksilme/tamamlanma
kavramlarini, Berger'in yagliboya gorme bigimi dilini pazarlama yontemine
doéntstirdigunt séyledigi reklamciligin, gortintiler yoluyla misteri-izleyicide arzu imal
etmekte kullandigini gérmek, sosyal bilimlerin piyasa yontemlerine uyarlanigina érnek
olmasi bakimindan ilgingtir. Reklamcilik, misteri-izleyicinin iginde, ancak pazarladig
urtinin edinilmesi sartiyla doldurulabilecek bir bosluk yaratma isidir. Dinyaya yonelmis
bu naif arzu mekanizmasinin kazilabilecek bir dogal kaynak gibi somiriilmesine olanak
veren faydaci yapinin, insani bitiin ve mutlu degil; eksik ve yetersiz bigimde tarif ederek
onda uzlntl, sugluluk, pismanlik vb. hislerin olusturup sturdirmeye odakli yaygin
organize kontrol ve sémurd kilturtinin bir uzantisi oldugunu séylemek gerekir. Bu
haliyle s6z konusu yapinin igleyisi ileride deginilecek endiistri-komplekslerinin fikirsel
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gekirdegini olusturur. Kapitalizmin oncelikle igsizligi urettigini, dolayisiyla ihtiyag
duydugu isglctini suirekli yedekleyerek kendini korudugunu belirten Marksist tespite
benzer bigimde, reklamciligin da oncelikle yoksunlugu trettigi séylenebilir. Varlig:
yeniden veya geri-butinlemek igin resmeden sanatgi, varligin duyusal olarak olustugu
istes duyum anlamuyla, kargilikli gér(is)meyi resmederken icra eder. Ressam ve diinya
resmediste gorisir, anlasir. Oysa miusteri-izleyici ile reklamlar arasindaki iligki,
asimetrinin tesisi ve stirdiriilmesi tizerine kurulu oldugundan 6ztnde izleyici aleyhine,
eksiltici ve diglayic bir 6ziitleme (extraction) faaliyetidir.

Misteri-izleyici karakterinin ortaya gikisinda, Benjamin'in tarif ettigi, daha sonra ise Guy
Debordun yeniden 6zgirlestirme stratejilerinin rol modeli, gezgin Yahudi (wandering
Jew) figiirintin sektler karsiligi olarak niteleyebilecegimiz aylak gezgin (flaneur), Modern
dinyaya duyular: izerinden kapilan, gekilen, ¢cagirilan, etkilere agik bigimde sokaklarda
ve pasajlarda stirtiklenir gibi dolanan biridir (2014). Buradaki durum, doga karsisindaki
ressamin karsilasma, gérisme ve anlasma haline degil kapilma ve kapigmaya dairdir.
Bugin ise misteri-izleyici, ekranlar boyunca tecriibe ettigi yoksunlugu telafi etmek ve
geri-tamamlanmak igin tiklamaya indirgenmis kiigiik bir jestle begenmekte, eklemekte,
iletmekte ve satin almaktadir. Igerisinde olusturulan eksiklerin (talep) ve onlari doldurma
firsatlarinin (arz) sadece maddi degil, duygusal, psikolojik veya biligsel de olabildiginden
ve benzer bigimlerde yonetilebilir oldugundan stiphelenmek de yersiz olmayacaktir.

S6z konusu yoksunluk tiretimi ve arzu imalat1 baglaminda piyasa ile sosyal ve beseri
bilimler arasindaki baglanti, Adam Curtis'in The Century of the Self (2002) adl
belgeselinde detayli bigimde konu edilmistir. Curtis, belgeselin ilk bélimiinde Sigmund
Freud'un yegeni ve halkla iligkiler alanimin kurucusu kabul edilen Edward Bernays'in
hayati ve faaliyetlerinden bahseder. Curtis, Bernays'in ilk ve en 6nemli pazarlama
hareketinin, savas zamaninda Amerikan devleti adina kullandiyi propaganda
yontemlerinin adini baris doneminde halkla iligkiler olarak degistirmesi ve bu
"operasyonu” sanayinin hizmetine sokmasi oldugunu aktarir. Bernays, insani kontrol
altinda tutulmasi gereken, irrasyonel, potansiyel tehlike olarak géren Freud'un fikirlerini,
savastan asir1 glglenmis bir kitlesel sanayi tiretim kapasitesiyle gikan ve bu arz giiciine
orantili talep bulamayacagindan korkan sermayenin yararina uyarlamistir. Bu
uyarlamanin bizim igin 6nemli olan kismi, o giine kadar "ihtiyag, gereklilik, dayaniklilik”
gibi kaba ve diinyevi kavramlarla stirdiirilen pazarlama faaliyetinin, tipki Shiner'in
aktardidi zanaat/sanat ayrimina veya Berger'in soz ettigi Hollanda Altin Caginda emtia
ve zanaat eserlerinin temsili finansal araglar ve sanata donistiriilerek, diinyadan
kurtarilmasina benzer bigimde hafifletilip, yerini “arzular, begeniler ve liks” gibi
kavramlarla strdirtilen bir piyasa faaliyeti haline getirilmesine olan benzerligidir. Bu
sekilde piyasa, doymak bilmeyen, surdirtlebilir bir talep tarafindan devamh

Il

beslenebilen, dinyevi “gereklilik ve ihtiyag” gibi kisitlayici kavramlara kiyasla daha
bagimsiz ve akigkan bigcimde degeri kendinden menkul, incelerek diinyadan kopmus,
spekillatif bir yapiya doniisecektir. Bu da yukarida deginildigi gibi, manipiilasyona
doéntismesi pek de nadir olmayan spekiilasyonu belirleyenin gegerlik ve gergekligi de

belirleyecegi, tam kontrol altina alinmisg bir yap: demektir.
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Benzer tarihlerde sekillenmeye baslayan bu piyasa yapisini destekleyecek igerik tiretimi,
dénemin yasam tarzina sekil verme etkisine sahip poptler kiltir araglarinda da
gorilmeye baslar. Fred Astaire ve Audrey Hepburn'dn basrol aldii, 1957 tarihli bir
miizikal komedi olan Funny Face (Stanley Donen, 1957) filminde, Kay Thompsonun
canlandirdigi, Quality moda dergisinin editéri Maggie Prescott karakteri, filmin
basindaki tiradinda, Amerikan kadininin ne giyecegine karar vermek konusunda
kendisine gtvendigini ve onlar1 yar1 yolda birakamayacagini séyler. Bu sahnenin bir
benzeri 49 yil sonra The Devil Wears Prada (Frankel, 2006) filminde tekrarlanir. Burada -
aslinda senaryonun uyarlandigi Lauren Weisberger'e ait romanda bulunmamakla
birlikte- Meryl Streep’in canlandirdidi, Runway moda dergisinin editérii Miranda Priestly
karakteri, Anne Hathaway'in canlandirdig stajyer Andrea Sachs'in iki kemeri birbirinin
"ayn1” sayip alayci bigimde gulmesi Gizerine Andreamnin giydigi cerulean (gék mavi)
stiveter Uzerinden, moda endistrisinin ne tiretecegine, misterinin neyi segerek nasil bir
"bireysel” ifadede bulunabilecegine, bunlari hangi tasarimlar yoluyla ifade edecegine
hatta bu yapinin disinda oldugunu sinyallemek isteyenlere yonelik alternatiflerin ne
olacagina bile orada bulunan bir kag kisinin karar verdigini séyledigi oldukga tinlenmis
ve mimlesmis (meme) bir sahne bulunur.

Misteri-izleyici, bu iki filmdeki moda editori karakterin gosterdigi dinyada, Bernays'in
agtigl yolda arzularimin imal edilip yonlendirilmesini bekleyen yiginin birimidir.
Guntmiizde bu anlamda belirgin etkiye sahip popiiler ve yaygin iletisim kanallarinin ayni
amagcla kullanilmaya devam ettigini, Bernaysin bunlardan en bilinenlerinden biri olan
Netflix platformunun kurucusu ve ilk CEO'su olan Marc Bernays Randolph'un biiytk
amcasl oldugunu da belirtmekte yarar vardir. Bu, oldukga kusatici, baskin ve yaygin
yoksunlastirma ve bigimlendirme operasyonunun nesnesine doniisen misteri-izleyiciye,
kendi olarak ayakta kalmasina ve ilgisini kaybetmemesine yetecek olgiide “segme
sansi/hakkl” -veya ifade, tecelli etme firsatlari- verilmektedir. Bu yapinin, gintimiz
bankacilik sisteminde borglulugun imalati ve borcun yapilandirilarak bagimliligin
stirdirtlmesi ile kimi iilkelerde, demokratik segimler yoluyla oy kullanarak iradesini
ortaya koyan se¢menlerin iginde oldugu hal ornek verilebilir. Piyasa, kendisi igin, rant
saglayan yapisi sirdigi muddetge, katilimecilarinin kendisine fayda saglamaya devam
edebilecek hal ve bigimde olmalar: ve bunu stirdiirebilmelerinden sorumludur. Birkag
belirli sektor ve durum harig, kimse misterisini oldirerek, yasatmasi halinde
edeceginden daha fazla kir etmez. Begeni ve yasam stili ifadesi icermesi bakimindan
moda baglaminda ise, bu yapiya dahil olunmadigini ifade etmesine olanak saglayacak
"aykir1” Urtinler de tipk: siyaset piyasasinda veya ana-akimin var oldugu her zeminde
olusabilecek tepkiyi yonetmek adina piyasaya strilen kontrolli muhalefet, alternatif
veya alt-kiiltiirel akimlar gibi, s6z konusu se¢gme sansi gergevesinde sunulan “kapsayici
arza” dahildir. Bu segimlerin, edinilen mal ve hizmetler izerinden kendini yeniden
biutinlemenin niteligini/derecesini sinyalleme yollarina déniismesi, aligverisi -veya
yukarida 6rneklenen diger segimleri- siddetli bir disavurum, ifade aracina dontstirir.
Burada s6z konusu segimlerin igerikten bagimsiz bigimde birer ifade araci haline
geldigini de géormek mimkindir.

Mal ve hizmetler diinyasi, reklam ile arzunun alanina agilir ancak seyretmek bu arzuyu
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tatmin etmedigi gibi, edinmenin getirdigi doyum da uzun sireli degildir. Bunu bir
benzerini besleyici degeri diisiik ancak kan sekerine anlik etkisi siddetli, agir1 islenmis
gidalar igcin de soylemek miumkindir. Bu o6rneklerde birbirine benzer yontemlerle
olusturulan ima, efekt olarak temsili yapilar vadettigini “"dlisik maliyet, yliksek etki” ile
olusturmay: hedefler. Akimlar, trendler ve son dakika gelismeleri ile bir giin uzak
kalindiginda her seyi kagirmis, bir ay uzak kalindiinda ise higbir seyi kagirmamais
olunacak tiirden yogun ve bog glindem, glincel yaratilir. Bu gligler altinda sekillenmig
insanlarin zihnine dair bir yorum Bret Easton Ellis'in 2000 yilinda sinemaya da uyarlanan
American Psycho (1991) romaninin ana karakteri Patrick Bateman'in ig arkadaglariyla
kartvizitlerini karsilagtirdiklar: sahnede de gortlar (Harron, 2000).

Gorsel 1. Let's See Paul Allen's Card (Know Your Meme.com, ____ )

Bu sahnede, edindikleri Girinlerin verdigi hissi (vibe) kagit, ebat ve doku gibi maddi veya
yazl tipi, dizenleme gibi bigimsel, tasarima dair Ozellikler tzerinden kiyaslayarak
degerlendiren “piyasa katilimecilar1” olarak -istirak edenler anlamiyla, misteriler géralir.
Bunu bir tir postmodern savas sahnesi olarak nitelemek yanlis olmaz. Roland Barthes'in
Mitolojiler iginde, gamasgir deterjanm reklamciliyindan 6rnekledigi “beyaz, daha beyaz”
stratejisine benzer bigimde (Barthes, 2023 s. 164), inceldikge incelmekten (fine) bagka
caresi olmayan zevk ve deger sinyalleri, gittikge keskinlesmekte veya bagkalagmaktadir.
Bu baskalagsmanin yoni siklikla, piyasadaki konumunu ve pazar payini koruyabilmek igin
urtin gamini diizenli olarak yenilemesi ve gesitlendirmesi gereken ticari isletmenin
halinden hi¢ de farkli olmayan bigimde, egzotik veya marjinallesen bir yoéne
dontismektedir. Yukarida, gagdas sanata igkin, postmodern irticaya 6zgi kabilelegtirici
kimlik aktivizminin 6ztinde bulundugu ifade edilen ifsa/itirafa dayali teshir ekonomisinin
stirdirtlemezliginin sahte/kurgusal olana yonelik mecburiyetinin rekabet iistinliigii ve
pazar paymni kaybetmemek igin irin gamini periyodik olarak gesitlendirmek zorunda
olan endistriyel gida firmasinmin ihtiya¢ duydugu yenide de ortaya giktigi gorilebilir.
Burada, egzotik aromalarin zamanla yerini aligilmadik kesisimsel aromalara (muzlu-
nane), absiirt olana birakmasi kaginilmazdir. Bu yapiy1 miizikte remix, plastik sanatlarda
eski/yeni, ylksek/algak sanat veya yeterli sarsiciligi ve kontrasti saglayacak olani
kurgulayan kiirator sergileri, yeniden yorumlanan Unld filmler, cover albimler,
algoritmik olarak ¢ozlilmiis ve bir filtreye déntistiirilmiis Van Gogh'un arzu edilen her
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seyi kaplayabildiginiz filtre stili benzer tirtinlerde gérmek de miimkiindir. Tasarima dair
kararlardaki ince ayrimlarla artirilan ¢éziintrlik de benzer bigimde kendini yeniden
tamamlayan misteri-izleyicinin disavurumundaki ¢éziinirligl ve dolayisiyla ona dair
bir tir belirginligi, netligi belirleyen birimler olarak aragsallagir. Inceligin sinyali
inceldikge incelmektedir. Devil Wears Prada filminde gérdigumiz gibi, piyasa -ince ve
guncel sinyalin- bahar dallarindaki tomurcuklar gibi agip sonra solarak topraga
dokilmesine benzer bir dongilide, mevsimler boyunca yenilenen kreasyonlarla ilerler.
Uzmanlar piyasa hakimleri adina iklimi belirleyen aracilardir. Hakimlere doga sartlarimin
islemedigini, onlarin doga-Gstli varliklar olarak piyasalarini bir doga similasyonu
bigiminde -igtah ve arzulariyla istirak eden katilimcilar igin- stirdirdigint belirtmek
gerekir. S6z konusu resimler, hisse senetleri, saatler, giysiler, araglar veya hayat stili,
onlara sahip olmay: arzulayan, ¢linkli hentiz onlara sahip olmayan -ve bu ylizden eksik
hisseden- genis kesime sunulmaktadr.

Daryl Sng, Ellis'in 1998 yilinda yayimlanan Glamorama adli romaninin ana karakteri,
model Victor Ward'in, "markalar, gérintiiler ve pop sarki sézleri olmadan diisinemeyen,
kendisi de bunlar gibi bir gérinti olmus” halinin, 90'larin New York-Londra-Paris
eksenindeki uluslararasi sosyetik kiiltirtintin tipik érnegi oldugunu soyler. Bahsi gegen
hal, bugliniin internet kultirinin yapisindan, Ozellikle de bir dil gibi kullanilan
mimlerden ¢ok da uzak degildir. Dan Gilroy'un, Nightcrawler (2014) ve Velvet Buzzsaw
(2019) filmlerinde de sirasiyla habercilik ve sanat piyasalari baglaminda trendler ve
gegerliklerin, bu alanin aracilar tarafindan nasil insa edildigi gortlir. Ilki, bir tigincii
sayfa habercisinin zamanla haberin aktarani degil yaratani haline gelmesini konu alan bir
gerilim, ikincisi ise neyin bakmaya deger, 6nemli sanat eserleri olduguna dair fikrin sanat
dinyalar: biinyesinde nasil imal edildigini konu alan bir korku-komedidir (muzlu-nane).
Bu iki filmde O6nemli olan ortak nokta, araciligin bir hakimiyet unsuru haline gelerek
amacin ta kendisi oldugunu nasil gizlediginin konu edinilmesidir. Bunun 6zellikle sosyal
medya uygulamalar: hakkinda soylenen “eger bir Uirtin icretsizse, Uriin sizsinizdir”
ifadesindeki fikirden de gikarabilecegimiz glincel isletme yapisina igkin, hizmetkar
gorinumli sahipleri ve iretim modeli olarak filtrelemeyi isaret ettigi sOylenebilir.

Burada orneklenen; “faaliyetinin malzemesine doéntistiriilebilecek nitelik ve niceligi
kontrol edebilmeye” yonelik iligkiyi, zanaatkdrin karsisinda sanatgida, sanatgimin
karsisinda kiiratorde, kiiratériin karsisinda bliytik sanat kurumlarinda, bu kurumlarin
karsisinda devletlerde gorurtiz. Benzer bigimde, haberci haberin, endtstri sahip oldugu
uluslararasi kurum ve endekslerle akademik faaliyet ve tiniversitenin, popiilist siyasetgi
tabaninin, reklamci misterinin, algoritma kullanicinin karsisinda benzer bigimde
yonlendirici ve sekil verici aracy, filtreleyici etkiye sahiptir. Bu iligki neredeyse hep ayn
bigimde, eklenme, yoksunlastirma/eksiltme ve yonetme seklinde meydana gikar ve
yeniden siralamayi, dizenlemeyi igerir. Bu yapinin merkezindeki rant saglayiciligin
strdurtlebilir hali, ressam/diinya iliskisindeki arzunun, misteri/diinya iligkisine
uyarlanmasinda goruldiaga gibi, arz ve talebin déngiisel bigimde birbirini Gretmesiyle
olusur. Ancak bu dongiisel akim, ileride deginilecegi uzere, kayipsiz degildir. Kriz,
yukarida Berger'den aktarilan ornekte oldugu gibi, yasamin her unsurunun bir
endustriyel kompleksin faaliyet alanina dontiserek piyasalasmasina ve bu siiregte karin
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maksimizasyonu igin temsililegtirilme (efektlesme) ile kendinden menkul hale gelerek
dinyadan koparak oOlgeksizleg(tiril)mesiyle ilgilidir. Gunumiuzde bunun iginde
oldugumuz veya yaklagmakta olan cgesitli kiiresel krizler(!) karsisinda insanlhigin
kurtulusu adina bir 6neri olarak sunulan bigimi ise Diinya Ekonomik Forumunun (WEF),
Danimarkal1 politikaci Ida Auken'den alintilayarak sloganlastirdigi "higbir seye sahip
olmayacaksiniz ve mutlu olacaksiniz” ifadesinde gérilir (Auken, 2016, 10 Kasim). Krizin(!)
sorumlulugu tliketim aligkanliklar: tizerinden bireye devredilmis, ¢éziimi ise yine onun
bu aligkanliklari terk ederek milkstizlestirilmesiyle tarif edilmistir.

Sili'de, Salvador Allende déneminde, 11 Eylil 1973'te Amerika destekli askeri darbeyle
yikilana kadar kisa bir stire kullanilmis olan bilgisayar destekli sibernetik merkezi karar
verme sistemi Cybersyn Projesinin tasarimcisi Ingiliz teorisyen Stafford Beer'e gére bir
sistemin amaci yaptigi sey, verdigi sonuglardir. Bu durumda, “bir sistemin amacinin
surekli yap(a)madidi sey oldugunu iddia etmek anlamsizdir” (Beer, 2002, s. 217). Bu goris,
sistem tasarimcilarinin niyeti, stregte karsilasilan olaylar, tahmin edilememis
degiskenler vb. ile olusan ve sonuca higbir etkisi olmayacak "girtalti” yerine sistemi
neticeleri ile nitelemeyi 6nerir. Bu bakis agisiyla ele alindiginda, devletlerin kiigiilerek
kamu hizmetlerini 6zellestirmeler yoluyla ticari isletmelere terk ettigi modelde giiglenen
kar amaglh genis yapilar olan endiistriyel kompleksler ve igerdikleri igletmelerin varlik ve
karlilik bakimindan strdirtlebilirliginin, mal veya hizmet sagladiklar: alandaki
boslugun/eksigin/hatanin stirdiirtlebilirligine bagh oldugunu, sé6z konusu igletmelerin
merkezi otorite yoluyla kamu yararina denetleme baskisi bulunmayan hallerde bu bosluk
veya eksigin bizzat saglayicisi/kaynagi haline gelmelerinin de o6ntinde bir engel
bulunmadigini belirtmek gerekir. Bu durumda kar amacgh isletme ile mal/hizmet
sagladig: toplumsal alan arasindaki rant tiretici asimetri hem sebep hem sonug olarak
derinleserek stirmelidir.

Bilesik endiistriyel kompleks

Amerikali sosyolog C. Wright Mills, Iktidar Segkinleri (2017) kitabinda Amerikan
toplumunu yoneten iktidar mekanizmasini ekonomik, askeri ve siyasi kanattan elitlerden
-belki bu konumlarinin farkinda bile olmaksizin- olusmus bir yap1 olarak tarif etmektedir.
Bu, glinimizde yaygin bigimde kullandigimiz ifadeyle endistriyel komplekslerin ilk
tariflerinden birini olugturur. Charles C. Moskos'a gore (1974) Mills, teorisini kitabini
yayimlanmadan yaklasik 15 yil 6nceye tarihlenen Harold Lasswell'in "garnizon devlet” ve
James Burnham'in "yonetsel devrim” kavramlarina dayandirmaktadir. Amerika Birlesik
Devletlerinin 20. ylizyilda segilmis tek asker kokenli bagkani olan Dwight D. Eisenhower,
1961 yilinda verdigi Uinlid veda konusmasinda Amerikan halkini, s6z konusu askeri-
endustriyel kompleksin ulastigi benzersiz gi¢ hakkinda uyarir ve bu yapinin ileride
ozgurlik ve demokrasilerini etki altina almasina izin verilmemesi gerektigini séyler
(Eisenhower, 1961, 17 Ocak).

3 Mayis 2022 tarihinde, Amerika Birlesik Devletleri Ozel Hareket Komutanhidi, 4.
Psikolojik Operasyonlar Grubu resmi YouTube kanalindan GHOSTS IN THE MACHINE
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baglikli bir video yayinlanmigtir (4thpsyopgroup697, 2022, 3 Mayis). 2024 Temmuz
itibariyle 1,7 milyon defa gérintiilenmis olan, ii¢ dakika civarindaki bu video, Sun Tzu'nun
Savag Sanati kitabindan bir alinti ile baglayan, dramatik ses, efektler, konusma pargalars,
yazi, mizik, yakin diinya tarihinin 6nemli toplumsal ve politik olaylarindan arsiv
goruntileriyle olusturulmus bir kolaj olarak tasarlanmigtir. “"Hi¢ merak ettin mi, ipler
kimin elinde?” sorusuyla agilan video, gorsel anlamda Amerikan sinema, TV ve
reklamciliginin artik kiiresel olarak hakim gorsel dilini kullanmaktadir. Neredeyse bir tiir
kiiresel gorsel biling inga etmis olan bu dil, aktarmak istedigi mesajin metni yani sira
onun duyusal/duygusal tonunu da artik imalar ve efektler yoluyla, dili asan derin
anlamini da izleyicide hizli ve etkili bigimde kurabilmektedir. Mesaj sadece aktarilmakta
degil, yasatilmaktadir. S6z konusu video, "biz her yerdeyiz” ifadesini takiben ekranda
donan PSYWAR (psikolojik savas) yazisiyla biter.

Nisan 2024'te Amerikan Savunma Bakanligina bagli Savunma Goérsel Bilgi Dagitim
Hizmeti resmi sitesinde yayinlanan, videoyu olusturan askeri personelle yapilmis
réportajda (Berry, 2024, 26 Nisan) bunun orduya profesyonel olarak katilmak
isteyebilecek sivillere yonelik bir asker alma videosu oldugu ifade edilmis olsa da, hem
igerdigi look, feel ve vibe ile hem de sezgisellige hapsedilmis, ergen-vari komplocu zihni
hedefleyen sembolik, ezoterik gorinumlii mesajlar yoluyla ima ettiklerinin bundan
fazlasi oldugu agiktir. Kaba mesaji bu netlikte okuyamama ihtimali olanlara da
ulastirabilmek adina; miizik, sinema, resim, tiyatro vb. sanatsal faaliyetlere dair
goruntilerin tizerine "dokundugumuz her sey silahtir” yazmaktan da geri kalinmamaistir.
Bu videonun kendisinin bir psyop (psikolojik operasyon) unsuru olarak “komplo olarak
komplo” Grini olma ihtimali de "hem vardir, hem yoktur”, bu bulaniklik da belli bir tiir
guc ve kontrol alani tesis etmesi bakimindan galisma boyunca Orneklenen diger
"bulaniklastirma” érneklerinden amag ve yontem bakimindan uzak degildir.

ANYTHING WE TOUCH,

Gorsel 2. Dokundugumuz her sey silahtir (4thpsyopgroup697, 2022, 3 Mayis)
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Buguniin neoliberal geg-kapitalist diinyasinda devletlerin kiigiilerek kamu hizmetinden
gekildikge finansal bir isletme modelinin hakimiyetine giren giinlitk yasam, s6z konusu
modelin gekirdeginde bulunan tikenisin strdirilebilir bir kriz olarak yonetilmesine
dontsturilmistir. Bunun, arz/talebi bir geri-besleme doéngtsi olarak tasarlayan
yaklasimin kagamadigi entropi olarak gorebiliriz. Neredeyse yasamin her alaninda
yukarida bahsi gegen askeri-endistriyel kompleksin vyapisina benzer bigimde
orgutlenmis finansal/birokratik aglar mevcuttur. Bu is iligkilerine yonelik ifsalara ayni
zamanda hem 6zel hapishane, hem de miizik yayimcisi sirket hissedar1 olan yoneticilerin
gengcleri suga tesvik eden, sug kiltirta guizelleyen gansta rap (gangster rap) tretimini
desteklemesiyle hapishane-endiistri kompleksine yoneltilen elestiriler (Club Random
Podcast, 2023, 2 Temmuz), (WPDE, 2023, 18 Temmuz) veya kiiresel Covidig krizi
slirecinde Avrupa komisyonu bagkani oldugu sirada medikal-endistri kompleksiyle
dogrudan iligkide olan esi izerinden elestirilen Ursula von der Leyen ornek verilebilir
(European Parliament, 2022, 10 Ekim). Bunlara akademik-endistriyel kompleksi,
farmakoloji-endiistriyel kompleksi, medya-eglence-endiistriyel kompleksi, go¢ ve sinir-
endustriyel kompleksi ve benzeri pek gok diizenek eklenebilir ve benzer gikar gatigmalari
ornekleri verilebilir. Akademi baglaminda da akademik faaliyet puani sartinin dogurdugu
talep izerinden kongre/sempozyumculuk ve yayimcilik faaliyetini somiiren, hatta tez ve
6dev yazim hizmeti satan odaklarin olustugu ve bu yagmac: faaliyetlerin de katkisiyla,
bir butin olarak Giniversite yapisinin yozlastigi goriilmektedir. Nihai sart1 bigimsel olarak
talep eden yapilar o bigimselligi arz edecek servislerin meydana gikmasini tetikler ve
bunlarin kurdugu simbiyotik iligki, iligskinin stirmesini saglayan sartlar1 merkeze koyan
statiikocu, doéngiisel yapilar meydana getirerek ilerleme ve gelisim yerine mevcudu
sirdirmeye odaklanir.

Buraya kadar ele alinan konularin oldukc¢a genis bir yapida tekrarlanan ve iligkilenen
unsurlar icerdigine galismanin giris béliminde deginilmisti. Bu anlamiyla konu pek gok
patika tizerinden ele alinip 6rneklenebilir, genis bir yap: ima etmektedir. Bunlardan
bazilarinin Zygmunt Bauman ve David Lyon'un Akigkan Gézetim (2016) baglikl
soylesisinde ele alinan sinyal, gozetim, gdsteri, kayitsizlik kavramlar: ile de kesistigini
soylemek mimkiindir. Bauman'dan yola gikarak; kazay: -nihayetinde kontrol edilemez
kaotik yasamin kendisi anlaminda- Onlemek {izere tasarlanmis kati ve tasnifgi
modernitenin panoptik temelli, dogrusal “az ile gok” goézetim/etki/is/kontrol/fayda vb.
gergeklestirme amacini takiben bugiin maliyet ve ytktmlalikleri yeniden tanimlamak
Uzere sivilasip yayilan, akiskanlasan yapisinin bir dizi yeni asimetri Urettiginden soz
edilebilir. Bunlar elektronik sinyal hizinda hareket eden iktidarin godzetleme isini
gosterme/gorilme arzusu igindeki gonullia bireye yluklemesinde,
kayitsizlik/yuktimstizlik, ¢ozintrlik ve belirsizligin yeni tiretim ve icra bigimlerinde
veya fail ile failin sebep oldugu sonuglar arasindaki mesafenin hi¢ olmadigi kadar
agilabilmesinde gortlebilecek bir dizi yeniden-maliyetlendirme -maliyetin reddi veya
aktarimi-, kuralsizlagtirarak serbestlestirme ve yeniden yapilandirma Ornekleri sunar.
Kontrol aygit1 belirsizlestikce kontrol edilenin ¢6ziiniirligi her an daha da artmaktadair.
Bu, insan 6lgegini agsan veri -agkinliin ima ettigi Romantik yiice kavramina hig de uzak
olmayan bigimde, iktidar igin yapay yollarla islenebilir bir dogal kaynak olarak biiytk
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veriyi (big data) olustururken insan igin 6lgeklendirilemez, anlamlandirilamaz ve neticede
bilinemezligi sebebiyle sezgisellikten bagka care birakmayan tirden bir yigilma
olusturur. Gunlimiiz hakim iletisim araglarina igkin olan bu bilinemezlestirmenin ve
dolayisiyla mecbur kildigi sezgiselligin, kiireselci neoliberal etkinin postmodern,
gericilestirici yapisinin uzantisi oldugu soéylenebilir.

Sonug

Insanlik, tarihsel geligsimi boyunca sebepler ve sonuglar olarak karsimiza gikan araglar ve
dolayimlar Giretmis, bunlar vasitasiyla gelistirdigi karmasik yapilar ve yontemlerle amaci
dogrultusunda az ile goka hakim olmaya galigmistir. Bu anlamiyla, dile déniismeden 6nce
soyutlamalar bigiminde olusan zihinsel araglarin zamanla ses ve izlere dontstigll, bu
temsillerin de kapsama ve ifade glcl arttikga karmasiklasan yapilar olusturarak,
kelimenin en genis anlamiyla ekonomik fayda saglayacak yonde gelistigi soylenebilir.
Bauman, Akigkan Gézetim iginde, Evrim Antropolojisi Profesérii Robin Dunbar'in evrim
stirecinde zihnin sosyal diinyamizda sinirli sayida insan olmasina izin verecek bigimde
tasarlandigina, yaklasik 150 civari olan bu saymnin avci toplayict gruplar halinde stiren
yasamun bir uzantisi olabilecegine dair gérusini aktarir. Biyolojik evrim tarafindan
dayatilan bu sinirin asilmasinin daha kalabalik gruplarin birlikte hareket edebilmesine
olanak saglayacak araglarinin, yani dil benzeri temsillerin ortaya gikmasiyla mimkiin
olabilecedi distiniilirse, bunun kiltirin dogusu olabilecegi séylenebilir (2020, s.55).
Insanlik tarihi, bu yénde gelisen ve siiren, goérsel, isitsel, bicimsel, sayisal temsiller ve
bunlara dayali sistemlerle ifadesini bulan kiltiirel yapilarin da tarihidir. Bu bakimdan,
gunimizde mikroislemciler izerine maddenin izin verdigi yogunlukta yerlestirilen
birka¢ nanometre buyukligindeki yar: iletken transistorlerin ve galisma bigimlerinin
veya bu yolla islemcilerin Uirettigi verinin form ve igeriginin bu stirecin devami ve gtincel
ornekleri oldugu soylenebilir.

Yagliboya resmin ortaya gikisina baktigimizda ona yonelik talebin 6zlinde, zenginlesen
yeni orta sinifin diinyaya yonelik edinme ve biriktirme arzusu gortlir. Bu dénemde
resim, edinmek ve gosterilmek tizere arzulanan seylerin kendileri yerine temsilleriyle
doyurulan bir talebe gore sekillenir. Burada arzunun “seyler yerine resimleri” ile
doyurulmasi daha sonra “goriintiiler yoluyla seyleri” arzula(t)maya déntigtiir. Devaminda,
goruntiler ile seyler arasindaki mesafenin gittikge kapandid: ve seylerin, gérantiilerle
kaplanmis tasiyicilara dontstigli goriilmektedir. Simdi ise yapay zeké ile goértntiler
seylerin kendisidir, harici bir “seyi” sonsuza kadar efektlestirerek, onu ima ederek tekrar
ve tekrar Uretir. Bu anlamiyla sayisal veya kimyasal olarak ¢oziimlenmis efekt, aroma,
filtre benzeri yapilarla iiretilen ima, bir imalat modeline déntismustiir. Van Gogh'a ait,
hakim kiltir tarafindan sanatsal degeri siiphe edilemeyecek bicimde 6gretilmis ve
kiiresel insanhgin kiiltiirel sermayesi olmus bir resmin “stili” sayisal olarak ¢ézulir ve bir
filtreye donustiirulerek herhangi bir konuyu sonsuza dek tiretebilir kilinir. Artik herkes
kendine ait bir Van Gogh imali portreye sahip olabilir. Bir filmde karsilastigimiz herhangi
bir sahne, dijital platformlarda mimlesip viral bigimde yayilabilir. Bu mimler de, kaynag:
ima etmeyle olusturulan kolektif imalati orneklerken galismanin basinda deginilen
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temsili, itibari finansal araglardan uzak degildir. Bu mimlerin NFT'ler (non-fungible token)
olarak alinip satilarak finansal enstriimanlara dontismesi drneginde ise sanat eserleri ve
finansal aragclar uist tiste gelip birlesir.

Bugln, Berger'e gore (2010), 1900lerde yagliboya resim gelenedi dénemini sonlandirip
yeni bir gérinti rejiminin ortaya gikisina sebep olan, fotografin hizli ve kolay gogaltilir
hale gelmesinden ¢ok daha yiiksek doniistiirticti etkiye sahip olacak bir degisime sahitlik
ediyoruz. Bu degisim, yapay zekanin yuzyillardir stiren ve optik gortintiyu gergegin
merkezi unsuru kilan gelenedi asarak, artik harici bir referansa ve dolayisiyla onun
aracisi/aktaricisina gerek duymaksizin, bagimsizlasmis bir gorinti tretim modeli
ortaya koymasi olarak tarif edilebilir. Optik gorinti evreni sayisal olarak ¢oztimlenerek
bagimsizlagmis, diinyadan kopabilir hale gelmistir. Burada temsilin, karsiliksiz bigimde
var olabilecegi bir halin tekrar tiretildigini gériiyoruz. Ikna edicilikten &te, gergeklik
algimizin temellerini olusturan optik goértnti rejimi gergeklikten bagimsizlagsarak
dinyevi yik ve maliyetten kurtulmaktadir. Gegmise bakarak, bunun temelindeki
anlayisin miilksiizlestirmeye, bulaniklagtirmaya, akiskanlastirarak spekilatiflestirmeye,
dolayisiyla 6lgeksiz, savrulan bir yap:r treterek maniplilasyona agik hale getirmeye
yonelik bir kontrol yontemi oldugundan siiphe etmek yersiz olmayacaktir. Bu sayisal,
sinyal temelli gortintQ, gosteri ve gézetim rejiminde ¢éziinurlik ve erisim teknik oldugu
kadar politik konular haline gelir. Bu yapinin yayginlastig: alanlarda stizen, filtreleyen ve
yeniden diizenleyen araglar olarak araylzlerin hakimiyeti yukarida orneklenmistir.
Berger, belli bir tir sanat tarihgisinin gegmisteki sanatla bugiin arasinda dikilip onu
bulandirdidy, bu yolla bizi pargasi oldugumuz tarihin digina attigini séyler (2010). Bugiin
hakikat sonrasi olarak ifade edilen sey bu dizenlenebilir (customizable) gergekligin
imalatinda kullanilan diglayici, yabancilasgtirici bulandirmadir. Bigimsel olarak
anlatisalligi, metinselligi, igerik olarak da yukarida deginilen teshir sermayesini
aragsallastirdigi 6rneklerde gagdas sanatin bu s6z konusu bulandirmanin kiiltir sanat
alanindaki giincel yontemlerinden biri olarak hakim soylemin yeniden reticisi ve
yaylcist oldugu soOylenebilir. Cagdas sanat operasyonunu medya-eglence-sanat-
yaraticilik endiistri kompleksinin bir unsuru olarak, galisma boyunca tarif edilen yaygin
kusatmanin araglariyla iligkili bigimde disinmek, postmodern irticai yapinmin
belirginlestirilmesine katk: saglayacaktur.

Berger'in fotografik yontemle tarif ettigi cogaltma yerini artik disarida énctl/harici bir
referansa ihtiyaci olmadan olusturulmus goriintiilere birakmaktadir. Yagliboya resmin
gorsel dilini kendi gikarina kullanarak misteri ayartan reklamecilik bugiin yerini
kullanicida “biligsel yuk" olusturmayarak zihni tedirgin etmeyecek tanidiklikta igerikler
sunarak beynin savunmasizlasmasi ve bu yolla daha kolay bagimlilik gelistirmesini
saglayacak igerikleri sunan algoritmalara birakmaktadir. Bunun kavramsal yansimasini
politik diizlemde olumlayici ve kapsayicilik paravan-séylemi altinda politik dogruculuk
formunda icra edilen asindirma ve yozlastirma faaliyetinde de gorebiliriz. TikTok vb.
platformlarda algoritmanin segip gosterdigi igerikler vasitasiyla kullanici beynindeki
Ben'in norolojik merkezi sayilan “varsayilan mod adina (default mode network-DMN)"
yonelik calistigl, bu merkezin sorumlu oldugu ige bakis, anilar, duygusal distnce,
gegmis/gelecedi hayal etme frekansi/haline eklenerek kisiyi kendi kendine diigiinir
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oldugundakine benzer bir dalginlik halinde tuttugu belirtiliyor (Su vd. 2021). Dijital
izlerimizin artmasiyla ¢ézinurligint artirdigimiz veri grubu aslinda bir otoportreye,
Ozharitalamaya doénlismektedir. Burada olusan asimetride tam gozetim altinda ve
¢ozimlenmis kullanicilar ile kendisini ve igerigi her birine gore ayri ayri
konumlandirabilen muglak, hakim olunamaz bir yap: olarak algoritmalar kontroliindeki
dijital alan bulunur. Yerinden edilmis sanat eserinin tamir edilmesi gereken aurasina
benzer ugucu bigimde, stirekli akis halindeki dijital medya bakis1 dalginliga, tecriibeyi
sezgisellie zorlayan igerigiyle kullaniciyr masals: bir look, feel ve vibelardan olusan
dopamin geri-besleme dongiisiine hapseder. Dumur halinde siirtiklenen -ki ilk yillarda
buna internette sorf yapmak da denirdi- yeni flaneur, Benjamin'in tarifindeki, tlinel
benzeri dogrusal pasajlardan gecip gidememektedir. Pasaj artik déngiiseldir. Internetin,
kendisi “"disindaki” diinyaya agilan bir pencere olarak -bu hem Windows igletim sistemini
hem de resmin bagka bir yere agilan pencere metaforu oldugu modern 6ncesi zamanlari
akla getirir, bir tir ¢ok gelismis ansiklopedi, indeks gibi kabul edildigi zamanlarin artik
geride kaldigy, igerigin gogunlukla botlar ve algoritmalar tarafindan sekillendirildigini
6ne suren "Olu internet teorisi” de bu galisma boyunca Orneklenen diinyadan
bagimsizlagma, incelerek kopma halinin ve kendine geri-baglanmis déngiisel pasajin
glincel bir yorumudur. By, “aroma aromali aromanin”, ima olarak imalatin, filtrelesmenin
hakim oldugu, 6zne/nesne iligkisinin iligkiselleserek akigkanlastigi, Olgeksiz, digsiz,
referanssiz, surtinmesiz bigimde, zihni ve ruhu tedirgin etmeyen, dalgin bir giivenlik
hissiyle “geri-beslemenin, geri-besleme ile geri-beslendigi”, fraktal yapida artik “arama
komuttur (search is prompt)”. Yasami kusgatan neoliberal kusursuz 6tesizlik (ne plus ultra)
imasi, diinyay1 gorintiisiine, gézlemciyi kendine, kullaniciyi tercihleri, gegmisi, kimligi
veya hafizasina hapsederek sagladigi kapsayicilikla tam kontrol ve gozetime alarak
"kendi kendisini kendisiyle” sabitledigi olumlanmis insan igin yonelecek bir &te,
arzulanacak bir oteki veya arastiracak bir konu veya disaris1 birakmamaktadir.
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Extended abstract

In the context of European history, the emergence of art as an independent and separate
category from craft should be considered alongside the acceleration of international
trade and colonization activities seen in the 16th century. In this historical context, the
period known as the Dutch Golden Age, characterized by the emergence of highly
sophisticated financial instruments and markets for trading them, can be identified as
the starting point for the representation process that this study focuses on in both art
and finance. This period can be described as the time when representational tools were
offered as signs of aesthetic and financial wealth to the newly emerging social class
known as the bourgeoisie. It is evident that in the process of these wealth-signaling
products becoming representational, there is a need to examine the notion of
relinquishing property and being convinced by its representation. The forms and ways
of seeing and showing established by the oil painting art of the period emerge as both the
cause and the result of this social class's worldview. In this structure, where instead of
commodities like gold, which have intrinsic value, representational derivative products
and stocks referring to them, and instead of ostentatious objects or valuable craft
products, paintings of them are presented. Supply becomes accessible to everyone and at
every price point. This process of broadening the supply includes not only being
convinced of propertylessness but also of structures for taking and sharing the risk
associated with companies engaged in commercial activities through financial
instruments such as stocks.

The study traces the structure observed in the conceptual and material transformation
emerging here, in the activities of public relations and its related sectors, which were
initiated by Edward Bernays to meet the demand needs of the American manufacturing
industry, which emerged with tremendous supply power after World War II. Just as art
and finance were liberated from worldly scales and necessities and transformed into a
representative and metaphysical category, a consumer society shaped by a completely
speculative, unbounded, and limitless demand for the American manufacturing sector
was designed. After 1945, the field of popular culture rapidly became the surface on which
the transformation and control of this consumer society design were executed. At this
point, the study discusses how the psychoanalytic works of the period are related to
advertising and marketing, along with the painter's depiction as an interface in the
relationship between seeing and desiring within the context of the phenomenology of
perception, and the continuous excavation of the human being as an extraction activity
in the unbridgeable gap between the customer-viewer and the advertised product.

It can be mentioned that these relationships can also be exemplified among raw materials
and craftsmen, craftsmen and artists, artists and curators, curators and art institutions,
and art institutions and the state. These structures have emerged in the form of various
industrial complexes in today's neoliberal late-capitalist period. As nation-states
withdraw from the social/welfare state model and shrink, the voids they leave behind are
filled by private enterprises providing goods and services. It is evident that the
fundamental need in these areas is never fully satisfied or is left incomplete.
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We can say that today's world exemplifies a very sophisticated version of digital
representation, similar to the Dutch Golden Age. Today, we process not only signals
about our individual and social identities but also data on our physical location, biological
measurements, medical profiles, preferences, consumption habits, political views, and
every element that shapes our lives. This totality of data, known as BIG DATA, serves as
the raw material for the technology-surveillance industrial complex, which processes it
and presents it back to us as content that is a manufactured reflection of ourselves
through algorithms. From this perspective, it can be argued that representations and the
influence and control mechanisms they create through their structures/channels lead to
algorithmic content design shaped by user behavior, effectively trapping individuals in a
self-referential and closed dopamine feedback loop, thus rendering them passive. The
implication of a neoliberal transcendence (ne plus ultra) that surrounds life provides
complete control and surveillance over the world by confining it to its image, while
entrapping the user in their preferences, past, or memory. Moreover, the transformation
of search function into prompt command through artificial intelligence further
intensifies this self-referential entrapment, thus leaves no avenue for individuals to seek
an "other”, a desirable or explorative exterior, or any other entity or subject in any
substantial form of outside.
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Abstract

Artists express their past experiences through art practices and carry the personal and
period dynamics of the past to the present through materials. Using of materials and the
narrative potential and relationality of contemporary art practices provide spatial
experiences. These practices bring past experiences to the present and allow viewers to
re-experience. This study aims to examine the way a past experience is transferred to the
present and how it is transformed into a field of representation in the practices of Michael
Landy, Anny and Sibel Oztiirk, Hale Tenger and Ilya Kabakov. In the study, the
relationship between memory and space and the relational effect of the installation were
examined using qualitative research methods. The results showed that past experiences
could not be transferred to the present as they were and that they created relational
representation space that was reconstructed under today’s conditions.

Keywords
art, past, experience, space, representation

Highlights

e  Contemporary art practices recreate past events and experiences through ready-made
objects, providing viewers with a personal and historical space in which to interact with
the work.

e  The relationality of art practices highlights the interactions between the artist, the work,
and the audience, allowing art to be experienced through different perspectives.

e  Artists who addressed their past experiences recreated the places, memories and events in
their memories through representative spaces through installations.
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Oz

Sanatgilar, gegmiste yasadiklar: deneyimlerini sanat pratikleri tizerinden ifade ederek,
gegmisin kisisel ve dénemsel dinamiklerini hazir nesneler araciligiyla gintimiize tasirlar.
Hazir nesnenin kullanimi ve gagdas sanat pratiklerinin anlati potansiyeli ve iliskiselligi,
izleyicilere mekansal deneyimler sunar. Bu pratikler, gegmiste yasanan deneyimi bugiine
tasiyarak izleyicilerin tekrar deneyimlemesine olanak saglar. Bu galisma, gegmiste
yasanmis bir deneyimin bugiine aktarilma bicimini, Michael Landy, Anny ve Sibel Oztiirk,
Hale Tenger ve Ilya Kabakov'un pratiklerinde temsil alanina nasil déniistigini
incelemeyi amaclamaktadir. Calismada bellek ve mekan iligkisi ile enstalasyonun iligkisel
etkisi nitel arastirma yontemi kullanilarak incelenmistir. Yapitlar tizerinde yapilan
incelemeler sonucunda, gegmiste yasanan deneyimlerin oldugu gibi bugiine
aktarilamadigi ve bugiiniin kosullarinda yeniden insa edilen iligkisel bir temsil mekéani
olusturdugu goérialmustiir.

Anahtar kelimeler
sanat, gegmis, deneyim, mekéan, temsil

One cikanlar

e (Cagdas sanat pratikleri, gegmisteki olaylari ve deneyimleri hazir nesneler aracilhifiyla
yeniden canlandirarak, izleyicilere yapitla etkilesim kurduklar: kisisel ve tarihsel bir alan
sunmaktadir.

e  Sanat pratiklerinin iligkiselli§i, sanatgi, yapit ve izleyici arasindaki etkilegsimleri 6n plana
¢ikararak, sanatin farkl perspektifler araciligiyla deneyimlenmesini saglar.

e  Gecmiste yasadiklar: deneyimleri ele alan sanatgilar, belleklerinde yer alan mekanlari,
anilar1 ve olaylar: enstalasyon tizerinden temsili mekénlarla yeniden olusturmuslardir.
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Introduction®

Memory and space play a central role in understanding human consciousness and
cultural history. The manner in which past experiences, historical elements, and cultural
heritage are approached, remembered, and transmitted is examined through the lens of
memory. Space, on the other hand, represents the physical locations where experiences
and memories occur. Thus, space directly connects with past experiences, events, and
specific moments, functioning as a tool for recalling the past. It enables people to connect
with their past experiences and memories, thereby representing the sites of specific
events from the past.

Contemporary art practices allow for an understanding of the relationship between
memory and space. Spatial art practices, such as installation, revive past events and
experiences, offering personal and historical representations to the spectators. Artists
produce works that embody the past by using various materials and multimedia tools.
These works prompt us to question which images of the past reside in our memory and
the impact of space on our recollection. The use of objects as carriers of memory in art
practices has led to the emergence of an art space where the spectator interacts with the
work. In this context, artists have represented images of past times by bringing the
spaces associated with those memories into the present through their practices.

This study examines the art practices produced by artists focusing on their personal
experiences and seeks an answer to the question of how a lived experience is conveyed.
A search was made on how the personal and collective experiences of the artists, which
intersect with themes such as migration and identity, are expressed through art
practices and how these experiences are transformed into a transformation process
through these practices. A literature review was conducted regarding the research and
qualified research methods were used for detail and research. In the study, content
analysis methods were used to add Michael Landy, Anny and Sibel Oztiirk, Hale Tenger
and Ilya Kabakov, who changed the personal experiences from the past, period dynamics,
memory and space relationship by basing the production process on concepts such as
migration, history, home and identity. The method was analyzed through implicit
messages, symbolic expressions and cultural codes in visual materials. Content analysis
is a research method used in social sciences to obtain meaning and inferences from
written and visual media images. Content analysis does not consider the physiological
reflections of the data but rather texts, images and expressions prepared for meaning
and interpretation (Krippendorff, 2004, p. xiii).

The representation of images in memory within space

The process of recalling the past involves the formation of images of events or
experiences in our minds. These images can be through the senses of sight, sound, smell,

* This article was produced from the thesis titled Memory Experience in Contemporary Art, conducted under
the supervision of Prof. Tansel Tiirkdogan, within the scope of the Art Proficiency Program of the Painting
Department of the Graduate Education Institute of Ankara Haci Bayram Veli University.
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taste, and touch, and our ability to represent the past offers a broad perspective on who
we are, shaped by our subjective experiences. Our ability to represent the past also plays
a critical role in learning and teaching processes, contributing to the development of
historical consciousness and a sense of identity. Therefore, the ability to reconstruct the
past through images formed by the senses of sight, sound, smell, taste, and touch is one
of the fundamental elements that make us human, and is vital to preserving and
transmitting collective memory, identity, and cultural heritage.

The events or experiences we live through become ingrained in our memory through the
senses. Marcus Tullius Cicero (2017) in his text Memory Images, Memory Spaces states that
sight is our sharpest sense and that perceptions we think about and hear are more likely
to leave a lasting impression or become permanent if they are transferred to our minds
through sight. He suggests that imagining things we have not seen as images,
silhouettes, and shapes in our minds helps preserve the visual representation in our
memory. However, according to Cicero, who argues that all thoughts require a place,
thoughts, like everything else, need a residence, as it is impossible to conceive of a
material object without a location (2017, p. 48-49). In this context, all the information and
perceptions that we internalize in our memory reach our minds through the senses.
Therefore, thoughts and information should not only be handled through the sense of
sight but should also be placed in a place. In other words, mentally positioning each
thought and piece of information within a spatial context ensures that this information
is meaningful and permanent. As a result, visual representation of information and
placing it in a mental space increases the ability of the memory to leave an impression
and increase its permanence.

Henri Bergson also asserts that events occurring in our daily lives are recorded in
memory as images. Everything that is recorded occupies a place in memory within the
confines of time and space. Developing Cicero's idea, Bergson expressed that there can
be no image or memory without space and time (2017, p. 167). Memory exists by creating
space for everything, and as soon as space exists, it begins to form a memory. Thus, when
examining the relationship between space and memory, it becomes an intertwined,
inseparable, and integrated concept.

Our past experiences transform into memories under the influence of the individual's
perception and sensory modes. Later, they find a place in memory. Memories carve out a
space for themselves within the present. Beatriz Sarlo articulated her thoughts on this
matter as follows (2012, p. 9): “"Memory depends on today because, as Deleuze said, based
on Bergson, the specific time of memory is the present time: Thus, the only suitable time
for remembering, the time claimed by memories, is the present.” Past events often cannot
be left behind temporally because of their impact on our present and future. Theodor
Wiesengrund Adorno explains the dialectical relationship between memories and the
connection between the past and the present: "Memories cannot be stored away in
drawers; the past is inseparably linked to the present” (2021, p. 173). The past is integrated
into the present time. The past becomes not only a historical record but also an active
force that shapes our current and future lives.
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In the process of transforming personal experiences first into memories and then into
long-term memory, an individual's emotions, thoughts, and intuitive characteristics are
emphasized. This reflects the subjective imprinting of experiences into memory. This
personal process plays a crucial role in the representation of experiences, as well as in the
construction of identity, history, and collective memory, because the way memory
represents the past, formed through subjective experiences, aids in understanding the
past and the physical archive. Sarlo articulated the relationship between personal
experience and representation as follows (2012, p. 21):

The narrative of experience depends on the body and voice, on the subject's

real presence on the stage of the past. There can be no testimony without

experience, but there is also no experience without narration; putting it into
words frees the silent experience, saving it from directness or oblivion,

making it transmittable, that is, making it everyone's.

For past experience to be communicated to others, it must be transformed into a
narrative, writing, work of art, or some form of representation. Therefore, experience and
representation complement each other.

Another subject shaped by personal experiences is images. Images are formed through
past experiences. In other words, “the past is a perpetual accumulation of images”
(Nabokov, 2017, p. 272). The past experience is not just the sum of events that occurred,
but also the re-formation or imaginative construction of those events through personal
perception, senses, and imagination. The past becomes present through images. This
phenomenon, created by images, reminds us of the non-linear nature of time and the
complex structure of personal or collective memory. The images of past events that we
conjure in our minds enable us to re-experience those experiences. Paul Ricoeur
described the relationship between images and the past with these words (2020, p. 23):

It is observed that the presence that constitutes the representation of the past

is the presence of an image. We claim that we are recalling a past event or that

we have an image of that event in our mind; this image can be visual or
auditory, and we do not distinguish between the two.

As Andreas Huyssen suggested, human memory can be considered an anthropological
datum to be studied. All forms of representation—whether in image, language, narrative,
or recorded sound—are concerned with memory. Memory does not preserve the past
"as-is"; instead, it reconstructs and represents past events and experiences through a
subjective filter (Huyssen, 1999, p. 13). Huyssen viewed memory not merely as a
repository for the past but as a process that continuously reproduces and alters the past.
The past, which does not exist in memory “as-is”, becomes a memory through the
subjective images we create, and finds visibility when expressed and transmitted
through experience. In this context, experiencing and recalling an event is a process
based on representation created by images. Thus, to experience or remember a past
event, one needs to resort to representation. This representation can be seen not as an
exact replica of the past in memory but as a reinterpretation reconstructed from the
perspective of the present. Patrick Hutton explained this as follows (as cited in Ozaloglu,
2017, p. 17-18):
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When we recall, we place the images of the past in specific locations. The
images in memory are always fragmented and transient. They do not acquire
a coherent and consistent meaning until they are situated in concrete places.
These places are the spaces of our memory. Therefore, remembering can be
described as a process of imaginative construction. This process involves
integrating specific images, formulated in the present, with particular
contexts from the past. The recalled images are not echoes of the actual past
but representations.

Memory does not merely preserve the past; it also creatively revives subjective
experiences. This process leads to the selective retention of certain memories in the recall
process, while others are forgotten. Thus, memory preserves and transmits significant
memories that hold individual, collective, and cultural meaning through representation.
The formation of a “gap between experiencing an event and recalling it within a
representation” highlights the personal processes that shape subjective experience and
its memory. This gap represents the difference between the lived experience of an event
and its reconstructed—or represented—version in memory. Huyssen suggested that
rather than ignoring or lamenting this gap, it should be seen as a powerful catalyst for
artistic and cultural creativity (1999, p. 13).

The act of defining and naming everything and every phenomenon through language, i.e.,
representation, is made possible by memory. Art can be considered an original language
that fulfills one of the most critical functions of memory. Art enables us to view and make
sense of ideas, objects, or events from different perspectives. The process of symbolizing
an idea, object, or event—of representing it—creates a form of expression within
memory. Thus, representation is the most fundamental method of objectifying memory.
In this process, representation stabilizes what is perceived for the individual and allows
for its multiplication in terms of meaning. An image or representation can reappear in
different forms across different times and spaces. Therefore, memory is both static and
in a state of flux. Representation, which creates a form of communication with memory,
can be interpreted in various ways depending on perceptions and needs. In art,
representation holds such a meaning. Even though art may acquire different meanings
when viewed from diverse perspectives, it retains the power to convey the representation
created by the artist. In this context, we can understand that memory and representation
mediate both forgetting and remembering (Erzen, 2020, p. 60-61).

Representation of the past through art

In contemporary art practices, space has been utilized as a tool for representing past
experiences. Particularly in installation art, the constructed space does not remain
merely a visual element; it also forms interactive areas that can be entered and
experienced. The way art uses space demonstrates how exhibition formats and
interactions with the audience have evolved. The spatial transformation of art has
progressed from bourgeois salon exhibitions to the “white cube” and eventually into
public spaces. The transformation of public spaces often parallels the opening of art to
outdoor environments. The expansion of art into public and non-gallery spaces has also
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paved the way for practices that center on audience participation. Therefore, the
changing spatial transformation of art enables new modes of exhibiting and utilizing
space, allowing both the artist and the audience to experience greater freedom. In this
context, the shifting relationship between the artist and the audience permits a
redefinition of art’s role in space. The activation of art in various spaces integrates it into
everyday life. By bringing every subject from life into their artistic productions, artists
erase the boundaries between art and life.

During this process, there has been an increase in experimental disciplines and practices
that involve the body in art. In traditional art disciplines, spectators attempt to interpret
the work by looking at it, whereas in contemporary art disciplines, such as installation
and performance, spectators become participants by engaging with the work. Jacques
Ranciére articulated the shift in the spectator's perspective from traditional to
contemporary art with the following words (2021, p. 11): “We need a theater without
spectators, where those who are watching learn something rather than being seduced by
images, where they become active participants instead of passive voyeurs.” Ranciére
argues that contemporary art practices serve as tools that prompt spectators to take
action, transforming them from passive recipients into active or participatory agents
(2021, p. 11). Consequently, spectators take on an active role within the art, becoming
researchers and participants. Spectators interact with contemporary art works,
engaging all their senses with the piece, thereby experiencing it rather than merely
observing it. Thus, contemporary art shifts the spectator from a passive to an active
position, making art an experiential and interactive endeavor.

Interactive art practices reach the audience through mediums such as performance,
process art, and installation. Nicolas Bourriaud explained the interaction, relationships,
and transformation of space within art during the 1990s with the concept of "relational
aesthetics”. Art now exists as a relational encounter without a fixed form, creating a
communication language in various ways (Bourriaud, 2018, p. 17-27). Relationality allows
for the reshaping of cultural and social relationships and experiences in the spaces where
art practices are exhibited. For example, activities like cooking for visitors in a gallery
space or developing collective production methods strengthen social dialogues.
Relational art practices today create spaces that allow for the experience of these
interstices, facilitating the transmission of the past images stored in the artist's memory.
Bourriaud explained this as follows:

Utopia today exists in the realm of subjective daily life, lived in real-time as

the concrete experiences that were consciously left incomplete. The artwork

emerges as a social interstice where these experiences and these new

‘possibilities for living’ seem possible (2018, p. 68).
Contemporary art practices bridge past experiences and memories to the present
through representations. These practices create a bridge between the past and the
present, enabling the representation of past experiences in the contemporary moment.
Memory is a significant focus for many artists in their creative process. Alongside
societal and collective memory studies, personal memory studies are also frequently
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explored. Personal experiences, past memories, events, places, and objects form part of
the archive within personal memory. However, “the past does not exist purely within
memory; it must be articulated to become a memory. A gap inevitably forms between
experiencing an event and recalling it within a representation” (Huyssen, 1999, p. 13). This
gap can manifest through artistic productions. What is formed is not the past itself, but
its representation through recollection. Artists also engage with the past through their
own experiences, reconstructing it to create new spaces of representation. By carrying
past experiences into the present, they reconfigure them with contemporary
representations.

Artists who engage with their past experiences recreate the spaces, memories, and
events stored in their memory through installation practices, forming representational
spaces. The theme of the home often holds a significant place in artistic production.
Michael Landy, for instance, constructed an exact replica of the house he lived in as a
child within a gallery space, displaying the two halves of the house in different locations.
One half was exhibited in the Millbank entrance of Tate Britain, while the other half was
placed in the Duveen Gallery section. The large-scale installation, titled Semi-detached
(image 1), was meticulously crafted to resemble the house as it was 25 years ago when
Landy's father, John, became incapacitated following a mining accident. The work also
documents his father's identity transformation through videos, highlighting the role of
the house in this transformation (Racz, 2012, s. 232-234). Thus, the role of the house in
identity transformation is emphasized.

The house is not just an object, a building, but a scattered and complex

situation that unites memories and images, desires and fears, the past and the

present. The house is also a series of rituals, personal rhythms, and the
routines of daily life (Pallasmaa, 1994, p. 17).

By conveying the experience of a space from the past, Landy creates a connection
between the past and the present. In this context, Semi-Detached serves not only as a
construction made of bricks but also as an archive of personal memory, encompassing
memories, experiences, and the rituals of daily life. Viewers not only physically
experience the space, but also interact with the daily routines, British working-class
memory and social dynamics that take place there.
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Image 1. Semi-Detached (Landy, 2004)

Anny and Sibel Oztiirk, in their work, explored the concept of home as shaped by their
experiences between Turkey and Germany, focusing on the relationship between
migration, journey, multicultural past, memory, and space. In their piece titled Rear
Window (image 2), they recreated a room from their aunt's house in Istanbul, which they
visited during their childhood in Turkey. By utilizing various methods such as light,
sound, scent, and video recordings, they aimed to revive and bring past experiences into
the present. Rafael von Uslar described this work as follows (2011, p. 17):

The installation allows for a wide-ranging synesthetic experience. The

representation of memory is conveyed so intensely that it is remembered as

both space and event. The spectator recalls experiencing the space; the
experience is not imaginary but real. Indeed, they have truly been there.

The Oztiirk sisters often rendered the spectator a part of the artwork, making the space
experiential through memory.

Image 2. Rear Window (Oztirk & Oztiirk, 2005)
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Hale Tenger, who aimed to convey the era and her experiences through spaces from her
past, recreated her house in Izmir with faithful attention to the original. By reviving the
home where she lived, she incorporated her observations, memories, impressions, and
experiences from Turkey into her 1997 installation The Closet (image 3). This installation
was organized for ArtPace's (The Contemporary Art Foundation) artist residency
program in San Antonio. Tenger included only three rooms from her house in the work,
positioning a dining table against the wall in the corridor area. She sought to replicate
the atmosphere of the house where she was born and raised by using objects such as a
radio, books, handwritten notebooks, furniture, sewing materials, and clothing. This
arrangement, reflecting a typical middle-class Turkish family home, features a radio
recording that plays news from the 1980 military coup. The turbulent, chaotic, and
conflict-ridden environment outside during that period created a different order within
the home. The frugality of lighting, listening to the radio while eating, and everything
being orderly and in place concretely depict this altered order. The desk in the bedroom,
holding a social studies book, a penmanship notebook, and an Tiirkiye Is Bankas1 piggy
bank, represents the objects commonly used by every child in Turkey's primary
education during their developmental stages. The closet is the most personal area of the
installation, featuring colorful clothes from the 1970s-80s hanging on a rack. The events
of that period and the experiences stored in memory become readable through these
objects (Antmen, 2007, p. 81-87). This installation opened up a space for spectators to
understand and experience the dynamics of personal life and the era, alongside Tenger's
personal and period-specific experiences. Thus, the concept of the home is not merely a
living space but also demonstrates how it serves as a carrier of memory and history.

Image 3. The Closet (Tenger, 1997)

Another artist who brings his past to the present with his art and allows us to experience
the Soviet Russia period is Ilya Kabakov. Kabakov created an installation called The Toilet
(image 4) for the Documenta IX exhibition in Kassel in 1992. However, Kabakov's works
are not specific to a specific place, they consist of temporary houses or spaces. Kabakov's
work called The Toilet is a classic Russian outdoor toilet. With separate entrances for men
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and women, the installation looks like an old toilet building from the outside. The interior,
unlike the exterior, is a classic Russian village house. When they enter, the audience
encounters an unexpected spatial and temporal experience. Therefore, not only the
interior installation, but also the building itself is considered a sculpture. The space that
looks like a toilet from the outside is an ordinary Soviet house consisting of two rooms
inside. The daily life of that period is reflected by elements such as open, wallless toilets,
a table, a bed, a wardrobe, a bookcase and a reproduction of a picture hanging on the wall.
The placement of a jacket on a chair and unwashed dishes give the impression that
someone had lived there before (Boym, 2009, p. 442-449). Kabakov sought to demonstrate
that the space is not just a work of art but also a living space by constructing the reality
of everyday life. Spectators who directly experience the space engage with the
representation of a lived-in environment from the past.

Image 4. The Toilet (Kabakov, 1992)

Conclusion

The past does not remain in memory exactly as it was experienced. Experiences are
simplified, filtered and transformed into images, which are then stored in memory.
Perceiving and remembering the past through images results in the reproduction of that
past image in the mind, which is then archived in memory as a new image and
encompasses the process of remembering. This process has been a source of inspiration
for artists who focus on personal experiences, as they transform the images in their
memories into representations through contemporary art practices. The inclusion of the
ready-made object in the form of expression of art and the transformation of
representational tools have offered an interdisciplinary approach and a free field of
movement. Therefore, the use of the ready-made object expands the conceptual and
intellectual boundaries of art, directing the viewer both to the context of the object and
to the field of experience. In this context, representation not only facilitates the
transmission of the context, but also provides space for the repetition and re-
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experiencing of that experience through space, sound, smell, taste, touch and all kinds of
visual representations. Therefore, the existence of any representation can be a sufficient
catalyst for the repetition or re-experiencing of a past event. This representation,
however, should not be seen as an exact copy of past experience, but as a form of
relational communication reconstructed under the conditions of the present.

In contemporary art, artists frequently use practices such as installation, video, and
sound to recreate the past with the aim of allowing it to be re-experienced. These artistic
practices transfer memories, events, and experiences from the past to the present,
enabling spectators to experience past time. In this context, such works created by artists
based on their personal experiences become images representing those experiences. The
experience materializes, creating a space of interaction between the artist, the artwork,
and the spectator. In this way, a past experience is presented to the spectator through
the artwork via the medium of art. Artists such as Michael Landy, Anny and Sibel Oztiirk,
Hale Tenger, and Ilya Kabakov aimed to represent memories, experiences, and the era by
reconstructing specific parts of the homes they lived in the past within gallery spaces,
using objects and space as mediums. For these artists, the concept of home provides a
space to express their personal pasts and origins. Thus, installation becomes a tool for
reconstructing and conveying past time through the use of objects and space.

Contemporary art practices are effective tools for representing and conveying the
experience of the past to the present by transforming memories and events in our
memory into images through perception and senses. Artists who approached their
personal experiences from different perspectives brought together the past and the
present, erasing temporal and spatial boundaries.
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Abstract

Dervis Zaim's cinema is a cinema of exploration. Zaim blends found story with fiction,
constructing a framework in which content and form reinforce each other. His films
Somersault in a Coffin (1996) and Cycle (2013), based on real events and characters, are
rooted in found stories drawn from the fabric of life. Zaim's latest film, Tavuri (2023), is a
cinéma vérité style documentary that chronicles the last five years of the life of con artist
Mustafa Serttas. The possibilities offered by digital cinema contribute significantly to
Zaim's journey along the boundaries between documentary and fiction. This study
examines how Zaim incorporates Siegfried Kracauer's concept of the "found story” into
the narrative structure of films, focusing on his use of digital technology while
experimenting with different forms and styles within the context of auteur theory. The
aim is to analyse the films in terms of characters, plot, setting, mise-en-scene, and editing.

Keywords
cinema, dervig zaim, found story, documentary, digital cinema

Highlights

e By blending found stories with fictional elements in his films, Dervig Zaim has developed a
unique cinematic style that navigates the boundaries between fiction and documentary
cinema.

e  Zaim employs traditional filmmaking techniques in Somersault in a Coffin, whereas he takes
advantage of the opportunities provided by digital cinema in Cycle and Tavuri.

e  While Zaim focuses on establishing a link between the individual and the societal in his
films, he also creates a structure in which content and form reinforce each other.
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Oz

Dervis Zaim sinemasi bir arayisin sinemasidir. Zaim, bulunmus &6yki ile kurmacay:
harmanlayarak igerik ve bigimin birbirini karsilikli besledigi bir yap: insa etmektedir.
Gergek olgu ve karakterlerden yola gikarak gergeklestirdigi Tabutta Révasata (1996) ve
Devir (2013) filmleri yagsamin iginde bulunmus 6ykiilere dayanmaktadir. Zaim'in son filmi
Tavuri (2023) ise, dolandirici Mustafa Serttag'in son beg yilini anlatan cinema verité
tarzinda bir belgeseldir. Sayisal sinemanin sagladigi olanaklar, Zaim'in belgesel ile
kurmacanin sinirlarinda iz stiren yolculuguna o6nemli bir katki saglamaktadir. Bu
arastirma, Zaim'in Siegfried Kracauer'in "bulunmus 0Oykd" kavramini filmlerinin
anlatisina nasil dahil ettigini ve farkli bigim ile iislup denemelerinde sayisal teknolojiyi
kullanma egilimini auteur kurami baglaminda ele almaktadir. Incelenen filmler; karakter,
olay 6rgusi, gevre, mizansen ve kurgu gibi unsurlar gergevesinde analiz edilmistir.

Anahtar kelimeler
sinema, dervis zaim, bulunmus 6yki, belgesel, sayisal sinema

One cikanlar
e  Dervig Zaim, filmlerinde bulunmus &ykiiler ile kurmacay:r harmanlayarak kurmaca ve
belgesel sinemanin sinirlarinda 6zgiin bir sinema tislubu gelistirmistir.
e  Zaim, Tabutta Révagata'yi gelenesel film yapim teknikleriyle gekerken, Devir ve Tavuri
filmlerinde sayisal sinemanin sagladigi olanaklardan yararlanmaktadir.
e  Zaim filmlerinde bireysel olan ile toplumsal olan arasindaki bag: kurmaya odaklanirken
igerik ve bigimin birbirini karsilikh besledigi bir yap1 inga etmektedir.
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Introduction

Dervis Zaim is a distinguished filmmaker who has developed a unique cinematic
language that skillfully blends real-life stories with fictional elements. By intertwining
societal and individual realities, Zaim creates narratives that resonate on human values.
This study focuses on Zaim's works Somersault in a Coffin (Tabutta Révagata, 1996), Cycle
(Devir, 2013), and Tavuri (2023), examining how the director redefines the concept of the
found story through the possibilities offered by digital cinema. This tendency to
intertwine found story with fiction in Zaim's work aligns with foundational ideas from
the neorealism movement. Neorealism, an influential cinematic movement, emerged in
Italy between 1945 and 1951 as a response to the political and social upheavals of the post-
World War II period. Defined by its emphasis on authenticity and the representation of
ordinary lives, it sought to serve as both a cultural renewal and a medium for social
change (Thompson & Bordwell, 2003, p. 359). André Bazin (1967) characterized
neorealism as more than a filmmaking style, describing it instead as "a kind of
humanism” that focused on the dignity of everyday life (p. 29).

Bert Cardullo (2011) highlights that the term “neorealism” signifying a major departure
from the mainstream, artificial aesthetics of pre-war Italian cinema. According to him,
the movement emphasized filming on location, employing non-professional actors, and
improvising scripts, thereby creating narratives that reacted not only against the
banality of the dominant mode of Italian cinema but also against the prevailing
socioeconomic conditions in Italy. Cardullo also aligns with Bazin's perspective, asserting
that neorealism represented an entire moral or ethical philosophy rather than merely a
new cinematic style (p. 19). Robert Stam (2000), on the other hand, posits that Italy
required the reconstruction of its eroded national identity through cinematic means in
the aftermath of the war. He asserts that with the release of Rome, Open City, Italy was
able to regain the right to look at itself in the mirror. According to him, filmmaker-
theorist Cesare Zavattini argued that the experiences of war and liberation had taught
filmmakers to appreciate the value of reality. Zavattini opposed the views of formalists,
who considered art to be inherently conventional and fundamentally distinct from life.
Instead, he advocated for the complete elimination of the distance between art and life

(p. 73)-

Zavattini (1966), in his essay Some Ideas on the Cinema, which served as a manifesto for
the neorealism movement argued that a film could be built upon a simple situation, like
a woman buying a pair of shoes. Zavattini emphasized the ability of cinema to discover
and display the ordinary. He said, "All we have to do is to discover and then show all the
elements that go to create this adventure, in all their banal dailiness and it will become
worthy of attention, it will even become spectacular” (p. 221). According to him,
transforming this simple situation into a narrative could give it extraordinary appeal
through the ability to show things often overlooked, surprising the audience. Zavattini
(1966) emphasized that the true function of cinema is not to tell fables but to show reality
as it is. "I am interested in the drama of things we happen to encounter, not those we
plan”, he stated, suggesting that the real challenge is to make things as they are, almost
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by themselves, create their own special significance, rather than trying to turn imaginary
situations into reality and make them look true. He argues that reality should be
approached and processed not through a fictional method but through an analytical
documentary approach (p. 221).

Akin to Zavattini's humanist perspective, Ash Daldal (2013) states that Zavattini, who has
the same humanist approach as Siegfried Kracauer, emphasizes that the most important
task of cinema is to create a dialogue through social awareness and contact. Additionally,
she draws attention to the similarity between Zavattini's concept of “encounter” and
Kracauer's concept of “found story” (p. 183). In his work, Theory of Film: The Redemption of
Physical Reality, sociologist and film theorist Kracauer (1997) introduces the concept of
found stories as he seeks to define cinematic narrative forms that operate independently
of literary structures. Kracauer illustrates this by explaining that, if one watches the
surface of a river or lake for long enough, patterns created by a slight breeze or an eddy
will gradually reveal themselves. In a similar way, found stories emerge naturally rather
than being artificially constructed, and they play an essential role in films with a
documentary focus (p. 245-246).

Kracauer (1997) places a spectrum which holds embryonic story patterns at one end, well-
contoured stories, often packed with dramatic action at the other end and Robert Joseph
Flaherty's "Slight narrative” in the middle. He highlights Flaherty's assertion that "A
story must come out of the life of a people, not from the actions of individuals” He
emphasizes that Flaherty constructs sequences with a narrative style, focuses on the life
of a community, and distances himself from typical plots that foreground individual
characters. Flaherty argues for deriving the story from the raw material of life rather
than subjecting it to predetermined narrative demands (p. 246-248).

Kracauer (2015) notes Paul Rotha's assertion that “socially and aesthetically the so-called
story film and the true documentary are growing closer and closer together.” He points
out that in narrative documentaries that go beyond “slight narrative”, the desire for
formal structuring and the underlying documentary intentions intertwine and compete
with one another (p. 454). In a way, the found story can be considered semi-documentary.
By emphasizing the flow of life, it incorporates elements such as open-endedness, chance,
and uncertainty (Demoglu, 2022, p. 239). The concept of the found story plays a
significant role in Zaim's films. His works, such as Somersault in a Coffin, which is based
on real events and characters, and Cycle, inspired by a shepherd competition in
Hasanpasa village in Burdur, are rooted in found stories from real life. Zaim's latest film,
Tavuri, a participatory mode of cinéma vérité style documentary portraying the last five
years of con artist Mustafa Serttas, exemplifies the reality advocated by Zavattini and
Kracauer.

Zaim's cinema reflects not only originality in content and narrative structure but also the
practical use of technology. With the advent of digital cinema, Zaim has utilized the
flexibility offered by digital technologies to experiment more freely with the boundaries
between documentary and fiction. Digital cinema significantly enhances his ability to
produce films based on found stories from real life. In general terms, digital cinema
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technologies, which encompass the entire process of filmmaking, including pre-
production, production, post-production, distribution, and exhibition, have increasingly
reshaped the film industry since the late 1990s.

In one aspect, digital technology represents an increasing power of manipulation over
images, while in another, it offers opportunities that encourage documentary
filmmaking. The impact of digital cinema on documentary films bears similarities to the
influence that the spread of lightweight 16mm cameras and high-speed films had after
World War II. Both Cycle and Tavuri are examples of films Zaim made using the
possibilities provided by digital cinema. The advantages of the flexibility of digital
cameras, their low-cost production capabilities, and the vast post-production
opportunities paved the way for formal experimentation in Zaim's films. For instance, in
Cycle, which portrays a shepherd competition in Burdur's Hasanpasa village, Zaim was
able to observe the reality in real-time and incorporate it into a fictional structure.

Zaim's latest film, Tavuri, is a cinéma vérité style documentary that depicts the life of
Serttas, a con artist Zaim has known since childhood. The mobility and speed offered by
digital technologies allowed Zaim to adopt a more direct and improvisational approach
to filming in Tavuri. As seen in this film, digital technologies support the documentary
narrative and allow Zaim to experiment with different documentary styles. Zaim's
approach to filmmaking, which allows for unrestricted experimentation, reflects an
inherent tendency of digital cinema, where the distinctions between pre-production,
production, and post-production phases have progressively blurred and merged into one
another. This study examines how Zaim challenges the boundaries between
documentary and fiction and integrates digital technologies within the framework of
found stories.

Methodology

The study examines Zaim's cinema from the perspective of auteur criticism. Auteur
criticism views the director as the primary creative force who bears the greatest
responsibility in the filmmaking process and focuses on the director’s personal cinematic
language and thematic unity (Corrigan, 2008, p. 117). This approach evaluates the
director’s core concerns, recurring motifs, and the content and form of their films within
the consistency of the filmmaker's personality and in relation to their other works
(Ozden, 2000, p. 108). In this context, the study investigates how the concept of the found
story in Zaim's films bridges the gap between fiction and documentary cinema. Themes
such as degeneration and the alienation of modern man from his own nature, which recur
in Zaim's films, are explored as reflections of the director’s personal vision within the
framework of auteur criticism.

Three films representative of Zaim's cinema were selected using purposive sampling.
According to Michael Quinn Patton, purposive sampling “allows for the in-depth study
of cases that are considered to be rich in information” and is an effective approach for
discovering phenomena and events (as cited in Yildirim & Simsek, 2011, p. 116). The films
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Somersault in a Coffin, Cycle and Tavuri, which are based on real characters and events,
provide an ideal variety for in-depth analysis due to their mixture of documentary and
fictional elements. In this study, the data was analysed using the method of descriptive
analysis. According to Yildirim & Simsek (2011) the descriptive analysis method involves
summarising and interpreting the data based on predetermined themes. In this context,
the data are first described in a clear and organised manner, and then these descriptions
are explained and interpreted. Cause and effect relationships are examined and
conclusions are drawn (p. 224).

The purpose of the study is to analyze how the found stories in Zaim's films are
incorporated into the overall narrative and how the possibilities of digital cinema are
utilized, focusing on elements such as characters, plot, setting, mise-en-scéne, and
editing. The thematic unity in Zaim's cinema and how these themes are supported by
formal elements are significant for understanding each film's place within Zaim's
broader body of work. Auteur theory considers the director as the author of the film,
positioning them as the primary creative force. This study examines how digital cinema
technologies have broadened the director’s creative boundaries, enhanced their control
over the film, and enriched the narrative. In this context, the concept of digital cinema in
this study is confined to the pre-production, production, and post-production stages,
while the distribution and exhibition phases are excluded from the analysis. To achieve
these objectives, the study seeks to address the following research questions:

e How does the integration of found stories with fiction in Dervis Zaim's films
contribute to the narrative structure?

e In what ways do digital technologies facilitate a narrative structure that
transitions between documentary and fiction, and how are production stages
interwoven in this process?

e How is Zaim's approach to documentary filmmaking influenced by the
participatory mode of cinéma vérité?

Findings: found story in Dervis Zaim's cinema
Analysis of Somersault in a Coffin (1996)

Somersault in a Coffin is Zaim's debut feature film, and it is considered a milestone in
Turkish cinema. The film, which is a successful example of independent cinema, breaks
the conventional patterns in both production style and form, inspiring young
filmmakers. Critics have described the film as "documentary-like” (Zaim, ____c).
Although it is a fictional film, it is entirely inspired by real-life characters and events,
breaking the conventions of classical narrative cinema and bringing to light a world often
ignored by mainstream cinema. Zaim revealed that the film's protagonist, Mahsun, was
inspired by a man named Dursun, whom he personally knew from Rumelihisari. Dursun,
a homeless man, survived on the streets by stealing cars at night and returning them to
their original locations the next day. Zaim described Dursun as an "exceptional
character”, whose life served as a rich source of inspiration for a filmmaker (Zaim, 2020,
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p. 63).

The main characters in the film, such as Mahsun Stpertitiz, the heroin-addicted woman,
and the homeless Sar1 are ordinary people marginalized by society. Mahsun is protected
by an elderly fisherman named Reis, and there is natural solidarity among the oppressed
and marginalized characters in the film. Despite their efforts to survive day to day, their
conditions are harsh. Sari, a homeless man, dies in his boat on a cold winter's night. The
historical setting of Istanbul's Rumelihisar1 serves as an essential character in the film,
contrasting the grandeur of the past with the dilapidated construction sites that serve as
shelters for the homeless. Reflecting on his creative process, Zaim (2020) shared that his
observations of Dursun, and the people in Rumelihisari, inspired the narrative lines of the
film. However, instead of merely reflecting the realities of Rumelihisari, he incorporated
fictional elements to build a framework that blended reality with fiction. This method,
which he described as balancing the tension between real-life inspiration and creative
storytelling, would later influence many of his subsequent works (p. 63).

The film begins almost like a documentary, observing the daily lives of the characters.
The unusual nature of Mahsun's character and the incidents involving the police are
interwoven with social issues. One of the most important motifs in the film are the
peacocks, which are placed in the Hisar as a symbol of wealth and prosperity. Mahsun
wants to see the peacocks, but the guard does not allow him to enter. With the help of
Reis, Mahsun finds work and accommodation in a cafe, but loses both his job and his
hopes for the woman he loves. Throughout the film, Zaim masterfully reflects the
environment of Rumelihisar1 with an observant attitude. The found stories are
seamlessly integrated into the film. After Reis's boat crashes into the rocks, Mahsun
wakes up in a historic cannon, while the rainy Hisar is depicted with shots of waves
crashing against the shore, raindrops falling into puddles and boats leaning against trees.
These images emphasise Mahsun's feelings of disillusionment. Despite his sensitivity
towards animals, Mahsun commits a tragic act when he loses all hope and kills a peacock
to cook it. The tension between the media's portrayal of reality and actual reality
culminates in the final scene, where the people of Hisar watch the TV news about Mahsun
with bewilderment. The subjective angle of the camera leaves the mainstream media off-
screen and confronts the audience with the people of Hisar.

The title of the film, Somersault in a Coffin, refers to the main conflict the film deals with.
Zaim uses the coffin, symbolizing a narrow and confined space, as a metaphor for life's
limitations, while the concept of a bicycle kick—a football move that requires expansive
space—represents the human desire to transcend constraints. According to Zaim, the
impossibility of performing a bicycle kick inside a coffin underscores the tension between
possibilities and impossibilities inherent in the human condition. He emphasizes that,
even in the harshest circumstances, people possess the capacity to create balance in life,
yet they also have the ability to reject this balance and act against what is rational or
suitable for themselves. This duality of human nature is central to the film's narrative

(Zaim, c). As Zaim has explained in various interviews, he shot Somersault in a Coffin

on a very limited budget, using a 35mm Arriflex IIC analogue film camera lent to him by
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the director, Sttha Arin. As film stock was expensive, Zaim bought the last sixty rolls of
AGFA film available in Turkey and used them carefully during production (Zaim, ____c).

Given the period in which the film was shot, digital cinema technology had little impact
except in post-production. Due to the limited amount of film stock, the shooting ratio,
which is normally 6:1 in traditional filmmaking, was drastically reduced in this film.
Rather than hindering the creative process, however, these limitations spurred
innovation, as evidenced by the film's international success.

I must say that these limitations gave me creative freedom, which influenced

not only the style of the film, but also the creation of characters such as the

heroin-addicted girl, the toilet attendant in love with her, the world-weary

alcoholic fishermen, and the fallen man who steals but remains kindhearted
(Zaim, 2020, p. 66).

Zaim (2020) noted that the film's guerrilla style, small crew and flexibility were essential
to its creation, and had it been made under different circumstances, it might never have
been realised (p. 63-65).

Analysis of Cycle (2013)

The film, Cycle, focuses on a traditional shepherds’ competition held in the village of
Hasanpasa in Burdur. The competition takes place every autumn when shepherds bring
their herds down from the highlands and have to pass through water as part of a
purification ritual. The first shepherd to successfully guide his herd through the water
wins the competition.

Before making this film, in my previous films, the script was completed before

shooting. Since the script was completed and written down, what would be

filmed on the set was often predetermined. We'd start shooting after the

script was finished, and the filmmaking process would follow a

predetermined course (although, as with any shoot, minor changes would

occur on set, but these wouldn't amount to significant changes). With Cycle,
however, we took a different approach (Zaim, 2020, p. 66-67).

In the film Cycle, the main characters are portrayed by three real shepherds from the
village of Hasanpasa: Ali Ozel, Mustafa Salman and Ramazan Bayar (known as Takmaz).
Ali is a young shepherd who has grown tired of his job and is eager to find a new one in
the city. Mustafa is a young shepherd who has never won the shepherd's competition and
is obsessed with winning. Ramazan, nicknamed Takmaz, is an experienced and older
shepherd who has been the champion for seven years. He is committed to ensuring that
the younger shepherds carry on this ancient tradition. The opening image of the film, a
surreal figure of a stag with wooden antlers, is created using the possibilities of digital
cinema. This image, created by combining 3D CGI images with live-action footage, pre-
emptively suggests to the audience a key motif of the film.

When I shot this ceremony, I had no script. I only had a one or two page

summary. I let myself be carried away by the characters, situations and

moments I encountered there. In that sense, I let myself be guided by the
phenomena I encountered, and I really enjoyed it. There was no clear narrative
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path. Rather, there was a narrative riverbed consisting of a two-page synopsis,
but it was a riverbed that could break at any moment. Much later, when I
began to study sociology, I discovered that some sociologists in Chicago had
tried similar approaches (Zaim, 2020, p. 67).

The opening sequence of the film shows the villagers saying a prayer for prosperity
before the Shepherds' Festival and engaging in a communal celebration, all in pure
documentary style. Like many other scenes in the film, this sequence is interwoven with
found stories. The same sequence also includes one of the central motifs of the film, the
ritual of burying animal bones. Later in the film, the shepherd Ramazan explains this
ritual to the younger generation, explaining that in order for the animal to be reborn as
a whole, its bones must be buried intact. This sequence is followed by another important
motif in the film, the search for red stones. Before the sheep-washing festival, it is
traditional to paint the sheep, and to do this, red stones must be crushed into powder to
make the paint. However, due to the activities of a mining company operating in the area,
the red stones have begun to disappear.

Within the narrative structure of Cycle, found stories are seamlessly integrated with
fictional elements in a coherent manner. While the Shepherds’ Festival sequence is filmed
in a documentary style, capturing the competition as it unfolds in real time, the local
television station's broadcasts also become part of the fictional narrative. The local
station’s interviews with Takmaz and Salman during the festival are included in this
sequence. The sequence depicting Mustafa's relationship with the leading sheep of his
flock, as well as the scene of Ali working in a slaughterhouse in the city, evoke an
atmosphere of found stories that could only come to life with the participation of these
two real-life shepherds re-enacting their own lives. These sequences serve to highlight
the internal conflicts of both Mustafa and Ali within the broader narrative of the film.
Mustafa, having come to terms with his past mistakes, matures and shares victory in the
competition with Takmaz. In the background of the scene in which Ali searches the city
for ready-made paints, a television report on the effects of genetically modified food on
animal births can be heard. In the final scene of the film, Ali buries the bones of a deer—
shot by the engineer working at the local mine—with pieces of wood to replace its
antlers, and on his way back to the village he stumbles upon a red stone.

The ceremony, the red stone and all the accompanying rituals are necessary

to establish a different kind of relationship with nature, one that revives

ancient human values. The older shepherd gives the younger ones small tasks

to help them understand that they need to think differently. The film depicts

the strange, sometimes comical and sometimes tragic world of the shepherds,

caught between their beliefs and the modern world, struggling to learn where
_a).

they belong or to teach the younger generation (Zaim,

The Cycle also becomes a sociological study, exploiting the possibilities of digital cinema.
In an interview, Zaim summarised the production process as follows: “We went, shot,
edited, then went back to shoot again, looked at what we had edited after the second trip,
and then shot again.” Zaim first observed the first festival with 6-7 cameras, capturing
almost everything, in order to select the people he would use as actors. After identifying
the characters, he started shooting again to determine who the drama would be built
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around, thus clarifying the narrative structure of the film (BISAV TV, 2021, June 22).

This documentary working method, which is based on the principle of discovery, is also
well-suited to the contemporary practices of digital cinema. The financial constraints
that would otherwise impede the collection of a substantial volume of footage are absent
in this context, which has a significant impact on the editing process. The distinctions
between the stages of pre-production, production and post-production have become
increasingly blurred, with the three phases becoming inextricably intertwined. This
method, which reflects a tendency inherent in digital cinema, is also reflected in Zaim's
statement (2020, p. 87). According to him, on occasion, one may conclude that the desired
harmony has not been fully achieved. Therefore, it is necessary to return to the scene and
shoot again. The new harmony is then subjected to a process of auditory evaluation. The
proposed solution has not yielded the desired result. One must then return to the filming
process and edit the material subsequently.

However, Zaim (2020) highlights the potential risks associated with the distinctive
working method he employed in Cycle, noting that the director may ultimately face
challenges in achieving a successful outcome. Furthermore, he highlights that this
approach, which is not conducive to planning, is rarely considered economical from the
perspective of producers (p. 69). Additionally, he emphasises that an alternative strategy
is to "wait, observe, prepare everything, and do it in one go”, adding that "everyone has
to find the method that suits them" (p. 87).

Analysis of Tavuri (2023)

Zaim's cinéma vérité style documentary Tavuri chronicles the last five years of Mustafa
Serttag (known as Tavuri), a con artist whom Zaim has known since he was ten. Born into
a poor and broken family, Serttas began stealing at a young age and eventually became a
notorious con artist in Cyprus. Having spent most of his life in prison, the question that
arises after his release is whether Tavuri will regret his past and start a new life. Over the
course of five years of filming, Zaim embarks on a journey in search of answers to these
questions. As the process unfolds, hopes for Tavuri's transformation gradually fade, but
despite everything, the director/narrator tells the audience that his hope is “to find the
good hidden in the bad”. Throughout the film, the audience witnesses Tavuri's
relationships with his father, siblings, close acquaintances, prison administrators and
inmates, as well as his confrontations with the people he has betrayed. Aral Moral, a
journalist who wrote a biography of Tavuri, also appears in the film.

If T hadn't made Cycle, I wouldn't have done this project. The reason is that, as

I said, we are subjects trying to understand society. We ask questions about

society. In doing so, we try to ask questions outside of conventional

methodologies in order to break through the wall of knowledge that science

might not be able to overcome or would struggle to address. Maybe that is

one of the powers of cinema. When I get involved in such projects, there are

many points that I pay attention to, and I can summarise one of them as

follows: What I design at my desk before encountering the outside world may
eliminate the uniqueness, singularity and irreplaceability of what I am trying
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to capture in the field. For this reason, a filmmaker must take the risk of
stepping into water with the phenomenon or characters, similar to the
sociologists of the Chicago School (Zaim, 2020, p. 68).

Dervis Zaimagaoglu (2020) states that documentaries provide the opportunity to express
and represent emotional areas that social science methodologies may struggle to
capture. He argues that when combined with the methods of social sciences, the potential
to fully understand social phenomena increases. Building on this, Zaim suggests that the
art of cinema, with its various applications, forms, and methods, allows for a deeper
exploration of human behavior, emotions, feelings, and the soul (p. 128-129). The filming
process began in December 2014 and continued intensively until Tavuri's death in March
2019, with the editing completed and the film released in 2023. To better understand the
film's carefully constructed documentary style, it is necessary to refer to Bill Nichols'
categories:

To distinguish frequently conflated concepts such as cinema verité, direct

cinema, observational cinema, and candid eye, it is best to refer to the

documentary categories developed by Bill Nichols. Nichols classifies

documentary films into six modes of representation or sub-genres based on

how they present reality. These categories are: Poetic, expository,

participatory, observational, reflexive, and performative. Often, these styles
may overlap within the same film (Yalin & Glingor, 2013, p. 85).

Although the themes and characters in Tavuri are real, Zaim notes that the film also
contains elements of the narrative features of classical cinema through the inclusion of
re-enacted scenes. He highlights the presence of experimentation with elements such as
staging, reconstructing past events with real people, or even creating events that did not
happen in real life. According to Zaim, the participatory, observational, reflexive and
partially performative modes are combined in this film (Zaimagaoglu, 2020, p. 128). The
film is participatory because there is active interaction between the director and the
characters; it is reflexive because the director/narrator is at the centre of events and the
presence of the film crew is not concealed; and it is performative because it involves re-
enactments. In addition, many scenes in the film are observational, where the director
captures the subject without intervening. A clear example of the synthesis of different
documentary approaches can be seen in the scene where Tavuri visits his brother after
his release from prison: the director’s signal to start the scene is left uncut and the
characters often look directly at the camera.

The film begins and ends with a playground where the director/narrator, as a child of ten,
plays football with Tavuri and other neighborhood children. In the prison sequence, Zaim
uses the direct interview method, and in another sequence, Aral Moral uses the same
interview technique with Tavuri's father. In many of the film's sequences, the
director/narrator and the crew actively participate in the scenes. Typical of the
participatory style, the director interacts with his subjects rather than observing them
without revealing himself. This participatory approach aligns closely with foundational
principles of cinéma vérité, where the director’s involvement with subjects enhances the
authenticity of the film. Nichols (2001) notes that participatory documentary emphasizes
"authentic, lived encounters between director and subject, as in Dziga Vertov's Man with
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a Camera [1929] and Jean Rouch and Edgar Morin's Chronicle of a Summer [1961]" (p. 117).

This style of filmmaking is what Rouch and Morin termed cinéma vérité,
translating into French Dziga Vertov's title for his newsreels of Soviet society,
kinopravda. As 'film truth’, the idea emphasizes that this is the truth of an
encounter rather than the absolute or untampered truth. We see how the
filmmaker and subject negotiate a relationship, how they act toward one
another, what forms of power and control come into play, and what levels of
revelation or rapport stem from this specific form of encounter (Nichols, 2001,
p. 118).

Dervis Zaim makes the following observation regarding the inevitable ethical issues that

arise when dealing with such a subject:
From the early stages of our work with Mustafa Serttas, we consciously took
care to avoid entering into any ethically or legally negative situations. For
example, we did not film his real fraud attempts. However, we continued
filming his actions after the fraud had been completed. In this context, we saw
no harm in capturing the ups and downs of his interactions with the real
people he had swindled after the fraud attempt was over. The scenes and shots
in which he is seen making phone calls to defraud others were filmed as
reenactments (Zaimagaoglu, 2020, p. 11).

According to Zaimagaoglu (2020), throughout the film, the personal memories of the
director/narrator, Tavuri's accounts, other testimonies, and historical events are
intertwined. Dervig Zaim expresses that his films consistently reflect an attitude in which
the individual and the societal are closely connected. This approach allows for a more
holistic perspective in the effort to represent life and truth, and Zaim applies this
approach to Serttag's story as well (p.3).

Like Cycle, Tavuri was also made using the possibilities offered by digital cinema
technology. Zaim states that initially, he conducted interviews with Serttas in prison for
almost a year, usually using a single camera and intervening from off-screen. These
shoots served to gather clues about Serttas. After these interviews, Zaim began
considering whether he could use different documentary formats as a narrative style and
decided to film Serttas during his daily life in prison. The introduction of a second camera
emerged during these observational daily shoots, and Zaim notes that to capture
authenticity, he avoided complex setups, generally relying on natural light (Zaimagaoglu,
2020, p. 94-103). In addition to DSLR cameras, the use of mobile phones and action
cameras in the film can be seen as part of the current possibilities provided by digital
cinema, similar to how high-sensitivity film and lightweight cameras were utilized after
World War II. Zaim's thoughts on the style and practices of realist movements also
confirm this notion.

Zaimagaoglu (2020) explains that the introduction of sound and color into cinema
significantly enhanced the ability to create a heightened sense of realism. Furthermore,
advancements that made production tools lighter and more affordable positively
influenced the evolution of filmmaking and production strategies. Techniques such as
handheld camera operation, positioning cameras to minimize interference during event
recording, and striving to make equipment invisible, akin to a “fly on the wall”, are among
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the methods adopted to achieve this goal (p. 51). As in Cycle, the boundaries between pre-
production, production, and post-production have dissolved and become intertwined in
Tavuri as well. This working style allowed the film's unique form to take shape and
provided the freedom to experiment.

Conclusion

In Zaim's films Somersault in a Coffin, Cycle, and Tavuri, a distinctive style emerges that
navigates the boundaries between fiction and documentary, intertwining societal and
individual realities. Although Somersault in a Coffin is a fictional film, it is entirely inspired
by real events and characters, built upon observations from the lives of Dursun and the
people of Rumelihisari. In this film, the setting almost becomes a character, with the
inclusion of local shopkeepers among the cast of regulars at the Hisar, enhancing the
film's authenticity and sincerity. The critics’ comments describing the film as having a
"documentary-like” quality stem from Zaim's ability to portray a genuine world in a
simple, observational manner. The open-ended structure and the intertwining of societal
and individual themes reflect the film's originality and thought-provoking nature.

Similarly, Cycle is a work situated at the boundary between documentary and fiction, also
inspired by real events. The film is built around the real experiences of shepherds in
Hasanpasa Village, using the local tradition of the shepherd competition to critically
explore the alienation of modern man from nature. In this film, Zaim also constructs a
narrative where nature plays as significant a role as the characters. The cyclical seasons
and the presence of the natural environment are closely interwoven with the film's
theme, leading the audience to reflect through its open-ended conclusion. At the same
time, by employing the concept of the found story, Zaim blends reality with fiction,
addressing universal themes through local elements.

Tavuri is one of the clearest examples of Zaim's bridging between documentary and
fiction cinema. Shot in the cinema verité style, the film portrays the life of a real con artist,
Mustafa Serttas, and presents both documentary and reenactment scenes together. The
film goes beyond the mere concern of reflecting reality in its raw form, successfully
constructing a deep narrative that delves into emotional and behavioural dimensions. In
Tavuri, Zaim combines different methods and its shows us how the art of cinema can
collaborate with the social sciences.

Both Cycle and Tavuri are works that fully utilize digital cinema technology. It is clear
that digital cinema technology contributed to Zaim's development and refinement of a
particular method. The signs of this method, which includes improvisation, first
appeared in his initial film Somersault in a Coffin, created using traditional cinema
techniques, and it matured significantly in Cycle. Zaim's working style, which allows for
free experimentation, has erased and intertwined the boundaries between pre-
production, production and post-production, reflecting a tendency inherent in digital
cinema. In all three films examined, it is evident that Zaim has developed a cinematic
style that skillfully combines fictional and documentary elements while addressing
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societal and individual realities through the art of cinema. Zaim's cinematic style can be

considered not only as an aesthetic and formal innovation but also as a profound effort

to understand humanity, nature, and society.
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Oz

Duvari bir iletigim araci olarak kullanma gelenedi ylzyillar igerisinde sosyal, siyasal,
sanatsal degerlerin degisime ugramasiyla baskalagmistir. Lascaux Magarasi
duvarlarinda yer alan alt1 yize yakin gizim; gorsel iletisimin ilk érnedi olma 6zelligini
tasirken; duvar ve resim iligkisinin kurulmasina olanak saglayarak farkinda olmadan
gunimizde grafiti ismiyle bilinen sanatin da dogmasina sebep olmustur. Grafiti ismini
alana kadar farkl yillarda, farkli cografyalarda, farkli amaglarla duvar ve resim iligkisi
kurulmus olsa da modern grafiti tarihinin ilk sanatgisinin Cornbread (misir ekmegi)
takma isimli Darryl McCray oldugu kabul edilmektedir. Grafitinin gagdas sanatin bir
ifade bigimi olarak degerlendirildigi bu calisma McCray'in sanat hayati ve grafiti
calismalarini konu edinerek tarihe 11k tutmay: hedeflemekte ve grafitinin sanatsal bir
anlat1 bigimine evrilmesi siirecini anlamlandirma gabas:i gitmektedir. McCray ile
gevrimigi gergeklestirilen goriismeyle so6zii edilen degisim slirecindeki grafitinin
anlamlandirilmasina ve sunumuna iligkin bir gergeve olusturulmakta ve slirecin gorsel
iletisim boyutunun doéniigiim siireci ortaya koyulmaktadir.

Anahtar kelimeler
gorsel iletigim, grafiti, sokak sanati, cornbread, darryl mccray

One cikanlar

e Toplumsal elestiriler, kimlik arayiglari, politik protestolar igin guigli bir arag olarak
kullanilan grafitinin uygulama esaslari, bigemi ve anlami zaman igerisinde degismistir.

e  Bireylerin kendilerini ifade etme araci ve toplumsal elestirinin bir yolu olan grafiti zamanla
vandalizmden ¢agdas sanat formuna evrilmistir.

e  Tarihteki ilk modern grafiti sanatgisi olarak kabul edilen Cornbread Darryl McCray,
yaraticilidy, yetenegi ve zanaatina olan baghhgiyla bugiin grafitinin bir sanat formu olarak
gelismesine dogrudan etki etmistir.
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Abstract

The tradition of using the wall as a means of communication has been transformed over
the centuries as social, political and artistic values have changed. The relationship
between wall and painting was established in different years, in different geographies,
for different purposes, it is accepted that the first artist in the history of modern graffiti
was Darryl McCray, nicknamed Cornbread. This study, which evaluates graffiti as a form
of expression in contemporary art, aims to shed light on the history of McCray's artistic
life and graffiti works and endeavors to make sense of the process of graffiti's evolution
into an artistic narrative form. With the online interview conducted with McCray, a
framework is created regarding the meaning and presentation of graffiti in the
aforementioned process of change and the transformation process of the visual
communication dimension of the process is revealed.

Keywords
visual communication, graffiti, street art, cornbread, darryl mccray

Highlights

e  Used as apowerful tool for social criticism, identity searches and political protests, graffiti's
application principles, style and meaning have changed over time.

e  Graffiti, a means of self-expression and social criticism, has evolved from vandalism to a
contemporary art form over time.

e  Cornbread Darryl McCray, considered the first modern graffiti artist in history, has directly
influenced the development of graffiti as an art form with his creativity, talent and
dedication to his craft.
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Giris*

Guntmiuizde dijital diinyanin tim sanat hareketlerini yonlendirme giici grafitinin
anlaminin sorgulanmasina ve varliinin yeniden konumlandirilmasina sebep olmaktadir.
Sokaktaki kamusal varlik, artik dijital varliga déniismekte, erisilebilirliginin tanimlanma
formu bagkalasima ugramaktadir. Bu galisma s6zii edilen dontisim; ilk modern grafiti
sanatgisi olarak kabul edilen Darryl McCray ile gergeklestirilen goriisme 1s1ginda,
McCray'in sanat hayat1 {izerinden doénemin toplumsal hareketleri paralelinde
tanimlamay: hedeflemektedir.

Grafitiyi anlamak ve anlamlandirmak, cagdas sanat dinyasindaki konumunu
netlestirmek adina Oncelikle grafitinin ne oldugu, sokak sanatindan hangi noktada
ayrildig: ve tarihsel kiiresel hareketler paralelinde degisimi ¢aligmanin birinci ve ikinci
bolimiinde irdelenmistir. Arastirma strecinde grafitiyle ilgili yapilan alanyazin
taramasinda bazi hatalarin tekrarlandigi saptanmistir. Bunlardan bir tanesi bazi
arastirmacilarca; grafiti ve sokak sanati kavramlarinin ayni anlamla kullanildigidar.

Sokak sanati; kamusal alanlarda yaratilmasi ve genellikle izinsiz olmasi bakimindan
grafiti sanatiyla iligkilidir, ancak daha genis bir medya yelpazesini kapsamaktadir (Tate,
____a). Her ne kadar sokak sanat1 grafitiden tliremis olsa da giinimiizde grafitiyi de
igerisine alan sokak sanaty; mural, etiket, stensil, mozaik, enstalasyon gibi farkh
uygulamalari kapsayici bir gérev iistlenmektedir. Sokak sanatinin sinirlarinin daha genis
olmasina karsilik grafitinin kesin kurallar: vardir. Grafitinin zamanla bigim degistirerek
evrildigi sokak sanati ayni zamanda post-grafiti olarak da adlandirilmaktadir. Kimi
kaynaklarda neo-grafiti olarak kullanilsa da post-grafiti kavramu ilk olarak 1983 yilinda
New York'ta Sidney Janis Galerisinde agilan Post-Graffiti sergisinin isminde
kullanilmistir. A-One, Basquiat, Bear, Brasz, Crane, Crash, Daze, Futura, Haring, Koor,
Lady Pink, Leicht, Noc, Lee, Ramme-ell-zee, Scharf, Toxic gibi grafiti tarihinin en 6nemli
isimlerinin eserlerinin yer aldigi serginin katalogunun 6nséziinde Sidney Janis, "Bu
serginin basligi olan Post-Graffiti, bu yeni sanatgilarin artik grafitiyle galismadiklarini
ima etmek igin degil.. daha ¢ok, metro yiizeylerinden tuvale gegislerinde, kendiliginden
olusan imgelerinin kapsam ve kavraminda bir genislemeye isaret etmek igindir”
demektedir (Gallery98, 2021, 14 Ekim).

Bir diger ve sik rastlanan hata ise grafitiyle ilgili tarihsel stregten bahsedilirken ¢agdas
ilk grafiti sanatgisimin Taki 183 oldugu hakkindadir. Ancak Taki 183'ten bir yil 6nce
Cornbread takma adiyla Philadelphia'da McCray'in grafiti 6érneklerine rastlanmistir
(BLocal ve Pope, 2021, 1 Nisan). Elbette McCray'den Once duvara yazilan yazilar
mevcuttur. Bu noktada McCray'in yazilarindaki stil tutarliligi, islerinin yayginlhds,
konsept butunligl, grafiti sanatgilarina ornek tegkil etmesi; diger yazarlardan 6ne
cikmasina ve tarihe ilk grafiti sanatgisi olarak gegmesine sebep olmustur.

Calismanin igincli bolimini olusturan, McCray ile gergeklestirilen goriigsme, alaninda

! Bumakale, Bagkent Universitesi Etik Kurulunun 14.03.2024 tarih ve E-62310886-605-393704 sayili karariyla
onaylanan "Cagdas sanat formu olarak grafiti: Cornbread efsanesi Darryl McCray” baglikli galigmanin bir
ciktisidir.
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ilk ve tek olma 6zelli§i tagimaktadir. Bagkent Universitesi Etik Kurulunun 14.03.2024
tarih ve E-62310886-605-393704 sayili karariyla onaylanan galisma ayrica McCray'in
goniilli katihmci onam formunu kapsamaktadir. Ilgili alanyazinda daha &nce
McCray'den bahsedilen arastirmalar olmasina ragmen, sanatgiyla Turkiye'den
gergeklestirilen bir gértisme olmamastir.

Nitel aragtirmalarda yararlanilan bir veri toplama teknigi olan goériisme (Punch, 2005'den
aktaran Akman Dombekci ve Erigen, 2022, s. 143) arastirilmak istenen konunun gesitli
boyutlarini kapsayan, gorusiilen kisiye daha gok agik uglu sorularin soruldugu ve ayrintili
cevaplara imkan veren, kisilerle birebir goérugtlerek (Sert vd., 2023, s. 4072)
gergeklestirilmektedir. Nitel arastirma yontemlerinde gortisme tekniginde tercih edilen
ylz ylze olma hali, son yillarda teknolojinin elverisli yapisi geregi elektronik ortamlarda
da gergeklestirilebilmektedir. E-goriigsmeler; zaman ve mekan sinirlandirilmasi olmadan
bilgisayar araciligiyla gergeklestirilen iletisime dayanmakta (Linabary ve Hamel, 2017, s.
99'dan aktaran Salman Yikmis, 2020, s. 185) konu basliklar: veya sorular, e-posta
araciliiyla yazili olarak katiimciya iletilmektedir (Salman Yikmig, 2020, s. 185). E-
goriismenin avantajlari arasinda yer alan zaman ve mekan sinirhiliklarinin olmamasi,
tlkeler arasi saat farkinin oldugu Amerika Birlesik Devletleri'nde yasayan katilimciya
ulasma yontemi olarak belirlenme siirecinde etkili olmustur. Her ne kadar ortak bir
eszamanlilik ve mekan gerekmese de, tipk: yliz yiize goriismede oldugu gibi e-goriismede
de 6ncelikle arastirmaci ve katilimei arasinda bir diyalog baglatma gerekliligine (Salman
Yikmig, 2020, s. 186) dayanarak McCray'e gonderilen ilk e-postada arastirmanin
amacindan, kapsamindan bahsedilerek yari yapilandirilmis sorulara® cevap vermeyi
kabul ederse arastirmanin yayinlanacagindan bahsedilmis, alinan olumlu yanit
sonrasinda hazirlanan sorular kendisine iletilmis ve konuyla ilgili birkag defa karsilikli e-
postayla iletisim kurulmustur.

Fiziksel kamusal alandan dijital kamusal alana, grafitinin ortaya ¢iktig: ilk giinden
bugiine kadarki déniisim siirecini ¢agdas sanat perspektifinde agiklamay: hedefleyen
calisma kapsaminda, Uiretimlerine giniimizde de devam eden ve grafitinin sézii edilen
doéntstimiine taniklik etmis McCray'in gorisleri yansitilmistir.

Grafiti izerine

1940 vyilinda Fransa'da kopegini gezdiren Marcel Ravidatmin kesfiyle Lascaux
Magarasi'min duvarlarinda bulunan resimler (Lascaux, 2024, s. 6) gorsel iletisim tarihinin
yeniden yazilmasina sebep olmustur. Duvar ve boya iligkisinin tanimlanmasi slirecine
yeni bir bakis agisi sunulmasina olanak saglayan bu kesif, iletisim kurma yoéntem ve
yollar1 igin alternatif arayanlarin ulastigi sonuglarin bir gostergesi olarak gorsel iletisim
tarihinin basglangici olarak kabul edilmektedir.

Magaralarin ardindan Antik Cag'da Roma, Misir ve Yunan kiltirlerinde duvarla devam

2 Amac1 olan bir sohbete benzetilmesi mimkiin, genellikle 6zgiir ancak kontrolli bir konusma olan yar1
yapilandirilmigs gorismede hedef; derinlemesine bilgi toplayarak katihimcinin deneyim alanlarini
kesfetmektir (Senttrk Kara, 2021, s. 144-146).
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eden yazi-resim iligkisi; s6z gegen kultlrlerin hem kamusal hem de 6zel yasamlarina
dair bakis agisi sunan, davraniglarini anlamlandiran, yasamlar: hakkinda fikir veren,
protesto veya hiciv ile; donemin din, bliyli, mit, siyaset, spor, ticaret, cinsellik gibi
konularina 1sik tutan; arenalar, hamamlar, tuvaletler, tiyatrolar, mezarlar, tapinaklar,
genelevler, ditkkanlar gibi her tiirld kamusal alanda varligini stirdirmistir (Keegan,
2014, s. 5). Insanlarin icgiidiisel olarak iletisim kurma cabasiyla kagit, duvar, kaya, agac,
kap: fark etmeksizin (Resiner, 1971, s. 1) zamanla tren vagonlari, sokaklar, alt gegitler,
tabelalar, bina duvarlari, elektrik panolarina taginmistir.

Gorsel bir iletigim bigimi olan grafiti kelimesi Turkgeye duvar yazisi (Turk Dil Kurumu,
2024) karsih@iyla Ingilizceden gegmis olsa da kelime kékeni Italyanca kazimak,
hakketmek, sivri bir ugla gizmek fiilinden tiireyen graffiareye dayanmaktadir (Tirkge
Etimoloji S6zlugl, 2024). Oxford English Dictionary tarafindan “kamuya agik bir alanda
bir duvara veya bagka bir ylizeye genellikle yasa dis1 olarak spreyle cizilen, yazilan,
kazinan kelimeler veya resimler” (2024) olarak tanimlanmaktadir. Sézlik taniminda
bahsedilen spreylere ek olarak grafiti; rulo, sablon, firga, gikartma veya ¢ boyutlu
uygulamalarla gerceklestirilebilecedi gibi ginlimiizde sadece sokakta degil; miizelerde,
galerilerde, bina iglerinde, gesitli markalar, belediyeler, resmi kurum ve kuruluslarin
talepleri dogrultusunda, 6nceden belirlenen duvar veya alanlara izin dahilinde yasal
yollarla da uygulanabilmektedir.

Kisisel ifade arzusunun dahil edildigi grafiti taniminda ise grafitinin gorsel olarak garpici,
iddiali ve provokatif olan kisisel ve toplumsal ideolojilerin somut bir tezahiirt (Phillips,
2006'dan aktaran Ashanti, 2018, s. 2) oldugu séylenmektedir. Bu baglamda grafitinin
doJasi geregi sistem elestirisi tagidigindan bahseden Altay (2023, 18 Mayis) ayrica
grafitiyle birlikte sanatginin ve sanatinin dénistiriicli etkisinin kent mekaninda gorinir
olmasina ve sanatginin bu mekanda hak iddia etmesine olanak buldugunu séylemektedir.
Friedman (2008, 14 Eylul) baglangigta grafitinin geteler tarafindan kentsel alanlarda
kendi bolgelerini isaretlemek igin kullanildigindan ve artik fikirlerin sinirsiz bir sekilde
ifade edilmesi igin zengin bir araca doéniistiginden, Akpinar (2020, 21 Subat) ise
grafitinin basta yalnmizca bir protesto ve direnis kaygisiyla gergeklestirildiginden,
sonrasinda ise kentlerin turistik sembollerine dontiserek sosyal ve ekonomik etkiler
yaratmasina sebep oldugundan bahsetmektedir. Boylelikle genelgeger olarak bilinen
anlam1 diginda grafitinin uygulama esaslarinin, biceminin ve anlaminin degistigini
s6ylemek mimkindiir.

Grafitinin ortaya cikisi tagging ismi verilen Turkgeye etiketleme olarak gevrilebilecek,
sanatginin mahlasinin stilize edilerek genelde kalin uglu bir marker kalem veya sprey
boyayla yazilmasina dayanan bigimle olmustur. Genellikle stilize edilmis harflerden
olusan tagleri daha sonraki dénemde throw up, bombing, wild style, bubble gibi farkl stiller
ile Uretilen grafitiler takip etmistir. Tag bigimiyle grafiti gergeklestiren kisiler
kendilerine yazar (writer) demektedir. Bu yonuyle grafitinin oOzellikle ilk doénem
orneklerinde gizilen degil yazilan bir stil olduguna vurgu yapilmaktadir. Grafitinin formu
sanatginin tarzina, yeteneklerine, sanatsal bakis agisina ve aktarmak istedigi mesaja gére
degigkenlik gostermektedir. Grafiti; tek bir harften, bir kelimeden, harf
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kombinasyonundan, ciimleden veya ifadeden olusabilecegi gibi, gorsel isaretlerden,
grafiksel bir imgeden, resimden, diyagramdan veya sanatginin imzasindan da
olugabilmektedir (Keegan, 2014, s. 4). Sanatg1 aktarmak istedigi mesaji diledigi tarz, stil
ve tasarimla sunarken, mesajin igerigi ve séyledikleri grafitinin toplumsal etki boyutuna
yon vermektedir.

1960']1 yillarin sonunda sehri bos bir tuval olarak gérdiugini séyleyen McCray'in, takma
adi olan Cornbreadi sprey boyayla duvarlara yazmaya baslamasinin ardindan
guntmuzde bilinen formuna sahip ilk grafiti érnekleri ortaya gikmistir (Philadelphia
Weekly, 2024, 19 AJustos). McCray'i takiben grafiti hareketi New York'a taginmig ve
popllerligi artmaya baslamistir. New York'ta grafitinin 6nciisii, gezdigi sokaklara kod
adini yazan bir postaci olan Taki 183'tiir (Kurt, 2010). Taki 183 ismi, Demetrius‘un lakab:
olan Demetakinin kisaltmasi ve 183. Washington Heights Sokagi olan adresinin
birlesmesiyle olugmugtur (Taki 183, ____). Taki 183in New York'un dért bir yanina
yazdig: lakabinin 21 Temmuz 1971 tarihinde Times gazetesinin dikkatini gekmesi ve Taki
183 Mektup Arkadaslarini Ariyor (Taki 183 Spawns Pen Pals) baghdiyla yayinladigi makale
grafitinin ilk defa bir kitle iletisim aracinda isminin gegmesine, dolayisiyla halk
tarafindan duyulmasinda etkili olmustur. Taki 183"in ardindan New York sokaklarinda
ve metro istasyonlarinda Papo 184, Junior 161, Cay 161, Stitch 171, Barbara 62 gibi
grafiticilerin eserlerine rastlanmaya baslanmigtir (Kurt, 2010).

1970'li yillarda New York'taki azinliklardan olusan mahalle kiiltirintin ortaya gikardig:
hip hop; rap miizik yapimi ve grafiti yazimui gibi bir dizi alternatif uygulamay: kapsayici
niteliktedir. Bireysel yenilikleri ve yerel alt kiltiirlerin ortak estetigini blinyesinde
barindiran, karmasik sokak imgelerinin tasarim sistemleriyle tretilmesi siireci olan
grafiti (Ferrell, 1993, s. 189-190) ekonomik, politik ve etnik egitsizlikleri gésterebilmek igin
ortaya gikmustir. Icinde dogdugu hip hop kiiltiirtinden ismini alarak ortaya gikan hip hop
grafiti, Amerikanin farkli sehirlerinin ardindan Avrupa, Meksika, Orta Amerika ve tim
dinyaya yayumistir. Otoriteye karsi gikma hedefi ile sadece geceleri galisan, sokaga
cikma yasaklarina aldiris etmeyen, kentsel gozetleme mekanizmalarindan uzak duran
hip hop grafiticiler igin mumkin olan en buylik ve en zorlu alana mekansal
siniflandirmalar: ihlal edecek bigimde grafitiyi uygulamak altkiltiirel statii kazanmak
icin 6nem tegkil etmektedir (Ferrell, 1995, s. 34-35). Elestirel bir séylem igeren hip hop
kaltlrt; Amerika'da var olan getelesmeye bagli olarak cgete Uyelerinin arasindaki
bagkaldiri, sahiplenilme, kimlik kazanma ve ait olma temellerindeki baglayiciligi temsil
etmektedir.

Boylelikle grafiti; bir miidahale, bir is birligi, bir yorum, bir diyalog elestirisi, bireysel veya
kolektif bir manifesto, bir var olus iddiasy, ticarilesmis goértinirligin estetigi, bastirilmis
demokratik ifade ve kendini gergeklestirme arzularinin (Irvine, 2012, s. 237) birlesimi
olarak toplumda gorinir olmayi isteyen golgede kalmisglarin kamusal alanda varliklarim
sunma yontemi olmustur. 1970'li yillarin sonlarindan itibaren tren vagonlar: tizerine
uygulanan grafitiler ile sanat ilk defa hareket edebilir hale gelmistir. Duvarlarin sabit
yapisinin aksine bu gezici olma hali, uygulayicilarin baska mahalle ve semtlerde gorunir
olmasina imkan saglamstir. Oyle ki 1980'li yillarin ortalarina dogru New York'ta grafiti
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uygulanmamis tren vagonu kalmadidi igin otoriteler trenleri korumak adina bazi yasal
6nlemler almak zorunda kalmigtir (Ganz, 2004, s. 8).

1972 yilinda New York'ta Hugo Martinez tarafindan sehrin en iyi grafiti yazarlarim
bulmak amaciyla kurulan Amerikan Grafiti Sanatgilar: Kolektifi (United Graffiti Artists)
biinyesinde barindirdigi Coco 144, Phase 2, SJK 171 ve daha birgok sanatgiy: sokaklardan
tuvallere yonlendirmistir. 1973 yilinda Razor Galeri kolektifteki doénemin aktif
sanatgilarinin eserlerinden olusan ilk grafiti sergisini agmistir. Sokaklardan sergi
salonlarina ilk defa tasinan grafitinin boylelikle gagdas sanat ile olan iligkisi baslamas,
New York'un taninmis sanat elestirmeni olan Peter Schejldahl sergi igin “bunlarin
[tuvallerin] higbiri cagdag sanat koleksiyonuna itibar kaybettirmez" demigtir (Pope, 2021,
16 Temmuz). Cagdas sanat diinyasina adim atan grafitinin sokaklardan tuvallere uzanan
yolculugu béylelikle baglamistir.

1980'li yillarla birlikte grafitinin altin ¢ag: baglamis (Hwee Kan, 2001, s. 20) arka arkaya
gekilen hip hop kiltiira ve grafiti sanatini anlatan 1983 yilinda gekilen Wild Style (Charlie
Ahearn, 1982) ve Style Wars (Tony Silver, 1983) filmleri ile evrensel olarak bilginin
yayllmasinda etkili olmustur. Wild Style filminin basrol oyuncularindan olan ve New
York'un erkek egemen hip hop kiltirti diinyasinda grafiti sanatgisi bir kadin olarak
varligini kanitlayan, grafitinin “Ben buradayim” anlamina geldigini sdyleyen Lady Pink
(Mizrahi, 1981, s. 20), grafiti tabanli sanatin gelismesinde 6ncii olmus, eserleri Whitney
Museum of American Art, New York Metropolitan Museum of Art, Brooklyn Museum, Boston
Museum of Fine Arts ve MoMA'da sergilenmistir (Lady Pink NYC, ___ ).

Ayni yillarda Amerika Birlesik Devletlerine yaptigi bir gezi esnasinda grafitiyi kesfederek
Paris'te Blek le Rat takma ismi ile stensil gsablonlar ile grafiti ¢calismalarina baglayan
a).
Xavier Prounun Ecole des Beaux Arts'ta goérdigiu giizel sanatlar egitimi siiresince

Xavier Prou, Fransa'da grafitinin 6nciileri arasinda sayilmaktadir (Blek le Rat, ___
ogrendigi gravur, litografi, serigrafi tekniklerini sokakta kullanmaya baglamas: stensil
konusunda uzmanlagmasina sebep olmus, Urettigi eserler zamanla gazeteciler ve diger
sanatgilarca kesfedilmis, fotograflanmis, hayranlikla takip edilmistir. Prou, sokak
sanatgilarinin tek amacinin imgeler aracilid ile konusmak oldugunu ve bu imgelerin
topluma sevgi, nefret, yagsam, 6lim hakkinda sozciikler ile ulagtiini séylemekte, bu
eylemi zarafeti, inceligi sergileyerek, korkung modern dinyanin bosluklarim
doldurmaya, kentsel alanlari nese imgeleriyle kaplamaya ve sabahin erken saatlerinde
glne baslarken yoldan gegenlerin bakiglarini yakalamaya galisan bir terapi stirecine
benzetmektedir (Blek le Rat, _b).

Keith Haring ve Jean-Michel Basquiat gibi sanatgilarin sokak kiiltlirii ve yiksek sanat
arasindaki sinirlara miidahaleci yapitlar: (Ergen, 2022, s. 737) grafitinin bir sanat formuna
evrilmesi slirecine dogrudan etki etmistir. Haring'in popiilerlesmesine katk: saglayan
ikonik ve ritmik 1sildayan bebek, havlayan képek gibi motifleri New York'un grafiti
sanatgilarindan aldig: ilhamla 6zellikle metro istasyonlarindaki bos poster alanlarina
tebesir ile ¢izdigi, sanatinin herkes tarafindan erisilebilir olmasi hedefi ile giktig1 yolda
_b). Keith
Haring gibi Jean-Michel Basquiat da kisa ancak iiretkenlikle gegirdigi hayatinda kendi

buyik bir izleyici kitlesi ile etkilesime girmesine sebep olmustur (Tate,
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tarzindaki ikonik ve disavurumcu teknigi ile dogrudan baglantili eserler iretmistir.
Birkag yil iginde, geng bir grafiti sanatgisindan, eserleri énde gelen Avrupali sanat
simsarlar: tarafindan toplanan ve arkadaslar: arasinda Madonna ve Andy Warhol'liin de
bulundugu Unld bir ressama doénisen Basquiat'nin Afroamerikan kiiltirt igsellestiren
politik ve toplumsal elestiri igeren eserleri bulunmaktadir (Oggusto, 2023, 28 Aralik).
Same Old Shit ifadesinin kisaltmasi olan Samo takma ismiyle eserlerini Gireten Basquiat'in
Andy Warhol ile olan arkadagh@: ve yaptiklar: is birlikleri, her iki sanatginin teknik ve
yaraticilik anlaminda birbirini beslemesine ve Warhol'lin sanat camiasindaki giicti ile
Basquiat'in bilinirliginin artmasina sebep olmustur (Morris, 2017, 25 Eyliil).

Geleneksel olarak grafiti vandalizm ile e anlamli olan derhal yok edilmesi gereken bir alt
kiltur ile iligkiliyken (Lindsay, 2014, s. 1) kamusal gorsel yluzeylerin yeralt: ve anarsik
dizenini asarak, birgok sehirde gorsel anlati alanlarinin énemli bir pargas: haline
déniismis, mize ve galeri sistemlerine gegerek taninmisg bir sanat hareketi haline
gelmistir (Irvine, 2012, s. 235). 1990'l1 yillarla birlikte kiiresel markalarin grafitiyi killtirin
bir pargas: olarak kabul ederek pazarlama stratejilerine dahil etmeleri (Hwee Kan, 2001,
s. 20) grafitinin moda sektoriine hizli bir giris yapmasina, genglere hitap etmek isteyen
kiiresel markalarin reklamlarinda yer almasina sebep olmustur. 90'l1 yillarda grafitinin
kiiresel olarak yayilimin ve algilanis bigemini dogrudan etkileyen en énemli faktorlerden
bir tanesi kuskusuz Banksy'dir. Banksy'nin grafitinin sadece sokak kiltiruntin bir ifadesi
olmadid: ve sanat elestirmenleri, kiiratorler tarafindan taninan bir cagdas sanat formu
olduguna eserleri ile verdigi katki yadsinamaz.

2000'li yillarla birlikte ise internet teknolojisinin gelismesi, arsivleme sistemlerinin
ortaya gikmasi, sosyal mecralarin sinirsiz hedef kitleye ulasim imkani vermesi, analogdan
dijitale gegilen fotograf sanaty grafitinin dogasini degistiren ©nemli etmenler
arasindadir. Kamusal alanlar artik ¢agdas sanatgilarin eserlerini tretebilecekleri ve
sergileyebilecekleri mekanlara déniismis, kamusal mekan yeniden bigimlendirilmis ve
yeniden insa edilmistir. Tarih boyunca toplumsal elestiriler, kimlik arayislari, politik
protestolar igin giglii bir arag olarak kullanilan grafiti, ginimiizde fiziksel kamusal
alanda gergeklestirilenin dijital kamusal alana nasil basari ile tagindigini kolektif bir
hareketle sunmaktadir.

Cornbread efsanesi: Darryl McCray

1953 yilinda Kuzey Philadelphia’da dogan ve Brewerytown'da biiyiiyen Cornbread (maisir
ekmegi) takma adi ile bilinen McCray (gorsel 1) tarihteki ilk modern grafiti sanatgisi

olarak kabul edilmektedir (Paradigm, a). McCray'in ilk genglik yillarinda 1slahevine

girmesi ve orada gegirdigi iki yil grafiti tarihini kokten degistiren olaylar: beraberinde
getirmisgtir. Youth Development Center (Genglik Gelisim Merkezi) gocuk 1slahevinde
gecirdigi donemde stirekli misir ekmedi istemesi tizerine Cornbread takma adini alan
McCray'in ilk grafiti denemeleri de s6zl gegen 1slahevinde gergeklesmistir (Beg Art1 Bir,

2020, 19 Mayis).
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et

Gorsel 1. McCray'in Cornbread Has Retired (Cornbread Emekli Oldu) grafitisi ile fotografi

(Paradigm, ____b)

1965-67 yillar1 arasinda 1slahevinde kalan ve kaldi§i slire boyunca; tuvalet, sapel,
kafeterya, spor salonu, kantin, idare, hemsire odasina ismini yazan McCray (Philadelphia
Weekly, 2024, 19 Agustos) 15 yasinda 1slahevinden g¢ikmasinin ardindan Philadelphia
sokaklarina asik oldugu sinif arkadas: Cynthia'ya ithafen Cornbread Cynthia'y1 Seviyor
(Cornbread Loves Cynthia) yazmaya baglamistir (Disagian, ____). McCray, Cynthia'nin
okul ve ev arasinda yuridigi guzergaha o kadar gok etiketleme yapmuistir ki, kendi
sozleri ile "Adim1 okumaktan kendinizi alamazdiniz ¢linki bunu yapan tek kisi bendim.
T4Gm kasaba bana aitti .. Bana dikkatinizi vermekten baska segeneginiz yoktu.”
demektedir (Philadelphia Weekly, 2024, 19 Agustos). Ardindan otobilis duraklari, sokak
tabelalari, duvarlar, banklar ve devaminda hayvanat bahgesinde bulunan bir filin tizeri
olmak uizere McCray, lakabini (gorsel 2) sayisiz alana yazmustir (Crimmins, 2019, 29
Temmuz).

Gorsel 2. McCray'in Legend Cornbread grafitisi (Philadelphia Weekly, 19 Agustos)
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Philadelphia'daki éliimcil bir silahli saldirinin kurbanlarindan biriyle isminin karigtirilip
6ldi sanilmasi lizerine sehrin gesgitli alanlarina Cornbread Lives (Cornbread Yagiyor)
yazmis ancak bunun yeterli olmadig: fikrine kapilinca ayni metni hayvanat bahgesine
girerek bir filin Gizerine (gorsel 3) (Diaz, 2023, 23 Ekim), bir jete, bir gokdelene ve bir polis
arabasina etiketlemistir (Worcester Magazine, 2017, 28 Eyll).
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Gorsel 3. McCray'in Cornbread Lives (Cornbread Yasiyor) grafitisinin gazete kuptirti (Artsy, 2018)

McCray'in grafiti kiltirindeki 6nemi, grafitinin bir kimlik ve gériiniirlik araci olarak
kullanilmasindaki éncilligiinden gelmektedir. Dénem sartlarinda dogrudan vandalizm
ile iligkilendirilen grafiti uygulamalar: birka¢ defa McCray igin de sorun tegkil etmistir.
Guntmizde illegal olmayan grafiti uygulamalarinin sanatgilar agisindan motive edici
oldugundan ancak konunun bireysel bakis agilarina gére degiskenlik gésterebileceginden
bahseden McCray sunlar: ifade etmistir:

Baz1 sanatgilar yasallagsmanin kendilerine yasal sonuglardan korkmadan

kendilerini ifade etmeleri igin daha fazla firsat sagladifini dustnebilir.

Tutuklanma veya para cezasina garptirilma riski olmadan sanatlarini icra

edebilecekleri belirlenmis alanlara sahip olmaktan mutlu olabilirler. Ote

yandan, bazi sanatgilar grafiti eyleminin dogas: geredi otoriteye kars: bir

isyan ve meydan okuma unsuru igerdigini savunabilir. Yasallastirma, yikici

bir sanat formunun ele gegirilmesi ve mesajinin ya da etkisinin sulandirilmasi

olarak gorulebilir (kisisel goriigsme, 15 Nisan 2024).
Sanatgimin 6zgirliginin tretime sagladigi avantaj ve dezavantajlarin dogrudan bakig
agisina gore degistigini vurgulayan McCray, “Sanatginin toplumsal normlara meydan
okuma ve muhalefeti ifade etme 6zgirligu yasallastirma ile tehlikeye atilabilir. Sonug
olarak, yasallastirilmis grafiti ile sanatginin 6zgiirligi arasindaki iliski karmasik ve gok
yonludur” (kisisel goriigsme, 15 Nisan 2024) diyerek szl edilen iletigim modelinin diiz
olmadigini vurgulamaktadir. 80°li yillarda on binden fazla grafiticinin Philadelphia'da
kontrol edilemez halde evlerin duvarlarina yazi yazmasi McCray'in paradoksal bir
bigimde grafiti karsiti hareketlerle i birligi yapmasina sebep olmus, sanat yolu ile kentsel
donlisim programlarindan en 6nemlileri arasinda yer alan Philadelphia Mural Arts
programinda gorev almustir (Disagian, ____). Grafitinin kontrolsiiz ve onlenemez
buylmesinin disipline edilmesi gereken bir siire¢ oldugunu disiinen sanatgi kamusal
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alana yaz1 yazma motivasyonu ile ilgili olarak “Grafiti alaninda bir 6nct olarak, kamusal
alanlarda yazi yazma motivasyonum muhtemelen kendimi ifade etme arzusu, diinyada iz
birakma ihtiyaci, toplumsal normlara karsi bir isyan duygusu ve sanat ve yaraticilik
tutkusu gibi faktorlerin birlesiminden kaynaklandi” demektedir (kisisel goriigsme, 15
Nisan 2024). Bu slirecin olasi getirilerini 6ngérmedigini ve etiketlerin nasil bir sanatsal
forma dontisecedini hayal etmedigini belirten McCray ayrica sonraki nesillere biraktig:
miras ile ilgili sunlari séylemektedir (kisisel gorisme, 15 Nisan 2024):

Grafiti yazmaya ilk bagladiimda, sanat formunun zaman iginde ne kadar
gelisecedini ve evrilecedini 6ngérememis olabilirim. Kendi alanlarindaki pek
¢ok 6nct gibi ben de grafitinin nihayetinde nereye gidecegine dair belirli bir
vizyondan ziyade kisisel bir tutku ve kendimi sanatim aracilifiyla ifade etme
arzusuyla hareket etmis olabilirim. Grafiti taninirlik ve populerlik kazandikga
ve sanat formu gelismeye ve gesitlenmeye devam ettikge, bu alandaki 6ncti
rolum daha belirgin hale gelmis olabilir. Grafitive ilk katkilarim ve
yeniliklerim muhtemelen sanat formunun yoéringesini sekillendirmede ve
gelecek nesil sanatgilar: etkilemede 6nemli bir rol oynadi. Grafiti alaninda
6ncii olmak baglangigtaki niyetim olmasa da, yaraticiigim, yetenegim ve
zanaatima olan baghligim stiphesiz bugiin grafitinin bir sanat formu olarak
gelismesine ve bagarisina katkida bulundu. Grafiti alaninda bir éncti olarak
biraktigim miras, gelecek vadeden sanatgilar igin bir ilham kaynagi ve
kamusal alanlarda kendini ifade etmenin ve yaraticihigin donistiiriici
glctunin bir kanitidir.

Benzer dénemde isimlerini kamusal alanlarda etiketleyen grafiti sanatgilarindan farklh
olarak Cornbread'in yaz stili karakteristik 6zellikler tagimaktadir. Oyle ki 2024 yilinda
yayinlanan ve McCray'in hayatim1 konu edinen Cornbread the Legend - Graffiti in
Philadelphia (1965-1971) kitabinda (aktaran Maxitype, 2024, 24 Mayis) ayni zamanda
sanatginin el yazisindan olusturulan Cornbread isimli font tasarimi da yer almaktadir
(gorsel 4).

ABCDEFGHIJK
LMNOPQRST
UVWXYZ@ %%
AbcdHefghiskimn

OPQRStLUVYWXYZ
12345617890

(PRE€PRIPX)

Gorsel 4. Cornbread fontu harf, rakam ve igaretlerinin géruntiisti (Maxitype, 2024, 24 Mayis)

McCray'in etiketleri, daha sanatsal olduklari, siklikla benzersiz tasarimlar ve mesajlar
icerdikleri igin, zamanin tipik gete grafitilerinden farkl 6zelliklere sahiptir (Palma, 2023,
7 Mart). McCray'in ¢agdas ilk grafiti sanatgis: olarak nitelendirilmesindeki en 6nemli
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etmenler kuskusuz sozli edilen biriciklik ile birlikte, onu takip eden kitleye onctlik
etmesidir.

Grafiti verdigi toplumsal ve sosyal mesajlarin yani sira ayni zamanda alternatif
ekonomilere de katki saglamaktadir. Denver, Los Angeles, Las Vegas ve diger sehirlerdeki
hip hop dikkanlar: dergiler, videolar, sprey uglari, kalemler, sanatgilar tarafindan
tasarlanan giyim Urtnleri satmaktadir (Ferrell, 1995, s. 39). Gunimizde sbézli eden
ekonomik katki artik e-ticaret Gizerinden gergeklesmekte, hip hop kiiltiirini yansitan
sayisiz meta internet Uzerinden gerek bagimsiz lokal markalarca gerekse kiiresel
markalarin koleksiyonlarina dahil edilip satilmaktadir. McCray de giiniimiizde Paradigm
Sanat Galerisi tarafindan temsil edilmekte, McCray'in el yazisi ile haritalara, tabelalara,
metal plakalara, gazete sayfalarina etiketledigi yazilar: galeri tarafindan satilmaktadir

(gorsel 5).

e

Gorsel 5. McCray'in De Telegraaf gazete sayfasini el yazisiyla “I start this shit 1965" yazarak

etiketledigi eser (Paradigm, ____b)

Philadelphia'nin tekinsiz sokaklarindan segkin miizelere ve sanat galerilerine uzanan,
uzun, zor ancak 6gretici ve tarihi yolculugunda McCray déntisim ve degisimin hayatin
bir pargasi oldugundan séz etmektedir. Bu noktada graftinin bir cagdas sanat formuna
evrilmesi ile ilgili olarak sunlari s6ylemektedir (kisisel goriigsme, 15 Nisan 2024):

Her sey degisir, zaman degisir ve insanlar degisir. Bu kiltiir her gegen nesilde
degisimle birlikte déntistir. Bir 6nceki nesilden daha iyi hale geliyor. Bayrak
onlarin izinden gidenlere gegiyor. Herkesin kendi kimligi ve bir seyleri yapma
bigimi vardir ve bu genellikle bir 6ncekinden farklhidir. Grafitiden sanata gegis
hakkindaki gériislerim, kollarimui agarak kabul ettigim bir déntisimdiir. Sanat
toplulugu bir diinya toplulugudur. Grafiti dogdu ve hakl olarak geri donmeli.
Size grafitinin bir sanat formuna déntsimunt anlatayim. Eskiden bizler
sokakta kendimizi ifade eden, iz birakmaya galigan gocuklardik, zaman
gectikge insanlar galismalarimizdaki gizelligi, paylastigimiz mesajlari, beton
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ormana grafiti ile kattigimiz renkleri ve stilleri gérmeye bagladi. Bu artik
etiketlemekle ilgili degil. fletisim kurmamn, giizellestirmenin, statiikoya
meydan okumanin bir yolu. Herkesin {icretsiz olarak gézlemleyebilecegi
yagayan bir sanat galerisi gibi... Bazilar: bunu hala vandalizm olarak gériyor,
ama bana gore bu kontrol edilemeyen bir kendini ifade etme bigimi. Grafitinin
bir sanat formuna doénigmesinden yanayim. Bu, seslerin duyulmasi,
hikayelerin anlatilmasi ve topluluklarin bir araya gelmesi igin bir yoldur.
Yaratmaya devam edin, puskirtmeye devam edin ve sinirlari zorlamaya
devam edin. Iste biitiin mesele bu.

McCray ginumizde grafitinin erken doénemlerini ve kulturel etkilerini anlattii
konferanslar, belgeseller ve panellerde yer almakta, geng sanatgilara ilham vermektedir.
Grafitinin bir sanat formu olarak taninmasina 6ncilitk etmesi 6zellidi ile sokak sanati ve
grafitinin tarihsel gelisimi tizerine sergilere, etkinliklere katilan ve kilttirel ¢aligmalara
katilmaktadir. Takip ve takdir ettigi, sevdigi sanatgilar arasinda “Dr. Cool, Tity, Cope2,
Pose2, Ket, Banksy, Lady Pink, Futura 2000, Shepard Fairly, Basquiat, Taki, Seen, Blek le
Rat, Balu, Zulu, Mamafaka, The Orion” oldugunu soyleyen McCray, Turkiye'deki grafiti
sanatgilarindan sahsen tanismamis olsa da Turbo ve Leo-Lunatic'i begendigini
belirtmistir.

Cornbread, grafitiyi basglattigi ginden bu yana hala sanata olan tutkusunu stirdirmekte,
guncel etkinlerde geng sanatgilara yol gostermekte ve grafiti kiltirtini dogru tanitmak
Uzerine galismalarini devam ettirmektedir.

Sonug yerine

Bir yandan bireylerin kendilerini ifade etme araci, diger yandan da toplumsal elestirinin
bir yolu olan grafitinin ilk donem oOrneklerinde olan stilize edilmis yazilarin Otesine
gegerek karmasik teknik ve mesajlarla olusturulmasi, basta vandalizm olarak algilanan
eylemin zamanla gagdas sanat formu olarak degerlendirilmesine sebep olmustur.

Pop-art, hip hop kiltiirli, postmodernizm, sokak sanat: ile dogrudan iligkisi olan grafiti;
sanatin sinirlarini ve yerlesik normlarini sorgular niteliktedir. Cagdas sanatin deneysel,
elestirel ve yenilikgi yaklasimina paralellik gosteren bu nitelik ile grafitinin gagdas
sanatin bir pargasi oldugunu séylemek miimkiinidir. Sokak ve duvarin bir tuval olarak
goruldigl grafiti sanatinda kamusal alanin erisilebilirligine karsilik sanatin gegiciligi,
sanat formunu alisilagelmis olanin disina gikarmaktadir. Gintimizde dijital kamusal
alan grafitinin dogasinda olan gegiciligi dogrudan etkilemekte, grafitinin sabit olma
halini gevrimigi ortamda hareketli hale getirmektedir.

Grafitinin sokak kiiltiiriinden gelen kokenleri ve bu sanatin bir isyan ve toplumsal
protesto araci olarak kullanildigi, kamusal alandaki gortuntrligl arttirma slrecine
dogrudan etki etmistir. Bu stiregte grafitinin sokaklardan miize ve galerilere tasinmasina
etki eden sanatcilar, grafitinin ilk déneminde kurduklar1 sadece imgeler tizerinden
gergeklestirdikleri iletisimi uygulayicisi olduklari sanatin gintimiizde gagdas sanatin en
ulasilabilir formu haline, konugsmadan ve anlasmadan ortak paydada bulusarak
tasimislardir.
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Duvar yazilarinin grafitiye dontismesi igin fitili atesleyen isim olan Cornbread lakapl
McCray, grafitinin yaraticilik ve ifade potansiyelinin sahip oldugu gig ile bu déntisimde
rol oynamistir, oynamaya devam etmektedir. Takip eden dénemlerde kamusal alanda
sanatini icra eden isimlerin etkisi, katkisi, gabasi, Uretimleri bu déntisim siirecinin ve
sanat formuna evriliyor olmanin kolektif glicinii olusturmustur. Ginumuzde ve
gelecekte, kimlik kazanmak ve statli sahibi olmanin 6tesinde protest ifade araci olarak
kitleleri etkileme giici kuskusuz devam edecektir. Grafitinin protest yaklagiminin miize
ve galerilerce sinirlandirilmasi hakkindaki tartismalar siirecek, sinirlari zorlayan estetik
formu geleneksel sanat pratiklerine meydan okuyacak ve yeni izleyici kitlelerine
kendisini yeniden tanimlayacak; teknolojik gelismeler, dijitallesme, kentsel déntisim ve
degisen toplumsal dinamiklerle evrimini siirdiirecektir. Kamusal mekanin bir pargasi
olarak, toplumsal elestiriyi ve bireysel kimligi yansitma islevini devam ettirecek; aymi
zamanda teknoloji ve dijitallesme sayesinde yeni izleyici kitlelerine ulasarak daha genis
bir etki alami yaratacaktir. Grafitinin ortaya gikmasi igin fitili atesleyen sanatgi,
gunimizde halen uretimlerine devam etmekte ve dijital mecralarda galigmalarim
paylasmaktadir.

Tesekkiir Appreciation

Gorlisme istegimi tiim nezaketiyle kabul eden, sorularimai ilgiyle cevaplayan Cornbread The
Legend, Darryl McCray'a minnetimi ve tegekkiirlerimi sunarim I would like to express my
gratitude and thanks to Cornbread The Legend, Darryl McCray, who kindly accepted my interview
request and answered my questions with interest
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Extended abstract

Today, the power of the digital world to direct all art movements causes the meaning of
graffiti to be questioned and its existence to be repositioned. The public presence on the
street is now transforming into a digital presence, and the way its accessibility is defined
is being metamorphosed. This study aims to define this transformation in the light of the
interview with Darryl McCray, who is considered to be the first modern graffiti artist, in
parallel with the social movements of the period through McCray's artistic life. In order
to understand and make sense of graffiti and to clarify its position in the contemporary
art world, what graffiti is, at what point it differs from street art and its change in parallel
with historical global movements are examined in the first and second parts of the study.
The interview with McCray, which constitutes the third part of the study, is the first and
only one in its field. Although McCray has been mentioned in the relevant literature
before, there has not been an interview with the artist from Turkey.

Within the scope of the study, which aims to explain the transformation process of
graffiti from physical to digital public space from the first day of its emergence until
today from the perspective of contemporary art, the views of McCray, who continues to
produce today and has witnessed the aforementioned transformation of graffiti, are
reflected. This discovery, which allows a new perspective to be offered to the process of
defining the relationship between wall and paint, is considered to be the beginning of the
history of visual communication as an indicator of the results achieved by those seeking
alternatives for methods and ways of communicating.

Gralffiti, which has been used as a powerful tool for social criticism, identity searches and
political protests throughout history, today presents how what is realized in the physical
public space is successfully transferred to the digital public space with a collective
movement. On the one hand, graffiti, which is a means of self-expression for individuals
and a way of social criticism on the other hand, has gone beyond the stylized writings in
the early examples of graffiti and has been created with complex techniques and
messages, which has caused the action, which was initially perceived as vandalism, to be
evaluated as a contemporary art form over time.

Gralffiti, which has a direct relationship with pop-art, hip hop culture, postmodernism
and street art, questions the boundaries and established norms of art. Parallel to the
experimental, critical and innovative approach of contemporary art, it is possible to say
that graffiti is a part of contemporary art. In graffiti art, where the street and the wall are
seen as a canvas, the transience of art in contrast to the accessibility of public space takes
the art form out of the ordinary. Today, the digital public sphere directly affects the
inherent impermanence of graffiti, making the fixed state of graffiti mobile in the online
environment. The origins of graffiti from street culture and the use of this art as a tool of
rebellion and social protest have directly affected the process of increasing visibility in
the public sphere. In this process, the artists who have influenced the transfer of graffiti
from the streets to museums and galleries have carried the communication they realized
only through images in the first period of graffiti to the most accessible form of
contemporary art today, by meeting on a common ground without speaking or agreeing.
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McCray, the man who lit the fuse for graffiti to turn into graffiti, has played and continues
to play a role in this transformation with the power of graffiti's creativity and expressive
potential. In the following periods, the influence, contribution, efforts and productions of
the names practicing their art in the public sphere have constituted the collective power
of this transformation process and its evolution into an art form. Today and in the future,
beyond gaining identity and status, its power to influence the masses as a means of
protest expression will undoubtedly continue. Debates about the limitation of graffiti's
protest approach by museums and galleries will continue, its boundary-pushing
aesthetic form will challenge traditional art practices and redefine itself for new
audiences; it will continue to evolve with technological developments, digitalization,
urban transformation and changing social dynamics.
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Abstract

Contemporary art, characterised by blurred boundaries and rule-breaking, now faces a
new challenge: Determining the extent to which artificial intelligence should be
integrated into its practices. This study examines the impact of Al on creativity in
cinema, a contemporary art form, by analysing semi-structured interviews with ten
production professionals. Participants were presented with two script treatments - one
traditionally written and the other Al assisted - before discussing their impressions. The
results indicate that most participants are initially hesitant and have preconceptions
about Al in screenwriting. However, despite these reservations, the majority found the
Al-assisted treatment to be more successful, albeit for different reasons. This finding
suggests the need to reconsider preconceived notions about the role and potential of Al
in creative fields.

Keywords
art, ai, contemporary art and ai, screenwriting and ai, digital creativity

Highlights
e  With technology and ai based on imitation, the “flaw" point that makes the work of art
unique disappears, and the output of Al is whatever it “should be".
e  Theideathat adding a mechanical order to art will make it ordinary reveals some prejudices
against Al, which has begun to be used in cinema and other areas of contemporary art.
o  If the right commands are given, the potential for Al support to be used as a part of the
creation process of the artistic product increases.
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Oz

Cagdas sanat sinirlarin belirsizlestigi, kurallarin yikildidi, yeni formlarin viicut buldugu
bir alan olarak yapay zekayla kurulan iliskisinde yeni bir miicadele igine girmistir. Bu,
yapay zekanin ¢agdas sanatin hangi alanina ne kadar dahil olabilecedi ile ilgilidir. Bu
baglamda calisma kapsaminda gagdas sanatin bir pargasi olan sinemada yapay zeka
kullaniminin yaraticilik {izerindeki etkisi tartigilmistir. Uretim alaninin iginde olan on
profesyonel ile yapilan yar1 yapilandirilmig gérismeler yorumlayici analiz ydntemi
kullanilarak incelenmistir. Gérismeler 6éncesinde katilimcilara biri senarist tarafindan
geleneksel yapida ve yazarin kisgisel yazim iislubunu yansitan, digeri ise yapay zeka
destegiyle yazilmisg iki tretman okutulmusg ve bu metinler tizerine sorular yoneltilmistir.
Arastirma, katilimcilarin gogunun yapay zekanin cagdas sanata dahil edilmesine mesafeli
yaklastigini ve senaryo yaziminda yapay zekanin kullanimina dair dnyargilar tagidigini
ortaya koymaktadir. Ancak, onyargilarina ragmen katilimcilarin gogunlugunun yapay
zeka destekli tretmamni farkli gerekgelendirmelerle de olsa daha basarili bulmalari, yapay
zekanin yaratici siireglerdeki potansiyeline dair dnceden varsayilan algilar1 sorgulama
gerekliligini isaret etmektedir.

Anahtar kelimeler
sanat, yapay zeka, yapay zeka ve sanat, yapay zeka ve senaryo, dijital yaraticilik

One cikanlar
e  Heniiz taklide dayali yapay zeka uygulamalariyla sanat eserini biricik yapan “kusur” noktasi
ortadan kalkmakta, "olmas1 gereken" ne ise, yapay zekanin ¢iktisi o olmaktadir.
e  Mekanik bir diizenin sanata eklenmesinin onu siradanlasgtiracag: diigiincesi yapay zekaya
karsi birtakim 6nyargilar: ortaya ¢ikarmaktadir.
e  Dogru komutlar verilirse yapay zeka destedinin sanatsal Giriniin yaratim siirecinin bir
pargast olarak kullanilabilme potansiyeli artmaktadar.
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Introduction®

Cinema, an art form rooted in the concept of mimesis (imitation) originating from
ancient Greek rhetoric, has always been fundamentally about storytelling, regardless of
genre or method. It is a medium for expressing the emotions of its creator and
simultaneously evokes emotions in its audience. The role of technology in conveying and
externalizing these emotions is undeniable. While debates about the shadow cast on art's
uniqueness by technology remain relevant, in cinema, computer-aided elements like
sound, music, color, and editing help deepen the emotional impact of a film. Therefore,
creating a film is part of a conscious process, grounded in the fundamental practice of
screenwriting.

As the initial stage of filmmaking, screenwriting follows a structure or “mathematics”. A
genre is first determined, and characters, setting, and plot are shaped within that
framework. There are rises, falls, conflicts, and resolutions within a specific time frame—
all crucial to maintaining the audience's interest. Therefore, screenwriting is not merely
about producing a story but rather a skill that can be learned.

Can the effort to evoke emotions through films be imitated? Can new stories be created
by compiling previously written scripts using the “mathematics” of emotions? This
brings us to one of today's core issues—Al is only beginning to construct its relationship
with art. Al, which processes likely emotional responses mathematically, has moved
beyond being a subject in film to becoming a creator itself. It writes scripts, produces
films, and sometimes even uses real actors. Moreover, its involvement with cinema is not
limited to this. Al can also create intriguing trailers to pique an audience's interest. This
nascent relationship between Al and cinema has the potential to evolve into something
much more significant soon. The key question remains: What makes a work of art
(specifically a film) unique? Is it its imperfections? Al as a machine, is incapable of making
mistakes, which opens new avenues for discussing the art-technology relationship.

This study aims to explore the potential of Al in contemporary art by examining the
emerging practice of Al-assisted screenwriting in modern cinema. Through interviews
with cinema professionals, differences between a human-written script and a ChatGPT-
assisted script with similar themes are analyzed. Additionally, the role of Al-generated
commands in the creative process and the potential artistic value of these commands are
discussed, alongside the implications of Al's "imperfections” on artistic production.

The imitation of emotions: A historical perspective

The imitation of emotions, viewed as a reflection of human nature and social relations,
has been debated throughout history. Although imitation can be interpreted differently
based on individual experience today, historically it has been closely tied to discussions

* The study titled "A Research on the Limits of Digital Creativity in the Context of Contemporary Art and
Cinema", reviewed by the Ethics Committee of Istanbul Nisantas: University, was evaluated at the ethics
committee meeting dated 22/08/2024 with number 2024/08. It was unanimously decided that the research
is ethically appropriate.
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about art and creativity.

In ancient Greek thought, poetry, drama, and other fine arts were considered
representations of reality, whether actual or potential. The Greeks used the term
"imitative arts” to describe what we now call “fine arts”, with poetry and music holding
an important place in their education system. This broad theory of art naturally raises
several questions: What exactly does the artist imitate? How does the artist perform this
imitation? Is imitation a direct copy, a distortion, or an improvement? Such questions
help us understand the nature and function of art while also exploring the value and
meaning of the experiences art offers us.

From classical times onward, the term mimesis has been used in the study of the
relationship between art and reality, with its meaning and application varying depending
on context. According to Hasan Baktir (2003, p. 168), mimesis is used both to define the
nature of literature and other arts and to indicate the relationship of a literary work to
its model. Moreover, as Buket Akdemir Dilek continues (2023, p. 142), there are
similarities between tales, legends and myths belonging to different cultures in terms of
narrative features. The term originally stems from the Greek word “mimos” and has
various derivatives. Initially linked to rituals and reenactments, mimesis came to
represent not only reenactment through dance and drama but also resemblance and
representation as broader concepts.

The earliest traces of mimesis can be found in Greek philosophy, with Plato approaching
it as an ethical and political concept, while Aristotle viewed it as an aesthetic
phenomenon. For Plato, imitation involved the potential corruption of the soul, while
Aristotle considered imitation a natural human instinct and a source of learning. These
differing perspectives reflect their broader philosophical views on art and its role in
human experience. The traces of the concept can first be found in the Greek philosophical
tradition. The term "mimesis”, meaning “imitation”, is treated by Plato within an ethical
and political context, while Aristotle views it as an aesthetic phenomenon (as cited in
Gurgln, 2021, p. 349). The fine arts, seen as an imitation of reality, actual or potential,
have been interpreted by ancient Greek thinkers in harmony with their general
philosophical discourses.

In the dialogues Plato recounts through the voice of Socrates, the concept of imitation
plays a significant role in the emergence of many ideas. In Plato, the concept of “mimesis”
varies depending on the context and finds its expression in the ways one imitates others
in speech and behavior, addressing the lower parts of the soul. Plato also makes
references to the epistemological and metaphysical dimensions of the concept, framing
it within a pedagogical framework. For instance, in the construction of an ideal state,
both the education of the youth and the guardians are advised to follow a method of
imitating only what is appropriate. In the third book of The Republic (Plato, 2002), Plato
expands on the concept, examining in detail the connections between poetry and
"mimesis”, education and "mimesis”, as well as poetry and education. He discusses the
positive and negative effects of imitation through methods such as poetry, tragedy,
comedy, and music. According to him, since young people predominantly learn through

arts.artuklu.edu.tr | 2024 | Aralik | Cagdag sanat 6zel sayisi




A study on the limits of digital creativity in the context of contemporary art and cinema 109

imitation, the selection of models is crucial. His question, "Did it never strike you that
imitations, if continued from youth into adult life, settle down into habits and become a
second nature in body, voice, and mind?” (Plato, 2002, p. 106) highlights the dangers of
learning through imitation. Therefore, Plato views poets and poetry as tools of corruption
because they represent false stories and harm thinking, while emphasizing the
importance of good music and philosophy, which prioritizes truth.

For Plato, philosophy, which serves as a method in the pursuit of truth, and the
philosopher, who is its practitioner, hold a particularly important place in the ideal state
order. According to Plato, while the philosopher seeks the ultimate truth, the poet, and
more broadly, the artist, engages in a kind of illusion. Moreover, some are so ignorant
that they might believe imitation to be real. Throughout The Republic, Plato attempts to
demonstrate that the truth of philosophy is more necessary than the pleasure of poetry.

Aristotle, who discusses the subject in his work Poetics, agrees with his teacher Plato that
artis a form of imitation, but his understanding of imitation differs from Plato’s. Aristotle
conveys his first thoughts on imitation in Poetics (Aristotle, 1993, p. 11) with the following
words:

...epic, tragedy, comedy, dithyrambic poetry, as well as much of flute and lyre
music, are all, in general, imitations (mimesis). However, these arts are
distinguished from one another in three respects: by the means of imitation,
the objects imitated, and the manner of imitation. Some arts imitate through
colors and shapes, whether by artistic talent or acquired skill, while others
imitate through sound. In all the arts mentioned, imitation is carried out
generally through rhythm, speech, or harmony. These three elements may be
used either separately or in combination. For instance, flute and lyre music,
and similarly the syrinx (reed pipe), use only harmony and rhythm, while
dance uses rhythm alone, as dancers, through rhythmic bodily movements,
imitate characters, emotions, and actions.

Aristotle emphasizes that imitation is inherent in human nature and that humans
learn through imitation from childhood. According to him, people take pleasure in
imitating, and this is one of the fundamental functions of art. Aristotle defines mimesis
as "action”, meaning the imitation of humans in motion. Furthermore, he categorizes
poetry into different genres and determines the means and objects of imitation for each
genre. Tragedy imitates better people, while comedy imitates worse people (Ross, 2002,
p- 319-323).

Aristotle argues that both art and nature share a commonality in that they both have a
purpose (telos). In nature, form represents the process of transitioning from potential to
actualization, whereas in art, the purpose of a work is to bring events together to create
form and establish a whole. He suggests that the purpose of poetry is not merely to reflect
reality but to represent it universally. Poetry transcends specific events and expresses
general human experiences universally. Tragedy affects the audience by evoking fear and
pity and provides catharsis (purification). In this context, Plato and Aristotle's views on
art as imitation reflect their broader philosophical thoughts. While Plato criticizes
imitation for being far from reality and corruptive, Aristotle argues that imitation is a
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natural and valuable process, and that art reflects universal truths.

A new debate in the relationship between contemporary art and technology:
Changing roles in cinema art with the axis of Al

Since the earliest known works of art, such as the Bhimbetka petroglyphs, the definition
of art, often described but never fully confined, has been debated for centuries. What
makes a product art? Who decides when something becomes a work of art? What
characteristics define or disqualify something as art? Should everyone's views be
considered, or should only experts be heeded? And who are these "experts"? The
questions seem endless. What is universally acknowledged, however, is that art and
aesthetics are integral parts of our lives, serving as a shared way of interpreting and
expressing the world. Another widely accepted fact is that as technology advances, the
practices of art production and consumption art production and consumption
practices also evolve.

In art, imitation has given way to creativity and originality over time through
movements and artists with different styles. One of the most important reasons why the
mimetic features of painting in particular have remained in the background is the
invention of photography. With the invention of photography, the understanding that a
portrait is valuable to the extent that it is close to reality has changed. Because now there
is a device that records reality one-to-one. For this reason, painting charts a new path for
itself. It has become important to interpret and depict reality rather than convey it.
However, thanks to photography, still images that are recorded and can be passed on to
future generations have become more widespread and suitable for reproduction. The
invention of the cinematograph, which was the continuation of photography, and the fact
that recorded images became mobile as seen in real life, created a revolution all over the
world. In a very short time, cinema became more than just an industrial tool that
entertained the masses and recorded moving images, it became a brand new language in
which individuals, societies, ideas and emotions could be represented (Benjamin, 2016, p.
52-55). Today, contemporary art has taken its place in social life by using technology, just
like the developments in the fields of painting, photography and cinema.

What distinguishes contemporary art, produced from the mid-20th century to the
present, from its predecessors are not only the methods used but also the themes
addressed. Thus, to claim that technology alone defines contemporary art would be
insufficient. Technology has always been part of the historical journey of art. For
instance, in the 1840s, the invention of portable paint tubes facilitated outdoor painting
(Farthing, 2014), illustrating that the relationship between art and technology has
persisted for centuries. Technology has both made artistic production more convenient
and contributed to the diversification of art. Given this long-standing relationship, why,
then, is there a distinction between modern and contemporary art? This distinction leads
us to the most defining characteristic of contemporary art: its elusiveness in definition.
While the value of modern art can often be assessed by objective criteria, many of these
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criteria become blurred in contemporary art. Elements such as composition, the story of
the artwork, symbolic depth, emotional expression, craftsmanship, labor, and adherence
to design theories lose their clarity (Hummelen, 2005). The value of contemporary art is
determined subjectively, which raises even more significant questions and debates about
what qualifies as art.

Art, as a mode of expression and communication reflecting its era, manifests the
diversity, ambiguity, freedom, and originality of the contemporary world. Reactions to
and discussions surrounding contemporary art—its production, consumption,
development, and transformation—are diverse. Central issues include the evolving role
of the artist, changes in the spaces where art is exhibited, the functions of these spaces,
the production, display, consumption, and commercialization of contemporary art,
marketing strategies and the need for advertising, academic programs and personnel
focused on contemporary art, and the impacts of globalization, neoliberalism, and
information technologies (Foster, 2015, September 2). With these characteristics,
contemporary art continues to push the boundaries of imagination, especially in light of
today's widespread integration of artificial intelligence (AI) into various aspects of life.
The partnership between Al and art has become particularly notable, as Al mimics and
processes previously existing information through algorithms. However, this
partnership also raises a paradox: Can a work created with Al be considered original, free,
or limitless? Does it fall within the scope of contemporary art? How should the
longstanding relationship between art and technology be reassessed in the age of Al
where imitation becomes a key factor? These questions are central to ongoing debates
about contemporary art and technology, debates that have gained further prominence
with the integration of Al into the film industry.

These questions lead us to Walter Benjamin's work The Work of Art in the Age of
Reproduction through the possibilities of technology, in which he explains that art is
unique and in danger of losing its aura in its reproduction through technique. Benjamin
defines the aura of a work of art as the presence of that work of art in time and space, and
the unique existence of the work in the place where it was created, and claims that the
aura of a work of art is born from the combination of factors such as uniqueness,
tradition, witnessing history, and unapproachability. Benjamin states that in the age of
technical reproduction, the aura of a work of art is lost as a result of its unlimited
reproduction (Benjamin, 2016, p. 52). However, although many modern and digital works
of art today do not seem to meet Benjamin's criteria, it should be added that they are
works of art and have their own aura. This time, the discussions focus on how art
produced through technique can do this.

The intersection of contemporary art and cinema has long been evident, and with the
involvement of Al technologies, this relationship has deepened, leading to advancements
in production practices. Many cinematic works are increasingly integrated into the
production and display processes of contemporary art, guiding the interaction between
the artwork and the audience. Consequently, developments in the production stages of
cinema reflect on the use of technology in contemporary art, making the influence of
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cinema on the arts unavoidable. Cinema, often referred to as the “seventh art”, shapes its
existence through technology while touching on other fields like literature, painting, and
music.

Within the framework of contemporary art, any action, performance, object, or even a
giant needle placed in a gallery can find its place. What matters is the meaning it
generates and how that meaning is perceived. The ambiguity and indefinability of
contemporary art allow for the artistic merit of works produced in various forms to be
debated. As a result, content or objects produced in all areas of art today become subjects
of contemporary art, with technology becoming an indispensable component.

Cinema, a field that continuously generates new meanings through technology, is now at
the center of a new agenda with the support of Al Similar to literature, where digital
processes in scriptwriting—the first stage of film production—have the potential to
alter many dynamics, Al technologies in cinema are reshaping production methods (Geng
Motto, 2023, August 10). One significant milestone is the short science fiction film
Sunspring (Oscar Sharp, 2016), written by “Benjamin”, an Al-based software developed by
Ross Godwin at New York University. This marked the first film script written by Al To
produce this script, however, Benjamin had to be “trained” with dozens of science fiction
films and TV series. Yet translating this Al-generated script into a film was not easy,
given the nonsensical statements, such as a character standing among the stars while
sitting on the ground. Benjamin also wrote the script for another short film, It's No Game
(Oscar Sharp, 2017), a sequel to Sunspring. This 8-minute science fiction film, with a
striking plot, revolves around a Hollywood writers' strike and the idea that AI will take
over the jobs of screenwriters (Zengin, 2020, p. 162).

Another recent example of Al-written film scripts is The Last Screenwriter, written by
ChatGPT-g0. However, the film's release was canceled within 24 hours of its trailer being
published due to concerns about its implications for the future. The film tells the story of
a famous screenwriter who encounters a highly advanced Al and soon realizes that the
Al can perform all of his tasks, even excelling in areas requiring empathy and
understanding of human emotions, potentially surpassing the writer (Medyascope, 2024,
June 20).

Another study by Ali Ozgiir Glirsoy and Serkan Savk (2024) titled "From scribe writer to
commanding writer: A case study of authorship, authenticity and creativity in the light
of the use of Al in script writing” focuses on how Al can be used in creative processes. In
the research conducted on a specific universe, it was argued that Al plays an inspiring
role in creative fields such as art, music and literature, can accelerate the creative process
by providing artists with new ideas, and brings innovative approaches to traditional
creative practices. In the research, it is stated that the biggest concern about the
development of Al is the blurring of the line between original and fake. To overcome this
situation, it is stated that it is important to develop a sense of responsibility in the use of
Al in any field related to creativity. ChatGPT, one of the most popular tools in Al
technologies, operates through a Generative Pre-trained Transformer (GPT) algorithm.
It generates outputs by sequentially adding words based on prior instructions. Thus, the
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more specific the command, the more detailed and meaningful the output. Additionally,
to properly frame a request, it helps to begin by instructing the AI on how to behave. For
instance, commands such as “Act as an engineer” or "I want you to behave like a
screenwriter” can initiate the process. Following these guidelines and providing the
correct commands increases the potential for using Al as part of the creative process in
producing artistic Works (Medyascope, 2024, June 20). Considering that screenplays
follow a mathematical, non-literary format, Al's success in this field is highly foreseeable.

Can ChatGPT, when instructed to behave like a screenwriter, contribute to artistic
production to the point of surpassing human creativity, as depicted in The Last
Screenwriter? Should the commands given to Al-written scripts be evaluated in the
context of creativity debates in art? Could these new production methods spread across
all areas of contemporary art? The research conducted within this study aims to explore
these pressing questions.

Methodology

This study is designed based on the fundamental qualitative research paradigm
(Merriam, 2018, p. 22) to understand how ten industry professionals, consulted for their
perspectives on the increasing prevalence of Al interpret and position this technology
within their respective fields. The research employs data obtained from the scriptwriting
process supported by Al as well as the semi-structured interview technique (Patton,
2015), which is widely used in social sciences. In this context, the approaches, thoughts,
and biases of experienced professionals in the cinema industry regarding the topic are
examined. For data analysis, an interpretive analysis method based on the participants’
statements was preferred. Participants were informed in advance that the interviews
would be recorded, and to ensure data security, these recordings were destroyed after
the completion of the study.

The research population consists of cinema professionals involved in scriptwriting and
based in Turkey. The participants include the technical team responsible for
scriptwriting. Since the study is based on interviews with 10 cinema professionals, the
findings may not represent the views of all cinema professionals. Moreover, the multi-
layered nature of contemporary art implies that the analyses are open to subjective
interpretation.

The interview questions focused on two short film treatments (script summaries). One
of the treatments is Early Feelings, an award-winning treatment by Nurlan Hasanli, which
has been featured in several international film festivals such as the Istanbul Film Festival's
Meetings on the Bridge Short Film Workshop, the Azerbaijan Film Agency’s Competition
winner for Production Support, the Azerbaijanfilm Studio’s Debut Films Competition, and the
Sarajevo Talents Script Station Module. Hasanli's permission and approval were obtained
for the use of this treatment in the study. The second treatment was written with the
assistance of ChatGPT, imitating the narrative structure of the first treatment. In this
process, the researchers continuously provided precise prompts to push the Al beyond
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its average knowledge about treatments. It was observed that, while Al technically knows
how to write a treatment, it could only create details for comparison when properly
guided by humans.

The study was started by asking the Al the question "Can you write me a treatment?”
Afterwards, some details were given about the requested treatment. These details
included the written language, length, number of characters, ages, genders, relationships
between characters, events experienced by the characters, and the end of the story.
However, although these explanations were made to the Al the treatment that had to be
written in the form of a plain text was written separately in the context of the specified
details. The Al was asked not to see the written text as a theme, not to separate it, and to
combine all the details to create a meaningful text. This process took quite a long time.
After a few corrections, a treatment suitable for the traditional treatment model
emerged, but this time, semantic problems were experienced at certain points in the
story. These problems were stated one by one in sentences and alternatives were
requested. In addition, Al support was received regarding the name of the treatment.
During the name determination process, the Al was given commands about which points
of the story to focus on and suggest names. During this entire process, a very long study
was carried out with the Al (approximately 6-7 hours). As a result, the final version sent
to the participants was obtained.

Profession Age
Participant 1 Director 45
Participant 2 Screenwriter 37
Participant 3 Director 45
Participant 4 Assistant Director 32
Participant 5 Producer 28
Participant 6 Assistant Director 29
Participant 7 Producer/Director 40
Participant 8 Assistant Director 37
Participant 9 Director 61
Participant 10 Screenwriter 43

Table 1. The participants profile

A purposive sampling method (Etikan, Musa & Alkassim, 2016, p. 3-4) was used to choose
the participants. An initial population was created, and interviews were conducted with
the ten most suitable participants. During preliminary discussions, general information
about the participants, such as their profession, professional experience, and age, was
collected. It was also emphasized that the participants should read both short film
treatments before the main interview. After signing the informed consent form, ten
interviews were conducted using the semi-structured questions outlined below, which
were designed to explore how filmmakers, directors, and screenwriters perceive the
relationship between Al and cinema, as well as Al and art.

The study titled "A Research on the Limits of Digital Creativity in the Context of
Contemporary Art and Cinema”, reviewed by the Ethics Committee of Istanbul Nisantas:
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University, was evaluated at the ethics committee meeting dated 22/08/2024 with
number 2024/08. It was unanimously decided that our research is ethically appropriate.

The questions

e Ifyou were to work with one of the two treatments, which one would you choose
and why? What aspects of the chosen treatment affected you the most?

This question aims to identify the participants’ preferences and the reasons behind those
preferences, revealing how the differences between Al-generated and human-created
content are perceived in practical terms. It also seeks to gather data on the potential
advantages and disadvantages of Al-generated content in the creative process by
examining which features of the treatment influenced the participants.

e What are your reasons for not choosing the other treatment?

The first two questions avoided direct references to Al to see if participants would
naturally mention AI when comparing the treatments. The shortcomings and
weaknesses identified in the treatment not chosen point to the limitations Al may face in
the creative process.

e One of these treatments was written with Al assistance. Which do you think it is,
and what are your thoughts on Al-assisted scriptwriting?

This question explores the participants’ ability to distinguish between Al-generated and
human-written texts. It also aims to understand their general attitudes and potential
biases toward Al in creative processes.

e Based on this interview, what are your thoughts on the use of Al in not just film
production but also in the broader field of contemporary art?

This question seeks to capture the participants’ perspectives on the broader impact of Al
on creative industries, going beyond film production to explore how Al might play a role
in various areas of contemporary art.

Findings and discussion

When analyzing the responses to the first question posed to participants, it was observed
that both treatments were chosen for different reasons. Six out of the ten participants
preferred the treatment produced with the support of Al, while four preferred the one
written by a screenwriter. The reasons for choosing the Al-supported treatment included
statements such as it being more “realistic”, easier to “shoot”, or written more “correctly”.
On the other hand, some participants found the screenwriter's script to be more
"realistic” and "accurate”, while others described it as “deep” and more “impactful”. The
findings regarding the first question are as follows:

Participant 1 Field of hearts (Al)
Participant 2 Early feelings (screenwriter)
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Participant 3 Field of hearts (Al)
Participant 4 Early feelings (screenwriter)
Participant 5 Early feelings (screenwriter)
Participant 6 Early feelings (screenwriter)
Participant 7 Field of hearts (Al)
Participant 8 Field of hearts (Al)
Participant 9 Field of hearts (Al)
Participant 10 Field of hearts (Al)

Table 2. Treatments chosen by the participants

It does not appear that the information about which treatments the participants followed
and the parts of their titles in the cinema industry were kept in the treatment. For
example, While he preferred the script written with Al support by a screenwriter, he
chose the treatment written by the other screenwriter. However, it should be noted that
this person’s “success” criteria for receiving one of the two treatments were also
different. The "good” nature of a treatment varies for almost everyone. This situation
reveals that the scenario stage, which is one of the eyes of cinema, has a very subjective
side, even though it is accepted that it is a form of mathematics. Personal experiences
and expectations indicate the desirability of a story. Additionally, it has been observed
that when choosing one of the two treatments, the theme, characters and story structure
are generally followed. Whether or not the “technical” spelling of the treatments is
correct is secondary.

Once the treatments were selected, the second question revealed participants’
expectations from a treatment. Their reasons for choosing or not choosing one of the two
treatments—produced by either Al or a screenwriter—highlighted the points of
divergence between the texts. For example, Participant 1 chose not to select Early
Feelings because they noticed some “gaps” in the story, with unresolved events and
unnecessary details. In contrast, Participant 2 criticized Field of Hearts for being written
in a very “textbook-like” manner, pointing out “predictable situations” and a
"preoccupation with delivering a message” in the plot, even suggesting that the
treatment might have been written by Al Participant 3, however, did not choose Early
Feelings because of the unclear message, while Participant 4 rejected Field of Hearts for
resembling mainstream cinema, filled with elements that were “too familiar”. Similar
criticisms were raised by Participant 5, who felt that the story in Field of Hearts was too
scattered, unlike the well-timed conflicts in Early Feelings. Participant 6 cited the lack of
challenging narrative elements in Field of Hearts as the reason for not choosing it.
Conversely, Participant 7 preferred not to select Early Feelings because it was more
difficult to film. Participant 8 found the two treatments quite similar but ultimately chose
Early Feelings for being technically superior in terms of detail, plot, and characters.
Participant 9 preferred the gentler narrative of Field of Hearts and was disturbed by the
violent elements in Early Feelings. Lastly, Participant 10 favored Field of Hearts for its
clearer characters, plot, and message, while finding Early Feelings confusing and needing
to reread parts of it.

When the answers given to this question in general are examined, we determined before
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the interview; "The shortcomings and weaknesses identified by the participants through
the treatment they did not prefer also point to the limitations that Al may encounter in
creativity”. It turned out that our hypothesis had shortcomings. Namely, none of those
who chose the treatment written by Al highlighted a problem with creativity. On the
contrary, the two treatments were generally found close to each other. The deficiencies
and weaknesses identified in this treatment are generally some details such as writing
language, character structure and points of conflict. Therefore, Al has not had the chance
to determine the limits it may encounter in creativity.

In the third question, participants were informed that one of the treatments had been
written with the help of Al and were asked to speculate which one it was. Some
participants correctly identified the Al-written treatment based on different
justifications, while others could not. In connection to this, participants were also asked
for their thoughts on using Al to write scripts. Participant 1 expressed skepticism about
Al's ability to create something original, given that Al operates under the control of major
corporations and is fed by mainstream culture. While acknowledging that Al might be
suitable for works of popular culture, they suggested that Al might evolve to be used for
more specialized projects in the future. Despite this, Participant 1 preferred working with
the Al-written treatment, finding some aspects of it better than the alternative.

Participant 2 echoed Participant 1's concerns, emphasizing the algorithm's tendency to
produce average results and the current impossibility of Al writing a truly original script.
However, they acknowledged the potential use of Al in supporting tasks such as choosing
between variations or improving a text. As a screenwriting expert, Participant 2 correctly
identified the Al-written treatment early on, citing “lacking emotional transitions” as a
clue that it might have been Al-generated.

Participant 3, who had preferred the Al-written treatment, highlighted the challenges Al
faces in producing films, particularly regarding messages, asserting that Al-generated
scripts lacked clarity and had problematic dramatic structures. They also believed Al
might be useful in future scriptwriting for traditional films but not for art films.
Participant 4, who correctly guessed the Al-written treatment, remarked that while it
was difficult to identify which treatment was Al-written, both were written with precise
logic and contained depth and detail. Although initially opposed to Al-generated scripts,
Participant 4 acknowledged through the study that it might not be impossible but still
expressed personal reservations about its use.

Participant 5, who believed Early Feelings had been written by Al, suggested that Al could
be beneficial for certain tasks but expressed unease about the unclear boundaries
between Al-assisted and fully Al-generated content. They stressed the importance of
clearly defining Al's role in creativity, cautioning against its use if it played a significant
role in the creative process. Although Participant 5 was relieved that their preferred
script was not Al-written, they remained concerned about Al's potential role in the field.

Participant 6, who accurately identified the scenario written by Al noted that based on
their previous experiences in Al-assisted screenwriting, Al tends to focus more on the
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flow of events. In contrast, they felt that Early Feelings conveyed emotions more
effectively. The participant, who uses Al in both their professional work and academic
projects, emphasized that they view Al as a helpful tool in developing ideas, particularly
when creativity hits a roadblock. While humans might sometimes overlook superficial
details when focused on emotional aspects, collaborating with Al in such moments
doesn't pose a problem. However, they were uncertain whether Al could fully replace the
human touch in artistic creations, arguing that while art remains an art, even with Al
support, it is unclear whether Al can convey truly human emotions. Referring to Early
Feelings, they stated that the scene where the character scratches the wall out of shyness
is an emotional nuance that Al could not write on its own, arguing that instructing Al to
generate such a scene is not fundamentally different from typing it on a typewriter.

Participant 7, who also correctly guessed that Al wrote Field of Hearts due to its
structural clarity and correctness, was not surprised by Al's ability to execute flawless
formats. Al is, after all, designed to perform tasks within a specific framework perfectly.
This participant pointed out that everyone, including themselves, has at some point been
curious about Al's potential in artistic production, trying it out and engaging in
discussions about it. They observed that while Al still relies on clichés and is far from
generating truly original content, it does excel at adhering to format and structure, as
evidenced in this comparison. In their view, Al is currently unsuitable for creating
original ideas but fills a crucial role in performing mundane tasks, freeing up time for
creative endeavors. They also described Al as a helpful “friend” with whom one can
exchange ideas, though Al remains limited in its current capacity to generate truly
original art.

Participant 8, who preferred to work with Field of Hearts, suspected that this screenplay
was Al-generated due to its clarity, coherence, and improved character analysis. Despite
having no prior experience with Al-assisted screenwriting, they remarked that modern
filmmaking itself raises questions about the nature of cinema. Given that sound, images,
and other elements are now often crafted with Al support, they found it unsurprising
that Al could be used in screenwriting or other creative fields. In Field of Hearts, they
found no technical issues in emotional conveyance and noted that without being told,
they would not have guessed that the screenplay was written by Al. Nevertheless, they
emphasized that in artistic creation, the ability to evoke emotions remains a uniquely
human capability, and while Al may be technically flawless, it still lacks the essential
"human touch" necessary for true artistic expression.

Participant 9, who expressed a preference for Field of Hearts due to its gentler, more
human qualities, incorrectly guessed that Early Feelings was Al-written. They admitted
feeling uneasy about the possibility that the screenplay they wished to work on could
have been Al-generated. They recalled that Al-assisted screenwriting was not a new
phenomenon, noting that around 15 years ago, programs in the U.S. and the U.K. were
capable of producing award-winning screenplays based on specific input data. Despite
this, they expressed discomfort with being part of an Al-driven project, believing that Al
cannot create anything truly original.
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Participant 10, who chose Field of Hearts because they found it more coherent, assumed
that Early Feelings was the Al-generated screenplay. They had recently used Al for
various tasks and felt that, while Al's limitations in emotional expression make it
premature for artistic use, its rapid advancement suggests that its ability to convey
human emotion could soon improve. This participant noted that Al's progress might
eventually bridge the gap, allowing Al to be used in artistic fields where human emotion
is essential. Considering the answers given, it can be said that the idea of writing scripts
with the support of Al has not yet been clearly adopted among industry professionals.
However, it has been understood that they can evaluate this when they encounter new
projects where Al is used more intensively. It has been observed that the majority of them
use Al support in their different jobs in the sector, they are not prejudiced against this
use, but they are abstaining when it comes to the presence of Al support in cinema as
"art”. The reason for this is the judgment that Al cannot create an original story because
it compiles ready-made information on the internet. Most industry employees consider
the production of Al through imitation normal, but they predict that it still has many
deficiencies when it comes to the art dimension, and that these deficiencies can never be
eliminated. The reason for this is the existence of the “thinking” ability that distinguishes
the human brain from Al. Accordingly, humans think and Al imitates what is thought.

Regarding the broader question of Al in contemporary art, Participant 1 argued that Al is
not yet mature enough to be used in deep, meaningful artistic work, but that it could
certainly be useful in average, mainstream projects in both cinema and other fields.
Participant 2, while lacking specific knowledge of contemporary art, suggested that the
same concerns about Al's superficiality in creativity apply across different artistic
disciplines. They speculated that Al would continue to produce shallow work unless its
learning modules and processes evolve significantly, which they do not currently
anticipate. Participant 3 highlighted Al's growing influence in visual arts, particularly in
digital art, noting that Al's extensive databases enable it to access vast amounts of
information that individual artists cannot. While recognizing Al's growing prominence,
they also warned of its potential to become a “scary artist” due to its vast capabilities.

Participant 4 was not opposed to Al being used as a learning tool in the arts, emphasizing
that as long as the creative direction remains with the human artist, AI can enhance
productivity and expand creative horizons. They argued that Al in artistic production
should be seen as a practical tool that frees up time for creativity rather than a threat to
the uniqueness of the artist's touch. Participant 5, on the other hand, stressed the
importance of defining clear boundaries around Al's role in artistic creation. They
believed that while Al can assist with technical details, using Al to produce artistic
outcomes raises ethical concerns about originality.

It seems that the answers given to this last question about the relationship between Al
and contemporary art are parallel to the hesitant approaches to Al support at the
scenario writing stage. Although the development of digital technologies and
innovations such as virtual reality applications included in contemporary art works have
paved the way for a "new"” understanding of art, the idea of the production and creation
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part being done by a structure other than the human element in every field of
contemporary art is known to be interested in art, at least in the short term. cannot be
predicted by individuals. While younger participants generally agreed that the
effectiveness of Al will increase in the field of cinema and contemporary art, professionals
with high experience in the sector but who have adopted more traditional methods
adopted the view of imposing limitations on Al.

In summary, the discussions reveal a wide spectrum of views on Al's role in artistic
production, ranging from those who see Al as a useful tool to others who are cautious
about its implications for creativity. Out of the ten participants, six expressed a
preference for working on the screenplay written with Al assistance.

Conclusion

From the earliest examples of art to the present day, one of its most defining
characteristics has undoubtedly been the reflection of human emotions and thoughts
about nature, often through imitation. In art produced by human hands, realism has
sometimes been the marker of a work's significance, while at other times, originality and
unconventionality have made a work stand out. The common thread through all of these
processes has been the form, aura, singularity, and inherent imperfections that make a
work of art unique. Today, however, with the advent of advanced technology and Al, the
"imperfection” that lends uniqueness to art is being eliminated, and what remains is the
output that Al produces based on what is deemed “correct”. This marks a critical
distinction between art created by humans and that created with the assistance of Al,
which raises fundamental debates about authenticity in art.

The study reveals that some biases persist regarding the use of Al in both cinema and
other areas of contemporary art. These biases largely stem from the belief that the
introduction of a mechanical system into the artistic process risks rendering the output
mundane. However, it is evident that Al, when properly guided and given the right
instructions, can produce results that closely resemble works made by human hands.
This was especially evident when most participants expressed surprise upon learning
that one of the two treatments had been written with Al assistance. Even some
participants who initially held more critical views on Al found the Al-generated
treatment to be superior.

One of the most significant findings from the research is that writing a script draft with
Al support is not as simple as it might seem; the person guiding the Al plays a crucial
role. It becomes apparent that learning to work with Al in artistic creation is essential,
not just in terms of technical know-how but also in shaping the work according to the
artist's vision. Much like a sculptor meticulously chiseling a raw stone to create a figure,
producing an Al-assisted work of art requires detailed design and a thoughtful process.

Just as each work of art is unique, so too are people's expectations and emotional
responses to art. The research suggests that each participant had different expectations
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of what a cinematic text should convey. This diversity of expectations extends to all areas
of contemporary art, indicating that Al-generated, uniform works may fail to satisfy the
varied tastes and emotional responses of individuals. Therefore, Al's contribution to
contemporary art remains, for now, uncertain and ambiguous. Nonetheless, Al has clear
potential to facilitate certain aspects of the artist's work, and as society’s skepticism
towards the relationship between art and technology diminishes, Al's role may become
more prevalent.

In conclusion, this research demonstrates that Al support can, in some respects, become
a part of the artistic creation process and that it is possible to approach the form
produced by human hands quite closely. However, the success of this integration
depends on the careful direction and creative input from humans, especially in ensuring
that art retains the singularity and emotional depth that distinguish it from mechanized
outputs.
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