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Message from the Editor

Greetings Dear readers of TOJDAC,

TOJDAC is appeared on your screen now as Volume 2, Issue: 2. In this first issue it is
published 18 articles from 22 authors.

TOJDAC is a member of the Publishers International Linking Association (PILA) and has
been indexed by CrossRef. All the other publications of TOJDAC and papers published in
TOJDAC have a Digital Online Identifier (DOI). DOI is a multi-access and numbering
system which allows easy access to online publications. In a nutshell, all you need is to
“analyze” the DOI number of any numbered online book, paper, essay or any content within
these publications (such as a photograph, a graphic chart etc.) All you need to do is enter the
DOI number to the analytical search engine at http://dx.doi.org/. Online content will appear
on your computer without you having to enter any other information or know any other
website. Today many online journal articles have a DOI number.

In TOJDAC’s new issue, a compilation of articles on “New Media” have been put together.
This term which is a new trend in nowadays has been molded according to the needs of the
digial age. Is there such a thing as “old media”? What are the differences, if any, between
the “old” and the “new”? What are the advantages and disadvantages? These questions
automatically pop into the mind no doubt. This issue of TOJDAC searches for the answers
to these questions, as it opens a platform for discussion. In this issue, new media which is
digital is scutinized (film, internet, photography, social networks etc.) with works relating to
individualism, technology, image, film, advertisement and design. The articles which are
informative and multifaceted can be found in the latest issue of TOJDAC.

Dear readers, you can receive further information and send your recommendations and
remarks, or submit articles for consideration, please contact TOJDAC Secretariat at the
below address or e-mail us to info@tojdac.org

Hope to stay in touch and meeting in our next Issue, 1* of July 2012
Cordially,

Editor

Prof. Dr. Biilent Kiiglikerdogan

Istanbul Kiiltiir University Atakéy Campus 34156-istanbul TURKEY
Tel: +90 212 4984100 ext. 4148 or 4574,

Emails: b.kucukerdogan@iku.edu.tr

URL: http://www.tojdac.org
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A NEW FILM LANGUAGE: “AMATEUR VIDEO”

H. Hale KUNUCEN
Baskent Universitesi, {letisim Fakiiltesi, Ankara
kunucen@baskent.edu.tr

Kagan OLGUNTURK
Bilkent Universitesi, Giizel Sanatlar, Tasarim ve Mimarlik Fakiiltesi, Ankara
kagan@bilkent.edu.tr

ABSTRACT

Film making has been a very expensive hobby for ameteurs from the day it was discovered.
Also it has not been taken as a professional tool for years. Especially after Griffth’s
approaches on camera movements, camera angles, framing techniques such as medium shot
or close-up. The quality level of filmmaking between amateurs and professionals has been
highly spread. Today, by the help of new technologies these two fields got closer. Now we
can make near-professional films by using amateur equipments; we can edit them at our home
computer, we can even prepare some music at home by using the help of some softwares.
Also we can freely share it by using websites such as Youtube, Vimeo or some others. So for
amateurs its not only easy and cheap to produce a film but also it is easy and cheap to
distribute it. The number of amateur movies produced today are much more then professional
movies. The enormous number of amateur productions also affected the audience and created
“a new way” of story telling like shaked camera movements, deficient lighting, grainy look.
This way of story telling first was discomforting and disorienting for the audience, but later
they got used to it. This also affected the professionals: lots of production firms started to
make professional films which used ‘amateur way’ of story telling. This study intends to
discuss this new way of telling a story and implications associated with this new approach.
The discussion will focus on three selected professional films using this new approach,
namely “District 9” (2009), “Cloverfield” (2008) and “Paranormal Activity” (2007). These
films use jump-cuts, deficient lighting and grainy pictures, contrasting strongly with
traditional way of story telling. Thus, the study will explore the important points of using
editing applications, lighting, image composition and camera movements with their
relationship to the existing cinematography, trying to find an explanation to this new
perception of reality in digitalization.

Keywords: The elements of cinema, language of traditional cinema, Amateur video, Digital
moviemaking.

1. INTRODUCTION

Filmmaking has been a very expensive hobby for amateurs from the day it was discovered.
Also it has not been taken as a profession for years, until D.W. Griffth’s approaches on
camera movements, editing, camera angles and framing techniques such as medium shot or
close-up. The quality level of film making between amateurs and professionals has been
highly spread. Today, by the help of new technologies these two fields got closer. Now we
can make near-professional films by using amateur equipments: we can edit them at our home
computer, we can even prepare some music at home by using the help of some softwares.
Also we can freely share it by using websites such as Youtube, Vimeo or some others. So, for
amateurs it is not only easy and cheap to produce a film, but also it is easy and cheap to
distribute it. The number of amateur movies produced today is much higher than the number
of professional movies. The enormous number of amateur productions also affected the
audience and created “a new way” of story telling like shaky camera movements, deficient
lighting and grainy look. This way of story telling first was discomforting and disorienting for
the audience, but later they got used to it. This also affected the professionals; lots of
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production firms started to make professional films, which used ‘amateur way’ of story
telling.

2. CLASSICAL NARRATIVE

Classical narrative is based on continuity editing. In continuity editing the cuts should not
take the attention of audience, that’s why best cut was used to be the invisible cut where film
editing was also called the invisible art. To construct a lucid continuity the first aim is to find
a way to make a smooth cut. Making a smooth cut means cutting two neighbor frames in a
way that the cut should not take unnecessary attention (1). Especially, the word
“seamlessness” has become a popular term in effective film editing. An invisible cut is the
first goal of a director or an editor. It is not easy to describe the appropriate cut point but the
audience definitely understands when it is inappropriate. Filmmakers call these inappropriate

LRI

cuts “jump-cuts” and the director must take care of “matching action”, “matched framing”,

LT3

“screen direction”, “similar setting” and “tone, rhythm and pace” (2).

2.1 Matching action
If a man is shot when walking into a room and if we see him sat on a chair the other frame
that cut would definitely take attention and the illusion of continuity will be broken (3). That’s
why the director should show the man while sitting down for not letting his audience to be
interrupted by the cut.

2.2 Matched framing, similar setting, screen direction

Cutting someone from long shot to a mid-shot, the director should think about how to frame
his actor. Cutting from long shot of a man to another long shot of the same character would be
noticeable because the visual information would not be changing enough. Cutting the
neighbor framings would not be enough as the director should choose from long shot to
medium, close up to get enough change in the visual information. Another thing that should
not be forgotten is to change the position of the camera to at least 30 degrees. That’s how we
can change the visual information in the background (4). The light and color should not
change in between shots for continuity editing. The exposure and the color temperature for
each shot should be similar. Also, the screen direction is very important for continuity editing.
The character should move to the same direction in each shot unless he changes his walking
direction, and even if he changes his direction the change should be shown to the viewer. If a
director shoots a film b using a classical narrative style he or she should take the topics which
were told above into considration. The purpose of classical narrative is to create and
emotinoal reaction on the audience when its first screening. Thats why the viewer should
forget that he or she is watching a film. When ever there is a noticable cut it will not be easy
to create the desired emotinal reaction.

3. “ANEW WAY” OF STORY TELLING

From the director’s point of view there seems like having two main problems; first one is the
reason for using amateur video look in a professionally produced film. The second one is to
legalize the usage of amateurish camera movements and editing. Before answering these
questions we should discuss what the principles of amateur approach are. As most filmmakers
know, classical narrative is based on continuity editing. One of the most important purposes
of using continuity editing is to convert real time into screen time without distracting the
audience or confusing them (3). That’s why the audience will be seeing fragments from a
scene but still will not lose the illusion of continuity. By the help of continuity editing the
viewer can feel emotionally connected to the main character, then he would feel the tension
and in the end of the film the director will be able to get the emotional reaction from the
viewer. The main purpose of filmmaking, which uses classical narrative, is to get an
emotional reaction from the audience not a critical one.

Copyright © The Turkish Online Journal of Design, Art and Communication 2
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3.1 Why and how filmmakers use this approach

As mentioned before the first problem is the reason to use this new approach. Amateurs most
likely shoot the way they like. Very few of them have the knowledge about composition,
lighting, and basic cinematography. The word “amateur” comes from the word “love” and
that’s why most of them are so passionate about their works. Especially during the screening
the most important advantage of this way of story telling is that it creates the atmosphere of
reality. When the audience sees this type of movies, the belief in reality occurs naturally.
There seems to be a big contradiction between two different ways of story telling. In
continuity editing the purpose is to create the illusion of reality but with this new approach,
which does not give importance to “match cutting”, similar framing or similar setting creating
this reality feeling seems very easy. That’s why filmmakers especially the ones making
horror, fantastic or science fiction movies are starting to use this approach to give the feeling
of reality to their audience.

3.2 Digitalization

The feeling of reality is coming from the similarity between amateur works, which are being
shared in video sharing web-sites such as Youtube or Vimeo and the professional works which
look like them. In 1995, Sony and Panasonic both came out with a component %4 inch digital
formats designed to be used by both professional and consumers (5). (Mini DV and DVCAM
from Sony and DVC-pro from Panasonic) This format was able to record excellent
component digital image on a very small tape and the DV cameras were highly compatible
with fire-wire connections. Most computers used for video editing have a fire-wire port or one
can be easily fitted. Fire-wire connection is also called IEEE 1394 or i-link. A fire-wire cable
is able to carry video signal, time-code, and deck control information easily. (Figure 1)

Figure 1. Fire-wire port
http://www.mycomputerclub.com/reference-cables-guide.html

The original fire-wire port was also called fire-wire 400, which was able to carry 400 Mbps.
Today most computers are equipped with fire-wire 800 ports, which are able to carry 800
Mbps. By the help of this port, the amateurs are able to produce movies with much cheaper
budgets. They can easily shoot their films and easily capture their footage to their home
computers and edit them easily. Then they can export their films in any format they like and
can share them on the Internet. Digitalization is even easier these days by the help of
technology. Most video cameras are recording on SD cards. There are even some Digital
photo cameras able to record high definition videos. By using the SD card technology, the
filmmakers can easily use a card reader and can import or transfer their footage to their
computers easily. While capturing from DV or HDV tape, capture time was the main
problem. If you have a one-hour tape then the capture was taking one hour time. But with the
card technology its much faster. That’s why the amateurs can easily import their footage, edit
it and export it to a certain media (1). Today almost all amateur video cameras and even new
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generation DSLR photo cameras are equipped with the card technology. There are several
types of recording cards such as SD , P2, XD vs. All these card formats works with more or
less the same system. Codec becomes an important term for video technology. Codec is short
of two words Compress/Decompress. Video cameras compresses the footage to be able to
record on a card. Then to be able to edit it the filmmaker should decompress the files. For
example 10:1 compression ratio means 1GB clip can be reduced to 100MB by using the
particular compression. There are two types of compressions lossy and lossless. The lossless
compression means what you put is exactly what you get out. In lossy codecs you lose some
image, video or audio information. But in lossy codecs the good compressions are good at
balancing the quality, data rate, file size, color depth and fluid motion (6). Most popular
codecs today are H.264, AVCHD and AVClIntra. Almost all video editing softwares are
compatible for these codecs.

The lack of information about classical narrative in those films prevent them from telling a
story in a fluid way. There usually are several jump-cuts and mis-matching frames. After
being watched by a huge audience those jumps cuts and mis-matching framing started to add
some reality to those films. As every individual can easily produce similar films at home by
himself, the feeling of reality is added to those amateur films. Then the latter problem occurs,
the legalization of using this approach. In this study we are using one sample from each genre
to discuss this. The film “Paranormal Activity” as a sample of horror films. “Cloverfield” as
a sample of fantastic films and “District 9 as a sample of science fiction films. Legalization
of using this approach occurs in different ways within each film.

4. SAMPLES FOR NEW WAY OF STORY TELLING

4.1 The case of Paranormal Activity

—y

HAT HAPPENS WHEN YOU SLEEY?

DON'T SXE IT ALONE

Figure 2. The poster of Paranormal Activity.
http://www.imdb.com/title/tt1179904/

The film Paranormal Activity is about a young, middle class couple who moves into a
suburban 'starter' tract house. They become increasingly disturbed by a presence that may or
may not be somehow demonic which is mostly active in the middle of the night (7). (Figure2)

Copyright © The Turkish Online Journal of Design, Art and Communication 4
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Figure 3. Still from Paranormal Activity.
http://kalafudra.wordpress.com/2011/02/12/paranormal-activity-2007/

In Paranormal Activity the film starts with a text saying: Paramount would like to thank to
families of Micah Sloat and Katie Featherston and the San Diego Police Department. Instead
of opening credits, by the help of this text, the filmmaker prepares the audience to an amateur
approach. Starting from the first scene, the audience starts to see a shooting of an amateur,
shaking camera. Also this shooting is more like an amateur testing the camera features. Then
with the second scene, by the help of a mirror, we see the cameraman shooting himself.
Normally with a classical narrative, which uses continuity editing style, we don’t see this type
of camera movement; unbalanced color temperature and a grainy look because of low light
intensity. Also the cameraman uses the top light of the camera, which erases all shadows and
makes a two dimensional look at the picture.(Figure 3) Almost all professional
cinematographers know that front light causes this defect and they don’t prefer to use that
angle as a key light. Also because of inverse square rule the light intensity drops so fast at the
image, the areas away from the camera look underexposed. The duration of the first shot is 1
minute 23 seconds, which is a pretty long time to control the pace. At the first cut, we cut
from the medium shot of a woman who arrives at home to medium cut of the same women
inside the house. This cut can be a good example to jump cut. The film looks like
documenting supernatural incidents and the camera usage is like only documenting those
incidents. During the movie there is almost no transition in between shots. Both the scenes,
which have been shot by the actors and the scenes which were documenting the incidents are
very similar to each other. Mostly these shots are point of view shots and these shots give the
impression of an “amateur video”. The story of the film was mostly made from the
conversations of the young couple, and being followed by the “thing” during the day and
night. Besides these actions, the audience can’t see any living actions of the couple. That’s
why the way of using the film language makes the film interesting. Although this type of
narrative is very different than classical narrative, the film was accepted as, successful by its
audience. This way of story telling reminds most of them their past experiences with their
consumer video cameras. This feeling increased their attention more and added up more
reality to this horror movie. According to the Internet Movie Database (IMBD) the film's cost
was 15,000 USD and made a worldwide gross of approximately 194,000,000 USD (7).
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4.2 The case of District 9

PETER JACKSON

DISTRIGTS

AUGUST 14 ot

Figure 4. The poster of District 9
http://en.wikipedia.org/wiki/District 9

The storyline which was written by Kenneth Chrisholm explains the movie as: “In 1982, a
massive star ship bearing an alien population, nicknamed "The Prawns", appeared over
Johannesburg, South Africa. Twenty-eight years later, the initial welcome by the human
population has faded. The refugee camp where the aliens were located has deteriorated into a
militarized ghetto called District 9, where they are confined and exploited in squalor. In 2010,
the munitions corporation, Multi-National United, is contracted to forcibly evict the
population with operative Wikus van der Merwe in charge. In this operation, Wikus is
exposed to a strange alien chemical and must rely on the help of his only two new 'Prawn’
friends” (8). (Figure 4)

http://ozgurilgin.wordpress.com/2010/02/21/yasak-bolge-9-district-9-2008/

The movie District 9 is quite different. Unlike Paranormal Activity, the film starts as a
professional production and in the first scene we see the main character Vikus Van de Merwe
seem like getting prepared for a TV interview. In the first shot we see an inappropriate
zooming, which is done to find the right composition, in this case for the television interview.
Also we see him trying to attach the microphone to his sweater while talking to the
cameraman. In the first shot, he is shot at medium shot, the second one is medium close-up,
third one is close-up, and then the fourth one is medium shot again. The camera position is the
same in each shot. Actually these first four scenes are good examples to show jump cutting.
He seems like getting bigger and smaller in the frame without the background being changed.
In the fourth one the interview starts. Later during the film there is a cameraman assigned to
document the evacuation of aliens from the camp they live in. (Figure 5) Although the film is
closer to classical narrative than the other two samples, the shots, which are being screened all
during the film, makes the film look like a semi-documentary. Those shots are like being
recorded years ago and also they are being used as a reference. We also see lots of shaky
camera movements and jump cuts till the end of the movie. The movie has an interesting story
and very high quality cinematography. The way of visualization and especially the way of
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using digitalization are highly impressive. District 9 is an expensive production compared to
Paranormal Activity. The total cost was 30,000,000 USD but the total worldwide gross was
115,500,000 USD (8).

4.3 The case of Cloverfield

SOME THING HAS FOUND!

CLOVERFIELD
Figure 6. The poster of Cloverfield.
http://www.imdb.com/title/tt1060277/

The storyline which was written by Pip Carlson explains the movie as follows: “Cloverfield
follows five New Yorkers from the perspective of a hand-held video camera. The movie is
exactly the length of a DV Tape and a sub-plot is established by showing bits and pieces of
video previously recorded on the tape that is being recorded over. The movie starts as a
monster of unknown origin destroys a building. As they go to investigate, parts of the
building and the head of the Statue of Liberty come raining down. The movie follows their
adventure trying to escape and save a friend, a love interest of the main character” (9). (Figure
6)

Figure 7. Still from Cloverfield.
http://moralpremise.blogspot.com/2010/10/cloverfield-in-pursuit-of-those-we-care.html

The film Cloverfield starts in a similar way to the movie Paranormal Activity. The opening
credits inform us about the movie production soothe where audience already knows that it is a
professional production. The film Cloverfield seems like being professionally produced. Just
after the opening credits we see a color bar in the frame and we also see the time-code
running at the bottom of the frame, which does not look professional. By the help of the
written texts on the screen we are informed about the camera being somewhere in the Central
Park. The image fades out. With the fade in, the time-code, which is running at the bottom of
the page, disappears. This time at the left bottom of the frame we see the date stamp, which is
only a feature for amateur cameras. Also the first image is underexposed and not color
balanced. The person who carries the camera is shaking the camera while carrying it.
Duration of the first shot is about a minute long which is quite long for a movie. During this
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shot, a male voice who seem like the person recording the footage, gives us information about
the time and the place. During the cuts, matching almost never takes place. All during the
film sometimes the actors are looking at the camera and talking. Besides that, some other
times the camera seems like a candid camera intruding peoples’ personal lives. The audience
also hears the ambience noise like it is recorded by the camera microphones. The camera
microphones are usually omni directional and record all the sounds equally. One other thing
about the camera sound feature is auto gain control. This feature finds the strongest sound in
the location and increases the recording sound levels accordingly. So when there is silence in
the scene, the auto gain control automatically increases the ambience noise sound level and
this voice becomes disturbing. Just like the other two films, in this film the camera usage is
like documenting an incident by an amateur cameraman rather then telling a story. (Figure 7)
This way of camera usage and editing seem like being accepted by the audience because
Cloverfield was produced for 25,000,000 USD and the worldwide gross was 170,000,000
USD (9).

5. CONCLUSION

The purpose of using this ‘new way’ of story telling seems to be giving the audience a feeling
of reality. That is why, the color balancing, exposure, composition, and match cutting, can be
disregarded by some filmmakers, within this new way. Still today there are two ways of story
telling in cinema; the first one is the classical narrative, which gives importance to lighting,
framing and match cutting. And the new way of story telling, which denies almost all
cinematographic elements for classical narrative. The purpose of both styles, are the same: to
create an emotional effect on their audience, but they use completely opposite ways while
telling their stories. The way of filmmaking has always been taught from the professionals to
amateurs, but lately the direction of information seems to go backwards. By the help of the
technology amateurs seem to create their own way of story telling. Instead of losing time with
continuity editing, they choose to tell their stories in a much ‘naive’ way, and this way of
story telling seems to be accepted by the audience. May be the first time in film history the
professionals started to use the same language while telling their stories. It seems like there
will be a competition between these two styles and filmmakers will use the advantages of
both film styles for a while. All three movies are good examples for the “amateur video”
style. Their production, contents and genres make them eligible for using this new style
easily. It can be seen in all three samples that horror, sci-fi and fantastic movies are more
appropriate to visualize their content in this way rather than using the classical narrative or
continuity editing. These type of movies are not produced in a traditional way of story telling
and also during the visualization of their structure, they are produced by not using the tools of
classical narrative such as classical continuity in editing, aesthetical self concern, framing,
lighting and color. Therefore, it seems like the term “amateur video” is being defined as a new
film language and this new approach is serving to the majority of movies especially with the
genres of horror, sci-fi, and fantasy.
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APPENDIX

Name of the film: “Paranormal Activity”

Production year: 2007

Country: USA

Production Company: Blumhouse Productions.

Running time: 86 min.

Director: Oren Peli

Genre: Horror

Budget: 15,000 USD

Logline: After moving into a suburban home, a couple becomes increasingly disturbed by a
nightly demonic presence.

Name of the film: “District 9”

Production year: 2009

Country: USA, New Zeland, Canada, South Africa

Production Company: TriStar Pictures, Block / Hanson, WingNut Films

Running time: 112 min.

Director: Neil Blomkamp

Genre: Action- Sci-Fi

Budget: 30,000,000 USD

Logline: An extraterrestrial race forced to live in slum-like conditions on Earth suddenly finds
a kindred spirit in a government agent who is exposed to their biotechnology.

Name of the film: “Cloverfield”

Production year: 2008

Country: USA

Production Company: Paramount Pictures, Bad Robot

Running time: 85 min.

Director: Matt Reeves

Genre: Horror, Fantasy

Budget: 25,000,000 USD

Logline: Revolves around a monster attack in New York as told from the point of view of a
small group of people.
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ABSTRACT

During the history of cinema, documentary has been in search in terms of finance,
distribution and release channels .With digital technology, non-fiction film obtains various
and free field than ever before. Making low cost, speed, easy access possible ; digital
technology , by this way makes the differences not only changing production mode of films
but also meeting style to the audience. DVD and VoD (video on demand) systems varies
vieweing platforms of consumer. Documentary films which can’t find the chance to be
released in movie theatres have the opportunity of meeting the audience through web sites
here after. So having a film (watching or purchasing a film) through internet carries
documentary beyond nation —state borders.In this notice, documentary film’s usage of web
based systems as an alternative distribution and release opportunity is going to be argued
.This system’s features such as streaming, VoD, DVD sales, information sharing will be
evaluated too. Also whether this tendency in the world will be an alternative or not in
documentary production and distribution in Turkey is going to be interrogated.

Keywords: Documentary Cinema, Distribution, Release, Video on Demand
1. GIiRiS

Dijitallesme, ikilik diizende 0 ve 1°den olusan kodlanmig goriintii ve seslerin depolanmasina,
manipiile edilmesine ve yeniden iiretimine olanak saglar. Ses, miizik, fotograf, video, yazi
gibi her tiirdeki veri, 0 ve 1’lerden olusan sayisal kodlara doniistiiriilmekte ve
telekomiinikasyon teknolojisi, internet ve yayincilik alanindaki yondesmeyle farkli noktalara
ulastirilmakta ve alicilarin kullanimina sunulmaktadir. Sinema alanindaki dijitallesmenin
sonucu olarak olusan dijital sinema kavrami, sinemanin yilizyil onceki ilk olusum haline
ozellikle de sinema endiistrisinde sesle birlikte gelisen radikal degisiklikle 70°1i yillarin
basinda gelisen dijital uygulamalar arasinda benzerlikler kurulur. Sinema endiistrisi 35mm
film {izerine kurulu geleneksel (konvansiyonel iiretim tarzinda) yapim, dagitim ve gosterim
aginda dijitallesme siirecinde yeniden yapilanmaya baslar. Giiniimiizde film dagitimi biiyiik
bir degisim gegirdigi ya da 6ldiigii sdylenen geleneksel eski stil sinema salonu dagitimi ile
internet web tabanli yeni stil arasinda bir gecis donemi olarak degerlendirilmektedir
(Finney,2010:183). Standartlasmis endiistri, yeni standart arayislari iginde degismektedir.

Bu c¢aligmada belgesel sinemanin dijitallesme sonucu internet lizerinden yakaladigi dagitim ve
gosterim olanaklari, tarihsel siire¢ icerisinde degerlendirilecektir. Calisma, belgesel sinema
icin internet lizerinden gosterimin bir alternatif oldugu savi lizerine yapilanacaktir. Bu
gercevede Once sinemada endiistrisi i¢cinde genel olarak dijitallesmenin dagitim ve gdsterim
olanaklar1 iizerinde durulacak, sonra da belgesel sinema alani agisindan bu durum
yorumlanirken &rnek incelemelere yer verilecektir. Internet {izerinden film izleme, paylasma,
indirme gibi uygulamalar “cevrimi¢i sinema” (Altun,2009:379-389) olarak da
degerlendirilmistir. Bu ¢alismada bu kavram kullanilmamis, genel olarak internet lizerinden
film dagitimi ve gosterimi tercih edilmistir. Yapim acgisindan dijitallesme bu g¢alismanin
kapsami disinda tutulmustur.
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2. DIJITALLESME VE SINEMA ENDUSTRIiSI/SEKTORU

Gilniimiizde gelencksel medya olarak degerlendirilen sinema, televizyon ve videonun medya
gelir akisimin %90’nin1 olustururken, yeni medya olarak degerlendirilen online/dijital alan
yeni firsatlar agarak hizla gelismektedir (Ulin,2010:3). Sinema endiistrisi i¢inde sektdriin
bilesenleri olarak izleyiciler, film kiralayicilar, ev-video gelirleri, online film kiralama
hizmetleri ve internet lizerinden film bedelleri olarak belirlenmistir. Giin gegtikge gelismekte
olan online film kiralama hizmetleri ve internet iizerinden film bedelleri, dijitallesmenin
sinema endiistrisi i¢indeki konumunu agik¢a gostermektedir. 2007-2012 yillar1 arasinda
interaktif pazarlamada online video oranmin %3’ten %12’ye ¢ikmast Ongdriilmektedir
(Ulrich,2010:298). Bu baglamda Yeni Sinema Isletim Deger Zinciri, (Finney,2010:16) sinema
salonu gosterimleri ve internet {izerinden video-on-demand/istege bagli video (DVD, Pay-
TV/Odemeli Televizyon, Free TV/Ucretsiz Televizyon gibi onceki haklarin1 da igerir)
olusmaktadir. Sinema endiistrisi gelir zincirinde dijital gelirler simdilik kii¢iik bir oran
olustursa da biiylime potansiyeli agik olarak goriilmektedir (Tablo 1).

Tablo 1: Kiiresel Dijital Gelirlerin Dagilimi

Endiistri 2008 2010
Oyunlar %35 %32
Miizik % 20 %27
Filmler % 4 %35
Gazete % 4 %4
Dergiler %1 %2

Kaynak: IFPI Dijital Miizik raporu 2008&2010

Pricewaterhouse Coopers sirketinin Global Entertainment and Media Outlook: 2009-2013 adli
caligmasinda diinya film endiistrisine iligkin veriler ve dngoriiler yer almaktadir. Buna gore,
ortak ozellikler dikkate alinarak film sektorii Kuzey Amerika, EMEA (Avrupa, Orta Dogu,
Afrika), Asya Pasifik ve Latin Amerika olmak tlizere dort bolgeye ayrilmaktadir. Tiirkiye nin
de dahil oldugu EMEA boélgesinde 3-D filmlerin ve devlet desteginin etkisiyle pazarin
biliyiimesi beklenmektedir. Arastirma sonuglarina gore bazi 6ngdriiler sunlardir:
= FElden ev-video satislar1 ortalama %4,3 oraninda artarak, 2008 yilinda 12,9 milyar
dolar iken 2013 yilinda 14,9 milyar dolar olacaktir.
=  Online film kiralama, yillik ortalama %11,8 oraninda artarak, 2008 yilinda 453
milyon dolar iken 2013 yilinda 791 milyon dolara yiikselecektir.
= Dijital download 30 milyon dolardan 484 milyon dolara c¢ikacaktir (Akt.Celik,
2011:248,249)

3. YENI BiR PARADIGMA OLARAK iINTERNET DAGITIMI VE GOSTERIMi

Sinema alanindaki yeni yapilanmanin ve yeni is modelinin &zelliklerine gegmeden Once
internet tizerinde durmakta fayda vardir. 70°1i yillarda bilgisayar ve iletisim teknolojilerindeki
gelismelere bagl olarak ortaya ¢ikan internet, kendi kendine yonetilen binlerce kii¢iik agi,
milyonlarca bilgisayar1 ve insan1 birbirine baglayan diinyanin her tarafina yayilmis bir agdir
(Engelman,1996:3). Internet yeni bir elektronik iletisim teknolojisi, yeni bir orgiitlenme
bicimi ve yeni bir iletisim arac1 (Castells,2006:26-27) olarak tanimlanmaktadir. Internetin
hizli bir sekilde diinyada yayginlagsmasinda teknolojideki yenilenmeler sayesinde daha hizli
enformasyon akisi ve daha kiiclik alanlara daha biiyilk veri depolama kapasitelerinin
gelismesi etkili olmaktadir. Internet, enformasyonun metin, ses, grafik, fotograf ve video gibi
birden ¢ok iletisim bigimini bir araya getirerek isleyen bir siire¢ olarak ¢ok farkli alanlarda
kullanilabilmektedir. Boylece bilgi depolama, yayma, interaktif iletisime olanak verme, hizli
ve ekonomik olma, elektronik ticaret potansiyeli gibi 6zellikler internetin yayginlasmasini
saglamaktadir. Tiirkiye Istatistik Kurumu’nun 2011 yili Nisan aymda gerceklestirilen
Hanehalki Bilisim Teknolojileri Kullanim Arastirmasi sonuglarina gore Tiirkiye genelinde
hanelerin %42,9’u internet erisim imkanmna sahiptir. 2011 yili Nisan ayinda hanelerin
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%39,3’linde genis bant internet (ADSL, kablolu ve kablosuz sabit baglantilar ile 3G baglanti)
erisim imkani bulunmaktadir. ADSL, %34,5 ile tiim haneler, %80,2 ile internet kullanilan
haneler arasinda internet erisim imkani saglarken, 3G baglanti, tiim hanelerin %5,3iinde,
internet kullanilan hanelerin ise %12,2’sinde internet erisim imkani vermektedir.

Video i¢in gelistirilen yeni erisim noktalar1 (internet, telefon...), televizyon ve internet
arasindaki yondesme, streaming ve download da Dijital Haklar Diizenlemesi (Digital Rights
Management/DRM) ¢oziimlerine firsat verilmesi ve teslim ¢oziimlerinin geligimi (streaming,
peer-to-peer/P2P gibi) konusundaki ilerlemeler (Ulrich,2010:295) sinema sektorii agisindan
interneti bir ¢gekim alani haline getirmistir. Dagitimda etkili olan stiidyolar, web’te nasil etkili
olacaklarini arastirmakta; agda markalasma ve video on demand’da iddiali olmak ig¢in
caligmalar yiiriitiilmektedir. VoD sisteminde kullanici, hizmet veren siteye iiye olarak veya
belli bir ticret karsiliginda, dogrudan bilgisayarina aktararak ya da stream denilen yontemle
bilgisayarina dahi aktarmadan filmleri izleyebilmektedir. Youtube ve Hulu jenarasyonu;
¢abuk, hizli streaming ve VOD’un ortaya ¢ikmasi; iPod ve iPhone’da video uygulamalart;
uygulanabilir giivenli DRM teknolojilerinin hayata gegirilmesi ve pazarlamayi yiiksek hizli
internet erisimine uyarlama (Ulrich,2010:292-293) becerileri sinema sektoriiniin internete
yonelmesindeki onemli faktorler olarak belirmektedir. Bu dinamiklerle geleneksel dagitim,
dijital devrim tarafindan tehdit edilmekte, downloads ve VoD gibi online ve yeni medya
uygulamalar1 sinema ve televizyonda tarihsel olarak dramatik etki ve degisiklikler
yapmaktadir. Bu alandaki yeni ¢alismalar Yeni Medya Is Modeli (Finney,2010:183) olarak
degerlendirilmektedir. internet dagitimmin giiclii yanlari olarak kitlesel izleyici, kiiresel
erisim, hedef odakli, diisiik maliyet, hizli dagitim, uluslararasi dagitim, yayilma potansiyeli
(Gregory, vd., 2007:305) saptanmistir. 90’lardan itibaren yeni enformasyon teknolojilerinin
bilgisayar aglari ile birlesmis medya yaratarak, sayisallastirilmis igeriklerin dagitimini
olanakli kilmas1 sonucu internet iizerinden filmi pazarlamak miimkiin hale gelmistir. Internet
lizerinden yalnizca dagitim ve gosterim agisindan yararlanilmamakta, filmlerin tanitimi ve
promosyonu ic¢inde internet olduke¢a etkin bir ortam olarak kullanilmaktadir. Hemen hemen
her filmin, yapimevinin resmi bir web sayfasi olmakta ve genel bilgiler ile fragmanlar
buradan servis edilmektedir. Internet iizerinden gosterim igin iyi bir drnek teskil eden Hulu,
licretsiz ve yasal olarak online tv ve film, belgesel izleme olanagi sunan bir platformdur. ABD
ve Japonya’da hizmet veren Hulu, reklam ve iiyelik gelirlerinden yillik 500 milyon dolar
kazanmaktadir.1 milyon kayitli kullaniciya ulasan Hulu’nun ortaklari arasinda eski medya
devleri News Corporation, Comcast Corporation ve Walt Disney de bulunmaktadir
(www.hulu.com). Hulu’nun geliri internet {izerinden dagitim ve goOsterimin boyutlarini
icermektedir. Internet iizerinden dagitim ve gosterim igin en biiyiik sorun korsan olgusu
olarak belirmektedir. Korsan DVD’nin yani sira yasal olmayan indirme ve igerik paylagimi
ciddi bir gelir kayb1 olarak nitelendirilmektedir. Film endiistrisi de dijital korsanin etkilerini
yasamaktadir. Ornegin Wolverine adli filmin 6n gosterim kopyalar1 Nisan 2009°da bunlarm
internete sizmasini takip eden 24 saat i¢cinde 100,000 kez. indirilmigtir. 2008 yilinda Batman:
Dark Knight adli filmin yedi milyon kopyasi BitTorrent iizerinden indirilmistir. Bunun
endiistri capinda, yatirim ve isler izerinde dalgalanma etkisi bulunmaktadir. Film stiidyolarini
temsil eden The Motion Picture Association/MPA, yasa dist streaming ve dosya indirmenin
su an miktar anlaminda korsan probleminin %40“na karsilik geldigini tahmin etmektedir
(IFPI Dijital Miizik Raporu 2010).

4. BELGESEL SINEMA VE DiJITAL DEVRIM

Belgesel sinema tarihi boyunca dagitim ve gosterim kanallari agisindan siirekli bir arayis
icinde olmustur. Dagitim ve gosterim bir yana {iretim i¢in finansal kaynagi bulma konusunda
dar bir alana sikismis olan belgesel sinema igin televizyon yeni bir yasam alani yaratmistir.
Belgesellerin bir kanal olarak televizyonu kullanmasi finans, iiretim, dagitim ve gosterim
zincirini biiyiik 6lgiide degisime ugratmistir. Yapimlarin finanse edilmesi ve genis bir izleyici
kitlesine ulagmasi agisindan televizyon ilk zamanlarda bir kurtarici olmustur; ancak
televizyonun ticari yapisi nedeniyle belgesel filmlerin anlatt ve bigemlerinde farklilasma
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egilimleri gorilmiistiir. Belgeseller yayincilar tarafindan finanse edilip ve agirlikli olarak
televizyon izleyicisini hedef alarak hazirlanmistir. Bu durum belgesel filmlerin 6zgiirliik
alanin1 daraltmig, belgesel film yapimcilart filmlerini tasarladiklar1 haliyle seyirciyle
bulusturamamislardir. Teknolojik gelismelerin 90’larin sonundan giiniimiize dogru iyice
¢esitlenmesi belgesel sinema igin farkli kanallarin agilmasini saglamis, belgesel sinema yeni
bir yapilanmanin igine girmistir. Bugiin dijital teknoloji film yapimini ¢ok farkli yollardan
ozgiirlestirmistir. Belgesel sinema bugiin altin ¢agini yasamaktadir(Baker, 2006:X).Bu donem
icin belgesellerin yiikselisini etkileyen bir¢ok dinamik vardir. Ancak kuskusuz dijital
teknoloji iiretim ve liretim sonrasi siireclerin maliyetlerini azaltmasi, diisiik biitgeli film
yapimina olanak saglamasi, dijital araglari kullanarak dagitim ve gdsterim gibi ¢esitli
olanaklar agisindan en etkili faktor olarak karsimiza ¢ikmaktadir. Gliniimiiz, belgesel filmleri
dagitimi i¢in tiim zamanlarin en heyecan verici donemidir. “Televizyon kanallari, genis banth
kanallar, yeni kitle iletisim araglart ve kurmaca film dagitiminin sayisindaki patlama her
zamankinden daha biiyliktiir ve hizla biiyiimeye devam eden bir mecradir” (Glynne,
2011:201). 2000’lerde ¢ikis yapan belgesel filmlerin sayisi yeterli doygunluga ulagsmis olmasa
da Fahrenheit 9/11 (2004), March of the Penguins (2005), An Inconvenient Truht (2006),
Touching the Void (2004) ve daha pek cok film, uluslararasi film festivallerinde ses
getirmeleri bir yana gise hasilatt agisindan da kurmaca filmlerle yarisabilecek diizeye
gelmistir.

Gelisen teknoloji filmlerin {iretimini degistirdigi gibi artik bu filmlerin izleyiciye ulagma
yollarint gesitlendirmektedir. Filmler sinema salonlarindan, DVD ve Blue-Ray ¢esitli
formatlarda tiiketiciye sunulan homevideo/ev sinemasi sistemine, farkli 6zelliklere sahip
kanallar1 i¢ine alan 6demeli televizyondan, internet platformlarina kadar genis bir gdsterim
alanina sahip olmustur (Tablo II).

Tablo 2: Film dagitiminda pazarlar, formatlar ve versiyonlar

Pazarlar Formatlar Versiyonlar

Sinema salonlari Film baski (35mm, 70mm, 16mm) | Orijinal sinema salonu gdsterim
kopyast

Video ve DVD D-sinema i¢in dijital master kopya | DVD igin gelistirilmis 6zel

kopyalar (yonetmenin kurgusu,
silinmis sahneler, sesli yorumlar,
fragmanlar gibi)

Odemeli Televizyon Videokaset Cergeve oranmin Altan-iistten ve
sagdan-soldan kaslamaya karst
genis perde

Pay-peer-view Tv / video on | DVD, Blue-ray

demand (PPV/VOD)

Ucretsiz ve kablo TV Televizyon igin yeniden kurgu ve

formatlama

Hotel Internetten download icin

sikistirma

Havayollar

Ozel Gésterimler (okul, gemi

vS.)

Internet/tagiabilir aygitlar

(Kaynak: Ulrich, 2010:6,7)

Tablo 2.°den de anlasilacagi iizere, dijital teknoloji film dagitiminda agirligini
hissettirmektedir. Ozellikle internet teknolojilerindeki gelisim neredeyse biitiin diinyaya
ulasabilen bir paylasim alani yaratmistir. Ev sinemasindan sonra teknoloji artik filmlerin
internet lizerinden izlenmesine de olanak tanimistir. Maliyeti diisiik olan bu platformlar
(DVD, Video on Demand, vs.) seyircinin izleme deneyimlerini, dagitim kanallarini ve
belgesel igin is modellerini gesitlendirmistir. 2006 yilindan itibaren belgesel alaninda da
gozlemlenen ve geleneksel modellerin yetersiz kaldigi yerleri dolduran bu yeni platformlarin
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Vicente’a gore (2008:275) ii¢ temel yarari vardir: {iriiniin genis alanda mevcut olmasi; hak
sahibi i¢in kullanilabilir ekonomik bir model olusu ve film yapimcisinin film iizerinde elde
ettigi kontrol.

Online platformlar sayesinde hem yeni filmler hem de daha 6nceki yapimlara ve klasik
filmlere ulasmak daha kolay olmaktadir. Ornegin John Grierson ve Robert Flaherty’ nin
Industrial Britain (1931) ya da Frank Capra’min Why We Fight (1942-45) filmleri
www.archive.org sitesinden izlenip indirilebilir. Bu platformlarin bir diger avantaji,
diizenlenen yasalardan dolayr sinema ya da televizyonda sansiirlenen filmlerin internet
dagitimlarinda sansiirsiiz  haliyle izleyiciye ulasabilmesidir. Bu 6zellik, kontrol
mekanizmalarinin daha esnek hale gelmesi, film yapimcisinin tasarladigi haliyle filmini
izleyicisine ulastirabilmesi ve daha 6zgiir olmasi agisindan diger platformlara kiyasla olduk¢a
degerlidir. Son yillarda bir ¢ok sirket gise basarisi elde etmis filmlerin oldugu kadar bagimsiz
belgesellerin de satisini ya da gosterimini online platformlari kullanarak yapmaya baslamistir.
Sirketlerin sundugu bu servislerden kimisi film yapimcisinin/yénetmeninin filmini almak igin
sadece bir kez iicret talep ederken kimisi de filmin kullanicilar tarafindan her indirilisinden
gelir paylasimi talep edebilmektedir (Gllyne,2011:203, 204) Bu servisler film izlemek igin
0deme yapan seyirci yoluyla belgesel film yapimcilarina finansal bir yol acarlar.
DocsOnline.tv, Documen.tv, Onlinefilm bu imkani sunan sitelerden bazilaridir. Bu gibi
sitelerin hem izleyiciye hem de filminin dagitimimi ve gosterimini yapmak isteyen film
yapimcisina sagladig1 olanaklar ve iicretlendirmeler birbirinden farklidir. Ornegin gelisme
asamasinda olan sitelerden Docsonline interaktif bir on-demand sistemidir. Sitenin tiim
igerigine aylik 8.99 euro ile ulasmak miimkiindiir. Bu siteden herhangi bir filmi izleyenlerin
kullandig1 her dakika i¢in 6denen iicretin %50°si dogrudan telif hakk: sahibine diger %50’si
web sitesi yonetimine gitmektedir (docsonline.tv). Documen.tv ise, $ 4.99 karsiliginda
herhangi bir filmi izleyicisine giin iginde bes kez izleme olanagi sunmaktadir. Filmin her
satilisindan hak sahibine 6deme yapilir (documen.tv).Bu hizmetlerin en biiylik avantaji, film
yapimcisinin filmini kisisel olarak gonderip parayi dogrudan almasi, tiiketicilerin gerekli
sartlar1 saglamasi kosuluyla aninda filmi edinebilmesidir. Bu 6zellikler, kullanicilar arasinda
filmin ve film iizerine tartismalarin daha hizli yayilmasina yardimci olmaktadir. Aslinda
biitlin ¢evrimigi alanlarda durum bdyledir ¢iinkii filmi yakin ¢evreyle paylasmak ya da film
hakkinda goriis bildirmek isteyen tiiketiciler filmin URL linkini g¢esitli mesaj panolarina
koymakta, kolayca mail gondermektedir. Bu sekilde film binlerce kisiye ulagsmis olmaktadir.

Tirkiye’den Orneklere baktigimizda belgesel film yapimcilarinin/yénetmenlerinin interneti
gosterim ve dagitimdan ziyade agirlikli olarak filmlerin tanitimini yapmak i¢in kullandigini
goriiyoruz. Ornegin, Necati Sonmez ve Emel Celebi ZeZe Film (www.zezefilm.com) adh
sitelerinde bugiine kadar ¢ekmis olduklari filmler hakkinda bilgi vermektedirler. Ayn1 sekilde
Bing6él Elmas Asmin Film Yapim (www.asminfilm.com) ile benzer bir yoOntem
kullanmaktadir. Bununla beraber filmlerinin gosterimini yapanlar vardir. Umit Kivang
gecetreni (www.gecetreni.com) adli sitesinde ¢ekmis oldugu filmleri iicretsiz bir sekilde
izleme imkanini sunmaktadir. Yonetmenin 16 Ton adli son filmi de bu siteden rahatlikla
izlenebilmektedir. Tiirkiye’de yapilan bir arastirmaya gore belgesel yapiminda yonetmenlerin
karsilastiklart en 6nemli ii¢ sorun olarak finans, belgeler-kaynaklara ulasma ve teknik altyap1
ileri siirilmiistiir. Yayimn sorunu agisindan mecra olarak televizyon, 6zel gosterimler, sinema
salonlari, festivaller ve VCD siralanmistir. (Susar,2004:40-49). Arastirmanin yapildigi tarihte
belgeselcilerin interneti ve dijital alan1 yeteri kadar kullanmadiklar1 goriilmektedir.

Ancak yakin zamanda BSB (Belgesel Sinemacilar Birligi) tarafindan hazirlanan “Arsivist:
Dijital Belgesel Kiitiiphanesi” adli proje, dijitallesme siirecinde belgesel sinema adina atilmig
olduk¢a 6nemli bir adimdir. Bu projede amag, Tirkiye’de daginik halde bulunan binlerce
belgesel filmin dijital ortama aktarilarak korunmasini ve kayitli belgesellerin gesitli yaymn
araclariyla izleyiciye ulasmasini saglamaktir. Arsivist belgesel sinema sektorii i¢in bir belge-
bilgi merkezi olma yolunda hazirlanmaktadir (www.bsb.org). Iletisim teknolojilerinin hizla
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gelistigi, dijitallesmenin her alanda kendini gosterdigi bir donemde bu gibi ¢alismalarin
yapilmasi belgesel sinemanin gelecegi agisindan umut vericidir.

5. SONUC

Dijitallesme siireci “dijital sinema” kavramini giindeme getirmistir. Filmin tim yapim
asamalarina (iiretim, dagitim, gosterim) biiyliik kolayliklar getiren dijital teknolojinin en
biiyiik ataklarindan internet, kurmaca yapimlara bir kanal actig1 gibi Flaherty’den beri iiretim,
dagitim, gdsterim ve finans sorunu yasayan belgesel sinemaya ¢esitli olanaklar sunmaktadir.
Hulu, Documen.tv, Onlinefilm gibi web tabanli sistemler film yapimcilarina online film
kiralama ya da satin alma gibi yeni ve ¢esitli firsatlar agarak hizla gelismektedir. Web tabanli
sistemlerin bir gelir kaynagi olarak kendini gdstermesi, uygulanabilir giivenli DRM
teknolojilerinin hayata gegirilmesi, yiiksek hizli internet erisimi, film t{izerinde denetim
saglama gibi 6zellikleriyle internet sinema sektoriine cazip gelmektedir. Bu gibi 6zellikleriyle
internet, dagitimda Hollywood sirketlerinin tekellesmis yapisin1 kirmaya baglamistir. Ayrica
genis bir ekip gerektiren sinemanin igbdliimlerinde de degisiklik s6z konusu olmustur.

Artik  bireysel yapimlar da dijitallesmenin getirdigi olanaklar1 kullanarak c¢ikis
yapabilmektedir. Sinirli imkanlarla  film yapimina izin veren yeni uygulamalar film
endiistrisinde demokratik bir alanin olusmasi agisindan olduk¢a dnemlidir. Bu gibi gelismeler
ve ¢esitli aragtirmalar gosteriyor ki internet lizerinden dagitim ve gosterim sinema alaninda bir
alternatif olmanin Otesine gegecektir. Gelir dagilimi ve giivenlik gibi bir takim sorunlarin
yasal diizenlemelerle kisa zaman iginde ¢oziilecegi aciktir. Belgesel sinema bu alani biiyiik bir
olanak olarak degerlendirmelidir. Bu yolla belgeselciler kii¢iik de olsa bir gelir saglamaktadir.

Tirkiye’de internet lizerinden belgesel film dagitim ve gosterim alaninda kurumsal bir
yapinin olmayisi ve yalnizca kisisel ¢abalarla sinirli kalinmasi bir eksiklik olarak karsimiza
¢ikmaktadir. Dolayisiyla filmlerin internet iizerinden dagitimi ve gosterimi i¢in iilkemizde
geliskin bir ¢aligmaya ihtiya¢ vardir. “Arsivist: Dijital Belgesel Kiitiiphanesi” adli projenin bu
acig1 dolduracagi umulmaktadir. Film yapimcilar1 artan bir sekilde kendi izleyicisini
tanimlama, bilme ve bulma ihtiyacina girerken izleyici de daha aktif bir sekilde bu platformlar
lizerinde izlemek istedigi igerigi aramaya, arastirmaya yonelmektedir.

Internetin e-posta vb. yollarla izleyici geri déniisleri vererek interaktif iletisime olanak
tanimast bu ihtiyact karsilayabilecektir. Dijitallesme yapim, dagitim, gosterim siireglerinin
disinda belgelere ulasma agisindan da belgesel sinemaya biiyiik olanaklar sunmustur. Bilgi ve
belgeye ulasmak higbir zaman olmadigi kadar kolaylagsmistir. Seyirciye ulasamamis ya da
kisith bir bigimde ulasmis veya c¢esitli nedenlerle gésterimi engellenmis yapimlar internet
lizerinden hem ulusal hem de ulusétesi seyirciye ulasma olanagi kavusmustur.

Jean Luc Godard, ilging filmlerin seyircisi oldugu halde, genel dagitim zincirine giremedikleri
icin kiigiik paketler halinde posta tarafindan dagitilmasi gerektigini ileri siirmiistiir.
Glniimiizde dijitallesme, Godard'in Ongoriisiinii internet iizerinden gergeklestirmistir.
Godard'in seyirciye ulagsmak istedigi sistemin, internet lizerinden “video on demand” ve “pay
to peer” sistemleri ile gergeklestigi gozlenmektedir. Ancak dijital miizik i¢in sdylenen “bu
ilerlemeye ragmen, asil zorluk dijital miizigi ticari kitle piyasasina gotiirebilmek ve mevcut
davranigi ‘gelire doniistiirebilmektir’” diisiincesi sinema ve 6zellikle de belgesel filmler igin
de gegerlidir. Bu zorlu bir siire¢ olarak dniimiizde durmaktadir.
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ABSTRACT

Contemporary moving image (film and video) is looking for a new form of expressing the
sacred, after decades of refusing all kinds of explicit “religious” content. The notion of Sacred
changed with the social evolution and today its representation is directly related to the image
of reality, that allows a sincere and immediate contact with the viewer. The body’s image can
be a strong mediator between the expression of the sacred and reality, because it questions the
position of man in the world and its relation to others. Bill Viola and The Dardenne Brothers —
among others, are directors who work with a totally different cinematographic form but they
have the same challenge: to reveal the potential sacred of life through light and image
movement.

Keywords: Film, Sacred, Realism, Body.
1.INTRODUCTION

A “new sacred” art with new forms of expression has established itself in our western
contemporary culture. This sacred art shows new contents and refuses the traditional styles.
The modernity of the sacred has been possible because of the rejection of the obvious
religious image, and its exhausted use.

Today, the notion of sacred itself has evolved and is no longer a concept which meaning is
exclusively transcendental; actually, it is often used to promote universal human values. For
example, film and video have explored in very subtle ways the possibility of revealing this
“new sacred”, through the new technologies. The image of the body has been decisive: since
the embodiment of the Christian deity has been the key of the divine image, it is consistent
that it has also been the way to express the “new sacred” in contemporary moving image.
Gilles Deleuze saw the body as an element of time expression (The Time-Image); we ask if
this representation couldn’t be an expression of the “new sacred”. Without God (Nietzsche),
the human being has to face his finitude and his loneliness in an incomprehensible world. But
the absence of God can also be a sign of the sacred. Contemporary cinema and video are also
interested by the concepts of transgression and inversion to implicitly introduce the sacred.
The work of video artist Bill Viola and filmmakers Dardenne Brothers among others, will
allow us to show how contemporary digital filmic image can reveal a new form of the sacred
through the body representation. First, we will study the notion of “new sacred” in general and
after we will apply it to the contemporary video and cinema. Based on these examples, we
will analyse how the new sacred is expressed, particularly through the filmic image of the
body.

Secularization of western societies set aside religious practices that only interest a limited
number of believers. Art itself turned away from the idea of transcendence, and to do so, for a
long time it transgressed religious institution through blasphemy for example. Nowadays this
transgression doesn’t make sense anymore, because the religious issue — and partly the
catholic one — has run out of steam. There is a new reflection upon the notion of belief,
directly linked to realism that questions human nature and its relation to the other and to the
world, insisting on its limitations and on its finitude. How and what do we believe in? These
are the issues that led again to religious themes such as the fall, redemption or death, and that
allow artists to express their point of view in a new perspective, which focuses more on
interrogations than criticism.
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The body is a mediator between reality and sacredness, caught between the two, or better yet:
its material nature becomes sacred when it is directly involved in consciousness. To express
this revelation, new technologies can be a powerful tool, especially digital video image,
because they allow the video-artist to represent the relation between the body and the sacred
through the profundity of light. Bill Viola used a new optical device to represent the idea of
resurrection of the body in a transcendental way. In “Ocean Without a Shore” (2007), just as
reality is more connected to experience than to knowledge, it is the image of the body that
brings the unknown realm of death into our reality, through its transfiguration (Fig. 1). The
body, which is not material in the first, finds its materiality through light in the second for it
becomes visible in its almost hyper-realistic appearance.

Figure 1. Bill Viola, Ocean Without a Shore, 2007.

In his images, the American video artist creates atmospheres that transform the perception of
time (and space) but at the same time, and through the perception, the presence of the viewer
is reinforced toward the work of art. Bill Viola shows that if knowledge, that is a western
concept, illuminates us, and makes reality perceptible and intelligible, mystery allows us to go
further, to an unknown place where we can discover something new. The endlessness of
mystery leads us to infinite discovery and contact with something new. Video art gave a new
energy to the image through the representation of movement but also of time. It’s not like a
painting that remains the same throughout time: when a video ends, it no longer conveys life.
It’s its visibility and experience that are at stake. Bill Viola asks himself why do we exist at
the same time inside our body and outside from it. His work is based on this tension, between
the external image of the body (and its sensations) and the internal world (rational and
emotional). That is why he says that his work is about “the realism of emotions and
sensations, perceptions or experiences (...) realism of the perceptions of the objects, not of the
object in itself” [1].

In contemporary cinema, the representation of the fall refers to consciousness and to the
ordeal of human condition. It places the human in a regressive state and leads to disorder: it
provokes chaos. The fall can also help one to experience humility through consciousness of
human finitude, with ultimately a desire of being saved [2]. More and more, it is reality that is
summoned by the cinema for it is through life experience that directors strive to approach and
question the world. No artifice, just reality in and of itself. Cinematographic social realism
(that is not exactly Bazin’s realism) allows a meeting between the image and the intimate

Copyright © The Turkish Online Journal of Design, Art and Communication 18



The Turkish Online Journal of Design, Art and Communication - TOJDAC April 2012 Volume 2 Issue 2

experience of the world as life experience. The form of reality almost always goes through the
representation of man. Directors even refuse to intervene in the image as if the image itself
were capable to express reality in its purest state. Therefore, there is no need to stylize the
world. It’s a matter of “speaking” reality so that the viewer can “hear” it better. The contact
between the image and the viewer is instantaneous. The sacred has moved: it’s no longer in
the expression of transcendence for it is in reality that the immanent truth reveals itself.

The expression of suffering is best represented by realistic cinema because the image of
reality deeply touches the viewer who doesn’t feel the screen between himself and the film:
he’s a part of the reality of the image. In a way, reality replaced the catholic institution, which
imposed its dogmas. Since there is no need to keep fighting religious tradition (it doesn’t have
very much impact on society anymore), lack of faith, which had been an expression of
freedom before, is today felt as a missing path for man to relate to the world. Because it
creates a new form of communication, that is individual and collective, profound and infinite,
transcendence allows an experience that goes beyond the surface of reality and urges man to
reach consciousness. Nowadays, cinema shows that religion is implicit in reality, because it is
in this reality that the truth is genuinely and directly expressed.

In My Joy, directed in 2010 by the Ukranian Sergei Loznitsa, the main character, the truck
driver Georgy, is a victim of the inhumanity of man. After a serial of bad encounters,
Georgy’s mind lost its capacities and his body is reduced to a passive being. This is the
discontinuity of the narrative that is looking for a coherent world, but doesn’t find it. As in Au
Hasard Balthazar, directed by Robert Bresson in 1966, alienation and evil are part of reality,
and the image of reality allows the questioning of it. How is it possible to live in a reality that
lost its humanity and privileged the idea of an objective to reach, without regarding to the
means that have to be used? Since the body is a mediator between the spirit and the world, it is
its consequences that have an impact on reality. When, at the end of My Joy, the characters
truly become savages, having completely lost the sense of humaneness, it is Georgy, or rather
Georgy’s body, that not being able to stand it any longer, ends the violence through the
extreme violence of murder. However this is also his way of saving a world that had lost its
humanity. The challenge here is to find where the sacred can hide, in a world without rules
and compassion... Maybe it stands into the compassion that the viewer feels for Georgy, when
he finally ends with the unbearable human insanity and frees both of them.

Figure 2. Georgi’s body, in My Joy, Sergei Loznitsa, 2010.

The Dardenne Brothers work with the notion of “pure realism”. They use the camera, not to
build reality, but to unveil it. It is also in material depuration that spiritual disarray manifests
itself [3]. It is therefore human fragility that is at stake, in its quest for survival and
immortality. We always wonder, whether the main characters of their stories are fighting to
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live, or fighting against existence. And it is there that lies the mystery: if images must not be a
destiny (such as reality could be to man), man has to take care of himself in order to discover
himself and to bloom. In realistic films, bodies express their suffering and make the viewers
react; this is why they cannot be sentimental. Sentimentalism, just like morbid pity
anesthetizes the viewer instead of urging him to act. There is no indulgence in suffering in the
image. Bodies are never mute; they scream their outrage.

The body is a reflection of the relation between man and world. For example, a sick body
reveals a malaise that is also a rupture between oneself and reality; in their movie, The Son,
directed in 2002, The Dardenne Brothers show us that “salvation” is necessary and that it is
possible through the recognition of others and with others. Olivier, a carpenter who works as
an employer at a rehab Center, happened to take his son’s murderer as an apprentice, by
chance. The relation that grows between the two men is ambiguous, and Olivier is definitely
divided between hatred and forgiveness. The violence that exists between the two is created
through a physical distance produced by an optical figure: the lack of depth of field secludes
each character in his own external and internal space. Olivier’s body is massive, strong and
always dynamic; the camera follows his movements and his restless breathing. In this cruel
situation, it looks like that there is no place and no way to be at peace. Dardenne Brothers hate
the idea of a fatalist void as a human condition. They believe that man has the possibility of
finding oneself, and this capacity is sacred: for example, even if forgiveness is transcendent
feeling, it is a real liberating process. In any case, “salvation” is essentially terrestrial since it
must happen in the “here and now” and not on a transcendental level. The way in which the
bodies are filmed, without ever being overwhelmed, emphasizes the idea of the body as a
mediator between reality and desire. Often, behind the characters, the camera does not try to
dramatize the action using emotions. The Dardennes Brothers refuse stereotype and respect
reality and its mysteries. The world’s ambiguity, so important to Bazin, should be present in
the image and leave the viewer interpret what he sees, in his way, with his subjectivity.

Figure 3. Olivier and Francis, in The Son, Dardennes Brothers, 2002.

With realism as revealing of the sacred, the image changed its status: it is no longer perceived
as a simulacrum but on the contrary, it brings into mind of a transcendental expression in its
purest form, turning into its referent. Cinematographic realism sets man in the heart of the
world and provides him with a right relation. The trivial, death and the meaning of existence
are themes that re-establish a link with spirituality, based on the conception that the human
being lives through its body and has a profound relationship with everything that surrounds
him. Gilles Deleuze showed that the body is a truly mediator between reality and time because
it manifests the experience of life [4].Contemporary film and video are each time more
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interested by the expression of the sacred based on the image of reality because it is through
the realistic image that humanity reveals itself, in its immediacy and sincerity. Modernity has
been fundamental to transform the notion of sacred in arts; after its denial as an intangible
entity, it is now reconsidered as a concept that is immanent to man’s existence, as he passes
through it.
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ABSTRACT

Cinema, with its unique way of expression, states a wide range area of capabilities. This is a
“narrative” form that conveys a strong sense and discourse which includes its own unique
codes and techniques. Even if this narrative form houses infinite contingencies, basically, it is
based on showing and performing. While the Modernist or the Avant-garde cinemas, which
are experiencing the modern narrative techniques, are on the other side of these narrational
contingencies, the Classical Cinema has always managed to protect its ties with the mimesis
concept which exists since Aristotle thanks to its practices on generally used forms of
dramatic narration which are showing and performing. Mimesis, accordingly, states the form
in which the narrator is excluded and in which the events are re-fictioned and relived in a
present time. Here, the context of making the events ‘lived’ without a mediator, establishes a
virtual reality which is over the feelings of “katharsis” and “identification” with the
application of digital 3D effects in the cinema of today. This study argues how the “mimesis”
concept is evolutionized by the digital capabilities of the cinema or what this new form has
added to the narrative capabilities of the cinema. Accordingly, the 3D movie Avatar directed
by James Cameron will be analysed in accordance in the cinematic narrative forms.

Keywords: Mimesis, 3D Cinema, Classic Cinema, Cinematic Narration, Katharsis
1. MIMESIS, KATHARSIS, OZDESLESME

Anlatmak temel bir ihtiyag olarak insanligin ¢ok eski donemlerinden beri var olagelmistir.
Anlatmaktan anlatt bigimlerine dogru evrilme asamasinda temel sorunlardan birini ise
anlaticinin varligi ya da konumu sorunu olusturmustur. Sinema kendine &zgili anlatim
bi¢gimiyle gilinlimiiziin en etkili anlatim olanaklarindan birini ifade eder. Bu dogrultuda, bir
perde lizerine yansiyan goriintiiyli -ya da artik ii¢ boyutla daha da gergekei kilinan goriintiiyii-
her ne kadar teknolojiyle birebir olarak tasavvur etsek de, sinema anlatilarinin kokenindeki
estetik kaliplar1 teknolojik devirlerden ¢ok eskilere, Aristoteles’e hatta Platon’a kadar
gotiirebilmek mimkiindiir.

Aristoteles Poetika adli eserinde Antik Yunanda dramatik eserleri estetik acidan
¢oziimlemeye ¢alismis, bu dogrultuda onlar1 siniflandirip incelemistir. Aristoteles’in iizerinde
durdugu en 6nemli kavramlardan biri olan mimesis kavrami, Antik tragedyanin varolusundan
beri yasamin yansilanmasi olarak ifade edilebilecek bir sanat bi¢imini tanimlamaktadir.
Kavram dramatik sanatlar i¢in temel bir estetik problemi de isaret eder. Taklit anlamina gelen
mimesisi, ger¢ekligin kopyasi hatta ger¢ek yasamin yaratici ve Oykiinmeci bir bi¢imde
kopyast olarak diigsiinebilmek miimkiindiir. Aristoteles mimesis kavramini sanat kuraminin
merkezine koyarak, sanatin hareket ve eylem halindeki insanin bir taklidi oldugunu ifade
ederken ona yeniden yaratict ve yorumlayici 6zellik yiikleyerek ¢ok genis bir alana yayar
(Caliglar,s.119).

Platon Devlet adli yapitinda Aristo’dan da Once mimesis kavrami iizerinde durmus ve
anlatilar1 mimetik ve diegetik olarak ikiye ayirmistir. Bu temel ayrim giiniimiize dek iizerinde
diigiintilen ve kuram iiretilen bir ayrim olmay1 siirdiirmistiir. Platoncu anlamda diegesis ile
mimesis arasinda yapilan klasik ayrim; bir olayimn bir anlatici tarafindan anlatilmasi ile bir
olayin aracisiz sunumu yani canlandirilmasi arasindaki farka dayanmaktadir. Bu, anlatmak ve
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gostermek arasindaki farktir (Chatman,s.29). Burada bizim ilgi alanimiza giren temsil etme,
canlandirma dolayimmiyla bir olaym anlatimidir. Ayni durumu Gerard Genette yazin
kuraminda, mimesis (kusursuz taklit) ve diegesis (saf anlati1) ile karakterlerin konusmalarinin
cesitli sekillerde temsil edilisini, anlatici ile okurun, anlatidaki aleni bulunma bi¢imlerindeki
mesafe sorunlarindan yola ¢ikarak tanimlamistir(Genette,s.18). Mimetik anlatim diegetik
anlatima gore anlaticinin aradan ¢iktigi ve izleyicilerin dykiideki olaylar1 canlandiran (taklit
eden) karakterler araciligiyla, o ana ve oraya (zaman ve mekana) gotiiriilmesidir. Diegetik
anlatida bir anlaticinin varlig1 s6zkonusudur. Ancak mimetik anlatimda olaylar canlandirilir.
Dolayistyla bu olayin kurmaca bir atmosferde taklit edilerek yeniden yaratilmasidir
sozkonusu olan. Buradaki en dnemli unsur, izleyenlerin, bir gergeklik izlenimi yaratilarak bu
atmosfere dahil edilmeleridir. Mimesis iste boyle bir atmosferin yaratilmasini zorunlu kilarak
bir illizyon/gergeklik yanilsamasi yaratir. Sevda Sener illiizyonu, seyircinin seyirci oldugunu
bir an igin unutup oyunu ger¢ekmis gibi izlemesi yani sahnedeki olay1r yasamasi olarak
yorumlamaktadir (Sener,1998,s.283). Dolayisiyla sinema gibi dramatik temsil etmeye dayali
bigimlerin mimetik anlatilarin alanina girdigini sdylesek de giiniimiizde modern anlatilarin,
anlatict sorununa farkli bigimlerde yaklasmalart ve bi¢imin kendini goriiniir kilma istegi
mimetik anlatimin smirlarini ve bu gergeklik yanilsamasini tahrip etmektedir. Ancak klasik
sinema anlatilar1 hala mimesise dayali dramatik yapiy1 temel alir. Ve bu, dramanin ilk gelisim
evrelerinden beri olusturdugu estetik kaliplarin neredeyse aynisini igerir.

Platon mimesisi taklit anlaminda kullanirken ona bir asagilama yiiklemis, Aristo ise
sanat¢inin benzetme isleminde yaratici bir gili¢ barindirdigi i¢in mimesisin bir yeniden
yaratma iglemi oldugunu vurgulamistir (Nutku, s.12). Tragedya eylemde bulunan Kkisiler
tarafindan temsil edilir ve bu anlamda sadece bir oykii degildir. Aristo onu, ahlaksal
bakimdan agir basli, basi ve sonu olan, belli bir uzunlugu olan bir eylemin taklidi olarak
belirtmekte ve “Tragedyanin 6devi, uyandirdig1 acima ve korku duygulariyla ruhu tutkulardan
temizlemektir” diyerek katharsis kavramimi vurgulamaktadir (Aristo, s.22). Katharsis
kavrami, Ozdeslesme ile birlikte mimesisin en O6nemli unsurlarindan kabul edilebilir.
Katharsisi biiyiik bir coskusal gerilimden sonra bosalma (rahatlama), estetik bir cosku olarak
ifadelendiren Aristo, tragedyay1 katharsis ile birlikte degerlendirerek onu psikolojik olarak
temellendirmis ve trajik olanin yeniden yaratilmasindan duyulan hazla da iliskilendirmistir
(Calislar, 5.100). Ozdeslesme ise izleyicinin dramatik siirecle 6zdesleyim kurmasi olarak ifade
edilebilir. Bu, temsil edilen, canlandirilan yasam kesitinin i¢ine girerek acima ve korku
duygularinin uyanmasina (katharsis) neden olan duygu durumudur (Calislar, s.138).

2. KLASIK DRAMATIK YAPI VE KLASIK SINEMA ANLATISI

Klasik dramatik yapiyi, klasik sinema anlatilarinin da 6diing aldigi evrensel ve yaygin bir
anlattm bi¢imi olarak kabul edebiliriz. Klasik dramatik anlatimin kokleri ise Yunan
tragedyalarina dayanir. Dramatik anlatimin giiniimiize dek gelen belli basli 6zelligi kapali ve
neden sonug iligkileriyle kurulu yapisidir. Oyun kisilerinin iliskileri, bu gelisim ve siireklilik
gosteren serim, diiglim, ¢atisma ve ¢dziim asamalarinda gelisir. Kahraman oyunun basindaki
duruma tepki gostererek eylemi/aksiyonu baglatir. Bu durumu hazirlayan kosullar ise serim
kisminda gosterilir. Eylemi baslatan ise genellikle kahraman ve onun karsisindaki bir anti
kahramanin ¢atigsmasi olabilir. Duruma razi olmayan kahraman bir ¢6ziimsiizliigiin i¢ine girer.
Bu kisim ise diigiimii olusturur. Her ¢atisma ortaya bir diiglimii ¢ikarir ve her diigiim ise yeni
bir ¢atigsmayi1 gerektirir. Bu gelisim artan bir gerilim yaratir. Gerilimin tirmandigi en yiiksek
nokta ise doruk noktasidir. Olaylar doruktan sonra hizli bir bicimde sonug¢lanacaktir (Sener
1997,5.18). Klasik dramin bu kapali ve siki bir bigimde Oriilmiis yapisi, klasik sinema
anlatilarinda hala kullanilan ana dramatik ekseni olusturmaktadir.

Bu yapi, tiim diger anlati bi¢imlerinde de varolan daha dogrusu tiim anlatilarin temel bir
birimi olan Oykiiniin (fabula) simdiki zaman yanilsamasi iginde, su anda ve burada
sunulmasina dayanir. Bu ise ‘Gykiiniin’ anlatilan kigiye getirilmesi degil, ‘Oykiiniin anlatildig1
kisinin’ olayin gergeklestigi zaman ve mekana gotiiriilmesi olarak ifade edilebilir. Anlatimin
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mimetik tiirli olan dramda herhangi bir anlaticiya gerek yoktur ¢iinkii olaylar simdiki zaman
akist iginde oluyormusgasina yeniden kurulur. Mimetik anlatim bi¢iminde olaylar1 zaman-
mekan igine yerlestirmek ve seyircinin de simdiki zaman yanilsamasi i¢inde bu olaylara
dogrudan bir sekilde tanik olmasini saglamak gerekir (Unal, s.109). Klasik sinema iste bu
bahsettigimiz klasik dramatik anlatim bigimine uygun bir filmsel stil gelistirmistir. Tiim optik
kurallar, ¢ekim gesitleri, alict hareketleri, alict agilari, goriis noktalari, dekor, kostiim,
oyunculuk big¢imleri, hepsi birden bu dramatik etkiyi olusturacak bir atmosfer yaratimi i¢in
olusturulmustur. Bir ¢izgi lizerinde gelisen olaylar dogrusal bir yol izler. Yay seklinde bir
gelisimin iginde bir durak noktast ve bu noktaya vardirilan gerilim ve bir sondan
bahsedebiliriz. Seyirci iste bu mekanizma sayesinde olaylarin akisina kendini kaptirarak
olaylar ya da kahramanla 6zdeslesir. Burada modern anlatilarin sorgulayan ve zihinsel katilim
yapmasi beklenen seyircisinden apayri bir seyirci aktivitesi sozkonusudur. Seyirci olaylarin
akisima tamamen kendini kaptirip karakterlerle duygusal temelde bir yasanti birligine girer.
Doruga dogru yiikselen bir gerilimle bagka bir hayatin i¢inde yer alarak, doruk noktasiyla
birlikte baglayan son béliimde, olaylarin ¢oziilmesiyle i¢ine sokuldugu gerilimden kurtarilarak
rahatlatilir. Haz ve rahatlama da buradan dogmaktadir. Mutlu Parkan bu 6zdeslesme
mekanizmasinin sonucundaki hazzin, geleneksel sinemanin eglence yoniinii olusturdugunu
sOyler ve eglencenin ise, seyircinin yasadigi yasamdan uzaklasarak kisa bir siireligine bagka
bir yasantinin igine girip bu diinyada kendini ve kendi sorunlarini unutmasindan
kaynaklandigini belirtir (Parkan, s.31).

Dis goriiniisiin mitkemmel bir taklidini olusturmayr amaglayan klasik sinema anlatilarinda,
dramatik olayla seyirci arasinda “simdideslik” yani seyircinin olaylarin oldugu zaman ve
mekana gétiiriilmesi en 6nemli amaglardandir denilebilir. Iste bu nedenle onun kars1 ucunda
yer alan modernist anlatilardaki, dis goriiniisiin agkin bir bi¢imde kavramsallastiriimasi ve
izleyicinin bi¢imin kurgusalligini farkedip olayla birebir 6zdeslesmesinin kirilmasi, dramatik
anlatimin temelindeki mimetik etkiyi bozar (Unal, s.216). Oysa klasik sinema anlatilarinda
olaylarin gergek diinyadaki gibi kesintisiz ve siliregen oldugu izlenimi yaratilmalidir. Bu
nedenle klasik anlatilarda dramatik yapidan, teknik tiim ayrintilara kadar, daima mimetik
etkiyi giliclendiren bir yapi kurulur. Olaylarin bu sekilde kendiliginden akip gitmesi ve
anlaticinin yoklugu izlenimi hepsi tek bir seye hizmet eder; gergeklik izleniminin gii¢lii bir
sekilde yaratilmasina. Sevda Sener Batinin dram anlayisinin temelinde bu gergege benzerlik
duygusunun yattigimi vurgulamaktadir. Akla ve mantiga uygunluk, gercege benzerlik klasik
dram anlayisinin birbirine neden sonug iliskileriyle baglanmis kapali yapisini olusturur(Sener,
1997,5.17). Aristoteles’in temelini attigi bu yapi, giniimiize dek varligimi agirlikli olarak
korumustur. Burada 6nemli olan nokta, bu bi¢gimin dramatik anlatimi1 kullanan tiyatro gibi
sinema i¢in de genel geger ve kabul gérmiis bir anlatim bigimine doniismiis olmasidir.

Dramatik olay gelisiminin temeli siireklilige dayanir. Anlati 6rgiisii varsayimsal olan ve daha
¢ok seyircinin gozii olarak diislinebilecegimiz bir perspektife gore insa edilir. Seyirci ise bu
varolan perspektife yerlesir. Seyircinin bu perspektife yerlesebilmesi i¢in inanmasi, katilmasi
ve Ozdeslesmesi gerekir. Kisacasi seyircinin burada bu perspektife inandirilmasi gerekir. Bu
noktada olaylarin siirekliligini saglayacak iliskilerin mantiksallig1 ¢ok dnemlidir. Seyirci olay
gelisimine, karakterlere inandigi yani buradaki mantiksalliktan kusku duymadigi takdirde
oykiye ilgisi yogunlasir ve onu igine almasi gereken perspektifteki konumunu alir. Bundan
sonra ise duygusal bir cosku ve heyecan yasayarak anlatiyla 6zdeslesmesi kolaylasir (Unal,
s.134). Klasik dramatik anlatim gerek tiyatroda gerekse sinemada karsit uglarini da var
etmistir. Tiyatroda ornegin Brecht’in 6zdeslesmeyi kirmak ve seyircinin izledigine kendini
kaptirmasina hizmet eden bigimi yabancilastirma efektleriyle sorgulatir hale getirmeye
yonelik ¢abasi bagli bagina -Epik olarak adlandirilan- bir tiyatro anlayisi dogurmustur. Ayni
sekilde sinemada da kokleri Griffith tarafindan atilan klasik sinemanin karsi ucunda bu kapali
yapiy1 kiran, 6zdeslesme yerine yabancilasmay1 koyan, izleyicinin zihinsel olarak katilimini
ve sorgulamasini amaglayan bir sinema anlayisi ilk olarak Dziga Vertov ve daha sonra da
Godard tarafindan estetik bir bi¢im olarak ortaya konmustur. Bu nedenle 6zdeslesme ve
katharsisin -varligr ya da yoklugu sayesinde bi¢imi iki ayri uca savurabilecek- sinemanin
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temel estetik dgeleri oldugu sdylenebilir. Ornegin modernist anlatilarda gerceklik izlenimi
katharsis yaratilmayacak bi¢cimde denetim altina alinir. Daha dogrusu sinema perdesinde
izledigimiz seyin, gercekligin kendisi degil kurgulanmis baska bir ger¢eklik oldugu daima
belirtilerek, katharsis ve 6zdeslesmenin 6niine gegilir.

Brecht estetigi de temel olarak bu katharsis duygusunun seyirci i¢in tehlikeli oldugu
varsayimina dayanir. Katharsisin ortaya ¢ikmasini saglayan kavram “einfiihlung” yani duygu
temeli lizerinde yasanti birligidir. Seyirci sahnedeki figiirler ile kurdugu duygu ve yasanti
birligi nedeniyle sonunda katharsise ulasir. Kahramanla 6zdeslesen seyirci onun igine diistiigii
durumlar1 degerlendirme, elestirme yeteneginden yoksun kalir (Parkan, s.48). Burada
dramatik anlatimda 6zdeslesmeyi saglayan mekanizmayi; seyircinin, anlatinin bu saglam
dokunmus kapali ve neden sonug iliskileriyle ilerleyen perspektifine dahil edilmesiyle olaylari
disaridan deneyimlemesi ve bir de bakis acisina ortak edildigi karakter araciligiyla anlatiy1
icerden deneyimlemesi olusturur. Seyirci karakterlerden birinini ayricalikli zaman ve
mekanina dahil olarak onun bakis agisiyla ve onunla 6zdeslesir. Boylece olay orgiisiinii artik
iceriden de deneyimlemektedir. Bundan sonra olayin seyrine gore hisler yasayacaktir. Korku,
heyecan, iiziintii vs.(Unal, s.135) Klasik anlati sinemasinda anlatic1 kendini gizledigi ve
goriinmez kildigi i¢in izleyici ile kurmaca evren arasinda mesafe kalmamistir. Burada izleyici
filmin yarattig1 yanilsamayi fark edemez. Filmin anlatim tekniklerinin (kurgu, 1s1k, dekor,
kostlim, miizik, kamera hareketleri, acilar1 ve olay oOrglisii) aslinda hepsi birden bir
anlaticidir. Ama buna goriinmez ya da kendini gizleyen bir anlatici denilebilir. Klasik anlati
sinemasinda anlatict anlatinin kendisine doniismekte, izleyici de anlat1 kisilerine, kahramana
dontiserek, onunla 6zdeslesmektedir (Oluk, s. 37).

Yani klasik anlat1 sinemasi tiim anlati bi¢imlerinde basat olan anlatici sorununu, anlatim
mekanizmalarini gizleme, olabildigince goriinmez kilma yoniinde ¢ézer. Mimesis bu sekilde
giiclenir daha dogrusu miikemmel bir illiizyona, gergeklik yanilsamasina ya da izlenimine
ulasilir. Klasik anlati sinemasinin mimesisi giiglendirecek bi¢imde gelistirilen dramatik
kurgusuna, dramatik etkiyi giiclendirecek bir sekilde kurulan “stil/bi¢im” eslik eder. Anlatim,
hem bi¢imsel araglarin hem de olay orgiisiiniin ve onun anlatim bi¢iminin hepsi tarafindan
belirlenir. Boylece, klasik bir sinema anlatisini belirleyen birgok faktér olmasina ragmen
temel unsurun; anlatinin daima bir gergeklik illiizyonu yaratarak temsil edilmeye c¢aligilmast
ve bu sayede izleyicinin bir filmin igine girerek onu deneyimlemesi amacinin taginmasi
oldugu soylenebilir. David Bordwell olasi anlatilarin sayisini sinirsiz olarak belirtmekte ama
gene de kurmaca film anlatilarinda tek bir tiiriin egemen oldugunu 6zellikle vurgulamaktadir.
Bu egemen tarz Hollywood sinemasidir. Bu tarz siiresi, etkileri ve tarihi nedeniyle
klasiklesmistir (Bordwell, s.94). Bordwell’e gore Klasik anlatida aksiyonun nedeni bireysel
karakterlerden ortaya ¢ikar. Dogal nedenler aksiyonu etkileyebilir ama anlati merkezine
kararlar, tercihler ya da karakterin ozellikleri gibi (Yunan tragedyalarindakinin ayni bir
bigimde) kigisel psikolojik nedenleri almistir. Anlatiy1 ilerleten karakterin arzusu ya da
istemleridir. Arzu bir hedefi belirler ve karakterin bu hedefe yolculugu, bu yolda
karsilastiklart tipki klasik yunan tragedyasinda oldugu gibi Hollywood sinemasinda da
anlatinin seyrini belirler. Elbette burada karakterin hedefine ulagsmasinda ona engel teskil eden
bir karsit gii¢ sozkonusu olur. Ama klasik anlati filmlerinin g¢ogu gii¢lii bir finali
icermektedirler. Bir ka¢ konu anlati esnasinda ¢6ziimsiiz olarak birakilsa bile sonunda tiim
taglar yerlerine oturur ve film kendi nedensel zincirini bu sekilde tamamlar. Tiim gizemler
aydinliga kavusur, tim c¢atismalar da sonuglanir. Bu siire¢ daima bir 6zdeslesim
mekanizmasini saglamak zorundadir.

Michael Chion klasik anlati sinemasinda izleyicinin film kigisiyle 6zdeslesmesinin saglanmast
icin ¢esitli formiillerin, ydntemlerin oldugunu vurgulamaktadir. Genellikle kahramana
sevilen, saygi duyulan ya da hayranlik uyandiran o&zelliklerin verilmesi bunlardan en
belirginidir. Ya da kahramanin filmin basinda biiyiik bir felaketle karsilagsmasi yine olduk¢a
etkili bir yontemdir. Anlatida 6ykii bilingli bir sekilde bir kahramanin bakis agisiyla seyirciye
aktarilirsa 6zdeslesme c¢ok daha kolay saglanir (Chion, s.134). Aristoteles’in tragedyanin
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insan ruhunda temel olarak korku ve acima duygularini uyandirdigini séylemesinde oldugu
gibi, olanakliliklar1 bakimindan sinemanin, mekan ve zaman simrinin da olmamasi
(giiniimiizdeki ii¢ boyutlu gelisimi de hesaba katilirsa) nedeniyle korku, endise, acima
duygularini en etkili bi¢imde kullanan sanatlardan biri oldugunu sdylenebilir. Robert Kolker
izleyicilerin biiylik bir kisminin tiim diinyada neredeyse bir filmin nasil olmasi ve ne
soylemesi gerektigi konusunda belli kodlar tarafindan kosullandirildigini séyler. Bu uzlasilar
¢ok genel anlamiyla klasik anlatimin genel gecer unsurlari olarak nitelendirilebilir. Bu
unsurlar Kolker’e gore filmin seffaf iletimi ve anlatilan 6ykiiye erisebilmek i¢in herhangi bir
¢aba sarfetme gerekliliginin olmamasi seklinde nitelendirilebilinir (Kolker, s.119). Kolker’e
gore klasik stil oykiiyii hizlandirir ve izleyiciyi de kesinlikle filmin igine yerlestirir(Kolker,
s.132). Olay orgiisii, kurgusu, ve filmin stili izleyicinin atmosferin igine girmesini
kolaylastiracak bi¢imde diizenlenmistir. Sinema salonlariin karanlik ve yalitilmis olmasi da
filmin atmosferine girebilmeyi, duygu birliginin yaratilmasi ve 6zdeslesmeyi kolaylastirir.

Hitchcock dramayr tanimlarken “sikici pargalart kesip ¢ikarilmis yasam” tanimint
kullanmaktadir (aktaran Armes, s.93). Bu tanim aslinda bir anlamda gergekgilik sorununu da
ortaya koyar. Ciinkii klasik dramatik anlatimda ve dolayisiyla klasik sinemada gergekligin
gozlenip en gergekgi bir sekilde perdeye aktarilmasi gibi bir dert asla olmamistir. Burada
ama¢ daha ¢ok gergekmis gibi yapan kurgusal Oykiiler anlatmaktir. Armes bu durumu
“Hollywood’da yasam goézlenmez fakat temel malzeme olarak talan edilir” diyerek ifade
etmektedir (Armes, $.93). Yonetmen gergekligin duygusunu, ritmini yakalamaya ¢alismaz
ama onun yerine onun tam bir kopyasini kurmaya c¢alisarak gerceklik yanilsamasi yaratir.
Gergekei sinema teknik olanaklarin yalinlastirilmasindan yanayken, klasik anlati filmi teknik
ve endistiriyel ilerlemeleri tam da bir gergeklik yanilsamasini olusturmada biiyiik bir
basartyla kullanir (Armes, s.93). Aslinda gergeklik sorunu g¢ok kapsamli olmakla birlikte
temel olarak bir stil sorunu olarak adlandirilabilir. Yani iletilen anlamdan ¢ok o anlamin nasil
iletildigi ile ilgili bir siirectir. Bu da bi¢im ve igerik sorunsalindan ayri diisiiniillemez. Tahsin
Yiicel, yazin baglaminda gergeklik olgusunu irdelerken, en somut olgularin anlatiminda bile
anlatim esnasinda bagka bir gerceklik olusturuldugunu ifade etmektedir. Bu gergek bir igerik
olmaktan ¢ok bir bigimdir. Yiicel’e gore yazinda bir gerceklikten soz edilebilirse, bu
nesnelerin oldugu gibi yansitilmalarinda degil, bu dilin nasil yansitildiginin bilinmesiyle
ilgilidir. Yani en gergekgi yapit gergegi oldugu gibi ¢izen degil, diinyay1 bir igerik olarak
kullanarak, dilin (bigimin) gerg¢ekdist gergekligini arastiran yapittir (Yiicel, s.29). Bu nedenle
anlatimin bi¢imi onun ideolojik yansimasi olarak da okunabilir. Dolayisiyla Klasik anlati
sinemasinin ideolojisi de, onun ger¢egin yerine gecerek yeni bir gergek liretmesi ancak bunun
iizerini stirekli orterek gizlemeye g¢alismasi olarak diisiiniilebilinir. Giiniimiizde, belirli kodlar
icinde filmlerin iiretildigi Hollywood’da, klasik stilin olanaklarini arttiran ve sinirlarimi
zorlayan dijital teknolojilerin daha da yayginlastigi séylenebilir. Kolker’e gore goriintiiniin
yapay olarak olusturulmasi, arkadan gosterim, Ortii islemi ve goriinti Uretmenin diger
bigimleri gibi eski uygulamalarin ¢ogu artik bilgisayar iizerinde yapilmaktadir. Arka planlar
iic boyutlu grafik programlarla gosteriliyor, karakterler sayisal olarak kopyalanmis
insanlardan olusan kalabaliklarin ortasina yerlestirilebiliyor. Ancak burada degismeyen ¢ok
onemli bir unsur s6z konusudur. Yani tiim bu dijital teknikler aslinda eski tarz optik islemle
ayni amaci tasirlar; en st diizeyde gergeklik etkisi elde etmek (Kolker, s.159). Burada elde
edilmek istenen gercelik Aristo’nun tarif ettigi mimesisin sinirlarini zorlamakta midir?
Mimesis boyle bir teknoloji ile nasil bir estetik boyuta taginacaktir? Tiim bu teknolojilerin
mimesisin kurulusundaki gergeklik algisini arttiracagi ya da arttirma yoniinde kullanildigini
sOyleyebiliriz.

3. KLASIK DRAMATIK BIR ANLATI OLARAK UC BOYUTLU BiR FiLM;
AVATAR

James Cameron’un 2009 yilinda g¢ektigi filmin goriintii teknolojileri konusunda bir ¢igir
acarak belki de yeni bir sinemasal estetigin habercisi oldugu sdylenebilir. Ancak filmin tiim
bu yeni teknik olanakliliklarina ragmen, biitiinsel olarak klasik dramatik anlatimin temel
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kurallarmna siki bir sekilde bagli oldugu goriilmektedir. Filmin olay oOrgiisii, Ooykii ve
nedensellik gibi iligkilerin oriiliisiinde bu klasiklesmis yapinin tiim etkileri hissedilmektedir.
Buna gore 6ncelikle 6ykii ve olay orgiisiiniin gelisme modelleri ele alinabilir;

A.Oykii; Pandora adli gezegen i¢inde bulunan biiyiik ve degerli maden yataklar1 i¢in, insanlar
tarafindan isgal edilir. Pandora gezegeninde ise Navi denen yerli bir irk yasamaktadir.
Naviler, insandan fiziksel olarak ¢ok daha gii¢lii ama DNA olarak da insan irkiyla benzesen
yaratiklardir. Herhangi bir teknoloji ile tanismamis olan Naviler ilkel kabileler seklinde
orgiitlenmis ve ritiielistik bir yagam siirmektedirler. Dogaya ve onlara yasami veren enerji
olan Eywa’ya saygili bir sekilde yasarlar. Kendilerini savunmanin diginda silah kullanmayan
Naviler, dogayla ve diger canlilarla biiyiik bir uyum i¢inde yasamaktadirlar. Ancak bir giin
Diinyalilar yani insanlar gelip yeraltindaki baz1 madenler i¢in Navilerin diizenlerini bozarlar.
Onlara ingilizce 6gretip, medenilestirmeye calismakta ve onlari atalarinin yurtarindan zorla
cikarmak istemektedirler. Isgalci ve savas¢i Diinyalilar bunu sadece milyon dolarlar
kazanacaklar1 madenler i¢in yaparlar. Naviler onlara direnir. Pandora gezegeninde bilimsel
arastirmalar yapan ekiptekiler ise diger Diinyalilardan farkli olarak Navileri korumaya
caligmaktadir. Ama militer gii¢ kazanir ve Navilere savas agilir. Bilimsel ekipten eski bir
asker olan Jake Sully, avatartyla Navi irkinin arasina katilma sansini yakalamistir. Avatari
Navilerle kalirken, Jake Sully’nin kendi bedeni askeri karargahta eslestirme makinasindadir.
Boylelikle avatar1 sayesinde diger bedeniyle Navilerin yaninda olabilmektedir. Jake Sully
onceleri Navileri oradan ¢ikmaya ikna etmekle yiikiimliiyken, kendi irkinin acimasizligt
karsisinda Navilerle birlikte diinyalilara kars1 savasmaya karar verir. Insan irkinin biitiin ileri
teknolojileri karsisinda oklariyla ve sadece ylrekleriyle savasan Naviler, biiyiikk kayiplar
vermelerine ragmen, onlara yardim eden Jake Sully ve diger bir avug iyi insan sayesinde
savagi kazanip, Diinyalilar1 gezegenlerinden gonderirler.

B.Olay Orgiisiiniin gelisme modelleri; Olaylarin dogrusal bir zaman dilimi iginde,
gerilimlerin grafiksel bir egriyle artarak tirmandigi ve diiglim noktasiyla bir ¢oziimsiizligilin
icine sokuldugu, daha sonra da tiim diigiimlerin ¢o6ziildiigii olay oOrgiisii ile Avatar, klasik
dramatik yapidaki tiim asamalari neredeyse tamamen kullanmistir. Serim boliimiinde 6ykiiye
kisa bir giris yapilip kahramanlar tanitilmis, daha sonra olacak olaylar hakkinda izleyici
bilgilendirilmis ve belirli bir merak duygusu ile yiliklenmistir. Ardindan kii¢iik kiigiik
diigiimlerle ¢atisma tirmandirilmaya baslanmistir. Bu tirmanis bir doruk noktasina varacak
daha sonra da kahramanin arzusu ¢ercevesinde ¢dziimlenecektir.

Serim

I.Jake Sully’nin Pandora gezegenine/ Arastirma ve savas iissiine gidisi

II.Jake ve bilimsel aragtirmalari yiiriiten doktorun karsilagsmasi

II1. Jake Sully ve Doktorun Navilerin yasadig1 yere gidisi

IV. Ormanda yaratiklarla karsilagsma

V. Jake Sully’nin yaratiklardan kagarken ormanda yalniz kalmasi

VI. Jake Sully’nin ormanda sabahlamasi

VIl.Jake Sully’nin Neytiri’yle tanismasi ve onun yardimlariyla hayatta kalmasi

LDiigiim

I.Jake Sully’nin kutsal agacin tohumlari tarafindan kutsanmasi ve ormana kabul edilmesi
II.Diger Naviler tarafindan istenmeyen Jake Sully’nin Neytiri tarafindan korunmasi ve
Neytiri’nin ona kefil olmasi

II1. Jake Sully’nin Navilerin evine gotiiriilmesi ve ormanda kalmasiyla ilgili kararin kabilenin
onayina sunulmasi

IV. Jake Sully’nin ormanda Navilerle kalmasina karar verilmesi

V.Jake Sully’nin Navilerle yasamaya baslamasi ve onlar1 tanimasi

ILDiigiim ve Catisma
I.Jake Sully’nin avatarinin uyumasi ve Jake Sully’nin kendisinin askeri iiste uyanmasi
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II. Askerlerin ve operasyonu yiiriitenlerin Jake Sully’e yerlileri yasadiklar1 kdyden ¢ikmalari
konusunda ikna etmesi gerektigini soylemesi

III. Jake Sully’nin askerlere bilgi tasimasi sonucunda Doktorun avatar eslestirme iinitesini
iisten Pandora’nin i¢ine tagimaya karar vermesi

IV. Jake Sully’nin ormani tanimasi navilerin diisiince yapilarini anlamaya ¢alismast

V. Jake Sully’nin tam olarak bir Navi ve Savag¢i olabilmesi ig¢in yapmasi gerekenleri
o6grenmesi

VI. Jake Sully’nin kendi ikranini(yirtict bir hayvan) se¢ip onu evcillestirmesi ile noktalanan
kahramanin yolculugu seriiveni.

VII. Jake Sully’nin Naviler i¢in kutsal olan ‘Toruk mak to’ ile tanismasi

VIII. Komutanla goriisen Jake Sully’nin biiyiik bir ¢eliski yasayarak taraf degistirmesi

IX. Kahraman olma yolunda biitiin asamalar1 tamamlayan Jake Sully’nin yapilan térenle Navi
halkindan biri olarak kabul edilmesi

X. Kutsal aga¢ Eywa’nin altinda Jake Sully’nin Neytiri ile birlikte olmas1 ve Sully’nin tam
anlamiyla bir Navi olmasi

Doruk ve Coziim

[.Diinyalilarin Navilere saldirmalar1 kdylerini yakip yikmalar1

I1.Jake’in saldiran tanklarin tizerine ¢ikip tasla saldirmasi

III.Neytiri’nin yikilan kutsal agac¢ ve koyi karsisindaki ¢aresizligi

IV.Navilerin savas karari almasi ve bu sirada oraya gelen Jake’in onlari uyarmaya galismast
V. Doktor ve Jake’in komutan ve operasyon sorumlusunu Navilere saldirmamalar1 yoniinde
iknaya ¢alismalari.

VI. Askerlerin kdyii yakip yikmaya baslamalari, Navilerin karsilik vermesi

VII. Saman kadinin Jake’den onlara yardim etmesini istemesi

VIII. Navilerin iizerinde yasadiklar1 yuva aga¢ Eywa’nin yikilmast

IX.Jake ve Doktorun hapsedildikleri yerden kagmalar1 ve avatarlariyla eslesip tekrar Navilerin
yanina donmeleri

X. Jake’in artik ona giivenmeyen Navileri ikna etmek i¢in ‘Toruk mak to’ yu evcillestirmesi
ve efsanedeki gibi Toruk mak to olmasi.

XI.Jake’in Doktor i¢in Eywa’dan yardim istemesi, Eywa’nin altinda Doktor igin ayin
yapilmasina ragmen Doktorun 6lmesi.

XII. Jake’in Navilere savasmalarini sdylemesi, diger tiim kabileleri birlestirip hep birlikte
savagmalari.

XIII. Jake ve komutan karsi karsiya gelmesi ve Komutanin Neytiri tarafindan 6ldiirtilmesi
XIV. Neytiri’nin Jake ve avatarii Eywanin yanina gotiirmesi. Jake’in ger¢ek bedeninin
Eywa’nin yanina gitmesi ya da Avatarina doniismesi.

C.Avatar’da Nedensellik/Zaman/Anlatim

Avatar filminde neden sonug iliskilerinin bogluksuz bir sekilde kurulmasi onun kapali ve
klasik dramatik yapisinin kurulusunu da saglamaktadir. Pandora’daki zengin maden yataklari
sebebiyle Pandora’yi isgal eden Diinyalilar, kendi gezegenleri gibi buradaki herseyi de
diisiincesizce tahrip etmek istemektedirler. Buna karsin Naviler buna direnir. Olaylarin nedeni
iste bu direnistir. Ayrica Jake’in Pandora’daki bilimsel ekipte bulunan ikizinin 6lmesi, onun
Pandora’ya dogru ilerleyen kaderinin baslangicini olusturur. Burada olaylarin nedeni Jake’in
kaderiyle baglantilidir. Yani klasik dramatik anlatimdaki kahramanin bir eylem yoni olarak
tanimlanan aksiyonun gelisimi, Jake’in Navilerin kurtaricist olarak iggalcilere karsi
koymasiyla baglar. Bu ayni zamanda olaylarin motivasyonunu da olusturur. Bir baht
dontistimiine(peripetie) ugrayip taraf degistiren kahraman kendi iginde de manevi bir
yolculuga ¢ikar. Kahramanin arzusu burada Omitikai halkindan biri olmaktir. Biitiin eylemleri
artik bu yondedir. Karsisina ¢ikan tiim engellerle catisir ve sonunda hedefine varir. Filmin
olay orgiisii kahranmanin arzusu dogrultusunda sekillenmistir. Klasik dramatik anlatilarda her
hareketin bir nedeni ve sonucu vardir. Ve bunlarin hepsi kahramanin arzuladigi sona dogru
gider. Nihai hedef filmin sonunda tiim ¢atigsmalarin yatigsmasi, tiim diigiimlerin ¢6ziilmesiyle
kahramanin hedefine varmasidir.
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Bu amaca giden yolda filmde, klasik dramatik yapinin nedensellik ilkelerine sik1 bir sekilde
uyuldugu goriilmektedir. Olaylarin zamanini da; dramanin ¢esitli evrelerinde gergek zamanla
degil de sikistirilarak ya da bir nevi fazlaliklarin atilmasiyla olusturulmus derisik zaman
olarak adlandirdigimiz bir bigimde, yogunlastirilarak verilmesine uygun bir bi¢imde dogrusal
bir gelisim gosterdigi goriilmektedir. Sinemanin kendine 6zgii yontemleri sayesinde derigik
zaman gercek zamanin yerine gecer, dolayisiyla seyirci bu sahnedeki kisaltmalar1 anlamaz ve
ger¢ek zamani yasadigini sanip, bir anlati karsisinda oldugunu unutur. Bu da 6zdeslesme
mekanizmalarindan biridir. Avatar’da kapali, siki oriilii anlati ve nedensellik ilkesine
tamamen uyularak olusturulmus olay oOrgiisii gibi, zamansallik agisindan da klasik dramatik
anlatimin ilkelerine uyulmustur.

Kahramanin olumlu 6zelliklerle donatilmis olmasi onunla 6zdeslesmeyi kolaylastirmaktadir.
Filmin bagindan beri Jake’in secilmis ve kutsanmig bir kahraman olduguna dair simgeler
verilmektedir. Bu anlamda 6ykiiniin kurgusunda da miikemmel bir 6zdeslesim mekanizmasi
yaratilmistir. Kader tarafindan yazgimizin belirlenmis oldugu ve bu yazgiy1 yasarken se¢ilmis
olmak gibi mistik ve yiiceltici duygular herkeste otomatik olarak kolayca bir 6zdeslesme
mekanizmasi yaratir. Oykii ilerledikge Jake Sully’nin de yazgisi1 hakkinda bir fikir sahibi
oluruz, ¢linkii o da tipki Neytiri’nin atasi olan ‘Toruk Mak to’ gibi tiim klanlar1 birlestirip
diismana kars1 zafer kazanmalarina neden olacaktir. Burada yazgi ve kader kavraminin
oykiiniin tiim kurulumuna yon verdigi ve belirli bir motivasyon yarattig1 goriilmektedir.

Genellikle klasik sinemanin 6zdeslesme ve gergeklik yanilsamasi duygusunu bozmayacak
¢ekim tekniklerinin kullanildigi Avatar’da kameranin ileri ve geri kayma hareketinin, iig
boyutun vurgulanmasi anlaminda sik olarak kullanildig1 sdylenebilir. Bu ¢ekimler, perspektif
ve derinlik duygusu giiclendirerek insanin tipki bir ormanin i¢inde kosarken yasadiklarini
deneyimlercesine bir goriis agisi elde edilmeye ¢alisilmistir. Gergek¢i resimde insan bakiginin
bir perspektife yerlesip, resmi oradan izlediginde yakaladigi derinlik duygusu gibi burada da,
insan bakisiin filmin i¢indeki bir perspektife yerlesmesi hatta o noktadan filmin i¢indeki
harekete katilip, kamerayla birlikte oradaki olaylar1 deneyimlemesi amaglanmistir. Ozellikle
ii¢ boyutlu ¢ekim teknikleri bir karakterin ya da kahramanin kosmasi, atlamasi ve u¢gmasi gibi
hareketlilik hallerinde artmaktadir. Burada onceden filmin atmosferine kendini kaptiran
seyircinin, oykii ve kahramanlarla arasinda kurdugu 6zdeslesme, artik bir asama daha ileri
giderek; bir kahraman tarafindan gergeklestirilen herhangi bir eylemin kendisinin
deneyimlenmesine yani o aksiyonun kendisi ile de bir 6zdeslesim kurulmasma yol
agmaktadir. Ornegin Jake Sully (Navi avatari ile) ormana ilk geldigi anda gergedan benzeri
bliyiikk yaratiklarin saldirisina ugrar. Burada hem hizli bir kagma kovalamaca sahnesi
mevcuttur hem de bu sahne tamamen ii¢ boyutun olanaklarinin sergilendigi tipik sahnelerden
biridir. Aslinda olduk¢a uzun olan bu sahnenin filmin oykiisii ve iletilmek istenen anlami
giiclendirecek herhangi bir etkisi yoktur. Sahnenin, 6yle ise tamamen seyirci igin tasarlanmis
bir sahne oldugu diisiiniilebilir. Ayni1 sey filmin sonuna dogru ¢ekilmis savas sahneleri i¢in de
gecerlidir. Genellikle klasik anlati sinemasi olduk¢a ekonomik davranmasi ile tinliidiir. Yani
gerekli olamayan sahneler kullanilmaz, uzatilmaz, amaca giden yol en etkili bir sekilde
anlatilir. Ama burada filmin yapimcilarinin, belli uzlasilarla filme giden insanlarin aksiyon
beklentilerini hesaba katmis olduklarini varsayabiliriz. Ayrica bu aksiyon sahneleri sayesinde,
ii¢ boyut ve yeni teknolojiler, gorsel bir sov olarak da sergilenme firsatin1 bulmaktadirlar.
Burada kahramanla duygular baglaminda kurulan 6zdeslesmenin yanina kahramanin
bulundugu atmosfere gotiiriilmek ve o mekanin deneyimlenmesi, kahramanin eylemlerinin de
deneyimlenmesi eklenmistir. Bu ise klasik trageryalardaki 6zdeslesmenin daha iistiinde bir
ozdeslesme saglarmaktadir. Seyirci sadece dykii ve kahramanla kurdugu duygusal 6zdeslesme
acisindan degil daha pek ¢ok agidan film evrenine dahil olmaktadir. Bunun da mimetik etkiyi
oldukgea gii¢lendirildigi soylenebilir.

Filmin tasidig1 soylev ve icerik analizi her ne kadar bir bagka calismanin konusu olsa da

burada tamamen manevi duygularin yiiceltildigi bir igerikten bahsedilebilir. Aslinda bu
geligkili bir durumu isaret etmektedir. Ciinkii manevi olarak enerji akigindan, yasam
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enerjisinden, her canliya saygili bir yasam siirmekten, dogay1 bir artt deger ugruna tahrip
etmemekten, aldigini bir giin tekrar dogaya geri vermekten bahseden yani su an ki diinyanin
tam aksine ¢ok giiclii bir manevi duygusal bir sdylev veren filmin, bunu tam da elestirdigi
sistemin iirettigi araclarla -ve bu sayede o sisteme hizmet ederek- yapmasi filmin i¢erik/bigim
biitiinselligine de farkli bir bakis getirebilir. Yani art1 deger iireten son derece teknolojik, son
derece emperyalist ve son derece maddilesmis, kendi disindaki canlilara tahammiil etmekte
zorlanan ve dogay1 daha ¢ok para kazanma istegi yliziinden fiitursuzca yok eden modern
insanin, son derece teknolojik aletleri sayesinde, ¢ok iyi para kazandigi bir film olarak
ozetleyebiliriz Avatar’1. Buradaki tiim teknoloji, bizim yaratilan bu giizel kurgusal diinyayi1 ve
oradaki manevi duygulari, ‘o an’ i¢in yasamamiz ve tiiketmemiz igin kullanilmis gibidir.
Yesilin bittigi diinyanin insanlari, yeniden tasarlanmis, kurgulanmis sanal bir diinyanin iginde
iki saat boyunca bir macera deneyimleyebilmektedirler. U¢ boyutlu teknolojiyle birlikte,
manevi duygularla yiiklii korkusuz, cesur savasgilarin oldugu bir evrene ve 6zgiir insanlarin
mitik diinyasina girilebilir. Burada kendi sikici diinyamizdaki sikici iglerimiz, tutsak ve pasif,
tiketmeye dayali mekanik yasamlarimiz yoktur. Burada tam olarak korku, acima, sevgi,
nefret gibi duygular ve bunlarla 6zdeslesme kurmak i¢in kullanilan modern diinyamiza ait
teknolojiler vardir. Burada modern diinyada kisiye gii¢ kazandiran para, séhret ya da is gibi
maddi gereklilikler yoktur; burada tam tersine herkesin doga karsisinda esit oldugu, cesaret,
yiireklilik ve kalple ilgili duygular sayesinde kisinin prestij kazandigi, herkesin esit ve 6zgiir
oldugu manevi bir diinya vardir. Iste biz Pandora’nin bu biiyiilii evreniyle tam olarak maddi
ve modern diinyamiza ait teknolojiler sayesinde 6zdeslestiriliriz. Ve bu 6zdeslesim kuruldugu
andan itibaren film bitip biz filmden ¢ikana kadar, o atmosferin gergekligine kendimizi
kaptiririz. James Cameron modern ve olduk¢a maddi diinyamiza ait bu ii¢ boyutlu
teknolojilerle, Mavi renkli Navilerle bile 6zdeslesebilecegimiz bir atmosfer tasarlama ve
yaratma sansini yakalamistir. Avatar’daki bu 6zdeslesme durumunun ve bu gerceklik
yanilsamasinin, kendinden 6nceki tiim dramatik anlatilardan ¢ok daha gii¢lii oldugu kesinlikle
sOylenebilir.

James Cameron Avatar’i yaratmak i¢in ¢ok uzun bir siire beklemek zorunda kalmistir. Ancak
sonunda {i¢ boyutlu filmlerde kokli degisiklik yapan yeni bir stereoskopik kamera sistemi
olan kendi teknolojisini gelistirerek bu filmde kullanabilmistir. Bu teknolojide yan yana
yerlestirilmis iki adet kamera es zamanli ¢ekim yaparak, bizim bir nesneyi iki géziimiizle
algilayarak gormemizi taklit etmektedir. Bu kamera sistemi, Avatar’i diger ii¢ boyutlu
filmlerden ayiran ¢ok daha gergekei bir etki saglamistir. Bu teknoloji, izleyicilerin imgelerin
igerisine girerek sanki gergekten oradaymislar duygusunu yasamalarini olanakli kilan ¢ok
daha gercekei bir derinlik algisim1 yaratmaktadir (www.dailymail.co.uk). Kamera, daha
gergekei bir goriis yaratabilmek igin ¢ok sik pan yapar. Bu neredeyse, izleyicinin sanki ger¢ek
hayatindaki imgeleri gormek icin basini saga sola ¢evirmesi gibidir. Burada kameray1 gozii
gibi algilayan izleyici askin bir bakisla hemen her yerde olabilmektedir. izleyici karakterlerle
ozdeslesim kurarak kimi kez karakterler yerine gegmekte, kimi kez ise askin bir bakisla
olaylari iist bir noktadan izlemektedir. Ama buradaki 6nemli fark izleyicinin kendini olaylarin
gectigi yer ve zamanda hissetmesidir. Antik bir tragedya oyununundaki ile ayni sey
hedeflenir;bu, olaylari sanki oradaymisgasina yasayan kisinin duygularinin bosalmasi yoluyla
arindirilmasidir.

4. SONUC

Avatar’da tiim klasik dramatik kurallara uyuldugu ve 6zdeslesme mekanizmalarinin gok iyi
bir sekilde kuruldugu séylenebilir. Klasik anlatimin hem dramatik anlamda hem de bigimsel
anlamda tiim olanaklarmin kullanilmasinin yanina i¢ boyutlu tekniklerin mimesisi
giiclendiren etkisini de eklersek Avatar filminin 6nemi artmaktadir. Avatar’da gergeklestirilen
aslinda insanligin en eski anlati bigimlerinden olan dramatik anlatim bigiminin, li¢ boyutlu
son derece teknolojik kameralarla birlestirilerek kullanilmasidir. Antik Yunanda tiyatro
sahnesinin Oniindeki seyircinin, tragedyalar, kahramanlar ve tanrilarla bagka bir gerceklik
icinde bir illiizyonu paylagmasi gibi, gliniimiiz modern insani da ii¢ boyutlu teknolojiler
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sayesinde bu yanilsamayir daha iist bir boyutta yasamaktadir. Ciinkii korku, acima gibi
duygularin deneyimlenmesi ile katharsis ve 6zdeslesme yasayan antik ¢agin insanina gore
modern ¢agin insani, bunu artik neredeyse gercek bir deneyim gibi yasamaktadir. Ancak bu
deneyimin bigimi, bizzat gerceklik ve modernlik sorunlarindan tiiretilmistir. Yani filmin
gergegi bizim gergegimiz midir? Dolayisiyla klasik anlatilarda kurgulanarak yeniden iiretilen
ve izleyicinin i¢ine sokuldugu ‘yasam ger¢eginden farkli bir gergek’ basli basina ideolojik bir
sorundur. Avatar filmi, sdylev olarak her ne kadar bir 6zelestiri barindirtyor gibi goriinse de,
bu, filmin klasik dramatik anlatima sahip bigimi ve onu destekleyen teknolojik estetik stili
yiliziinden pek miimkiin goériinmemektedir. Burada kisacasi bir estetik kalibin (mimesis)
kodlarmin (katharsis, 6zdeslesme) yeni teknolojik bigimlerle harmanlanmasi s6z konusudur.
Ancak bu teknolojiler mimetik etkiyi fazlasiyla giiclendirmistir. Ciinkii ii¢ boyutlu bu
teknolojik gelisme izleyiciyi dogrudan film evreninin i¢ine ¢ekmekte, dnceden bir gerceklik
yanilsamasi yasayan izleyici artik sadece bir yanilsama yasamakla kalmayip neredeyse sanal
bir diinyaya gitmis kadar olmaktadir. Bu ise duygular iizerinden yasanan &zdeslesme ve
katharsisin daha da iistiinde izleyiciye “olaylar1 ve mekani deneyimleme” sansi vermektedir.
Klasik sinemanin ii¢ boyutlu teknolojileri, kendi klasik stilini giiglendirme dogrultusunda
kullandig1 soylenebilir. Yasadigimiz yiizyilin estetik araglar1 degissede yasatilmak istenenin
“yanilsama” dan ibaret olmasi degismemistir. Bunun ise basli basina ideolojik bir sorun
oldugu aciktir. Ciinkii klasik stil egemendir ama sinema anlatilarindaki tek stil de degildir.
Ancak klasik stilin, ii¢ boyutlu yeni teknolojiler sayesinde kurgusal bir evreni
‘deneyimlemenin’ ¢ekiciligini ve avantajini simdiden gii¢lii bir bigimde kullanmaya basladig:
sOylenebilir.
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ABSTRACT

Until the 1990°s Turkish cinema was considered as a less developed and insufficient cinema in
terms of technology. With the rise of private TV channels, the advances in the advertising
industry and with the sponsorships and funds of local and foreign foundations, Turkish cinema
was able to use the latest technology in the field of cinema. In this context the technical
equipments which were used in western cinema were put in to use in the Turkish cinema and
with this oppurtunity, even special effects were applied in some big budget movies. Changes in
the classical production style led to changes in distribution and viewership trends. This change
caused a discussion about how to deal with the old and how to adapt to the new. Now, there is an
environment in the cinema industry where analogue technology has nearly completely been
replaced by digital technology. Some filmmakers suggest that digital tehnology has led to the
democratisation of the Turkish cinema, whereas some cinema critics believe that due to the
cheapness of this technology has led to an increase in interest in the film industry and made
people believe that anyone could be a filmmaker. The aim of this study is to evaluate the effects
of digitalisation in Turkish cinema in terms of production, distribution and spectatorship.

Keywords: Turkish Cinema, Technology, Digitalisation
1.GIRiS

Bat1 kokenli bir sanat dali olan sinema, yine genellikle bati kokenli teknolojik gelismeler
sayesinde bir ¢ok asamadan ge¢mistir. Sesli sinema, renkli sinema ve ii¢ boyutlu sinema
teknolojik gelismelerin bir sonucudur. 20.ylizyilin sonlarinda gelismeye basglayan ve 21.yiizyilin
baslarinda biiylik bir ilerleme saglayan dijitallesme (sayisallagma) bir ¢ok alani oldugu gibi
sinema sanatin1 da etkilemistir ve etkilemeye devam edecektir. Tiirk sinemasi Tiirkiye nin
ekonomik, kiiltiirel ve toplumsal kosulllarina paralel bir gelisim izlemigtir. Maddi ve teknik
yetersizlikler ve daha bir ¢ok sebep Tiirk sinemasinin uluslararast alanda 6nemli bir konuma
gelmesini engellemigstir. 1980’lere kadar daha ¢ok, disa kapali yerel bir sinema olan Tiirk
sinemast 1980’lerin sonunda Hollywood sirketlerinin Tiirkiye’ye gelmesiyle biiyiik bir rekabete
girmistir. Bir tiir 6liim-kalim kavgasi olarak nitelendirilebilecek olan bu siirecte Tiirk sinemasi
1990’larda iiretim ve dagitim anlaminda biiylik sikintilar yagamig, 2000°1li yillarin ortasinda
seyircisini yeniden kazanmis ve izleyici sayisinda Hollywood filmlerini ge¢mistir. Bu ¢alismada
genel olarak dijitallesme olgusuna ve diinya sinemasinda dijitallesmenin konumuna deginildikten
sonra, esas olarak dijitallesmenin son donem Tiirk sinemasi tizerindeki etkileri ele alinacaktir.

2. DIJITALLESME OLGUSU

Sayisallagma kavramini irdelemek gerekirse, bu kavram son donemde bir¢ok alandaki gelismelere
katkida bulunan en Onemli teknolojik ilerleme olarak ele alinabilir. Sayisallasma analog
mesajlarin (s6z, resim, mektup) nakledilebilen, islenebilen ve elektronik olarak depolanabilen ayri
ayr1 vuruslardan olusan sinyallere doniistiiriilmesi siirecidir. Ses, goriintii ve metin halindeki
mesajlar sayisallastirildiginda, kolaylikla birlestirilebilmekte ve bu 6zellik de ge¢miste olanaksiz
olan  bilginin  entegrasyonunun  miimkiin  kilmaktadir. Sayisallagmanin  etkileri
telekomiinikasyonun c¢ok otesinde de gelismektedir. Ses, goriintii ve metinlerin birlikte islenme
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olanag, bilgisayarlar igin tasarlanan ¢ok genis bir multimedya uygulamasi saglamaktadir. Bunun
yani sira telefon, miizik, fotograf, radyo, televizyon ve bilgisayar gibi tiim iletisim araglar1 sayisal
hale gelmistir. (Ozgaglayan: 94-96)

Sikistirma teknolojilerinin geleneksel enformasyon ve imge nosyonlarina ne yaptigi merak
konusudur. Sikistirmanin esasen enformasyonun indirgenmesi ile ve imgenin digerleri kadar
onemli goriilmeyen 6gelerinin algoritmik bir islem sonucuyla ortadan kaldirilmasiyla ilgilidir.
Belli veriler elendiginden ya da belli renkler ¢ikarildigindan ne kadar ¢ok sikistirma yapilirsa o
kadar ¢ok sey eksili. MPEG-4 gibi sikistirma teknolojileri, oyunlarda seyyar multimedya
araglarinda, duraksiz video (streaming video) ve dijital televizyonlarda kullanilan imgelerin
iletimini kolaylastirma amaciyla tasarlanmistir. Ekran tabanli ortamlarin analog 6zelliklerinden
farkli olarak gelecekte imge kullaniminin neredeyse biitiin asamalarinda sikistirmanin bir tiirline
basvurulacaktir. Sikistirma imgelerin iletiminde meydana gelen pek c¢ok nicelikli doniisiimiin
ozelliklerinden bir tanesidir. Bu doniisiimler dijital medya/ iletisim araglarinda anlam inga etme
yollarindaki bir kaymayla ilgili. Sikistirilmis ve sikigtirilmamig imgeler arasinda bir fark vardir
(Burnet, 2007:82). Analogdan dijitale gegisin, imgeler kullanilarak yapilan iletisimin temel
esaslarin1 degistirmedigi varsayilmaktadir. Analog diinyada imgeler (djital diinyada bitlere ve
piksellere doniigmiis olmalari anlaminda) enformasyon degillerdir. imgeler ile enformasyon
arasindaki ayrim, pikseller, cizgiler / satirlar ve sikistirma oranlari ile bulaniklagmistir. Bu
baglamda estetik ile tasarimin roliine iliskin ciddi sorular sorulmalidir. (Burnet, 2007:84-85)

Bilgisayar, internet ve cep telefonu olmayan bir diinyay1 bilmeyen ve 25 yas civarindaki kusak
“dijital yerli” olarak nitelendirilmektedir. Yas grubu olarak onlardan daha yash ve sdz konusu
cihazilarin olmadig1 bir donemi de bilenler dijital gd¢men olarak nitelendirilir. Bu baglamda
dijital ugurum olgusu gelir diizeyleri arasindaki farkin yani sira bir kusak farkiyla da
aciklanabilir. Bunun yan1 sira iilkeler arasinda da bir ugurum s6z konusudur. Dijital imkanlar1
kullanmak diger seylerde oldugu gibi kullanma gereksinimine baglidir. Farkindalik 6zetle dogal
yollarla kullanicinin kendi iradesiyle kullanmasi ya da yapay yollarla firmalarin ¢esitli pazarlama,
medya reklam bombardimani ile gereksinim ihtiyaci yaratmasiyla meydana gelir. (Tiirkoglu,
2010:353-354)

3. SINEMA VE DIiJITALLESME

Sinemada dijitallesmeyi anlayabilmek i¢in film ve video ayrimini iyi bilmek gerekmektedir. Film
(Fransizcadaki péllicule kelimesi Tiirk¢eye pelikiil olarak yerlesmistir. Genellikle sinema filmini
kast etmek icin kullanilir) 1s18a duyarli milyonlarca glimiis taneciginin {izerine siiriildiigi,
selillozdan iiretilen bir tasiyici tabaka ve diger koruyucu katmanlardan olusan ve genellikle
kenarlarinda delikler bulunan bir serittir. Daha sonraki banyo ve baski islemleri sonucunda
negatif ve pozitif kopyalar olusur. Bununla birlikte film seritleri biiyiikliiklerine gore cesitli
formatlara ayrilirlar. En ¢ok kullanilan format 35mm formatidir. Bunun disinda 65mm, 16mm ve
8mm gibi basa formatlar da s6z konusudur. (Canikligil, 2007:5-6)

Video “gorliyorum” anlaminda Latince bir kelimedir. Yaygin kullanimdaki anlami, optik
goriintiilerin elektrik sinyallerine doniistiiriilmesidir. Filmin tersine kimya alaniyla degil daha ¢ok
elektrik ve elektronik alaniyla ilgilidir. Video olgusu ise daha g¢ok televizyon yayinciligi ile
ilgilidir. Video terimi 1990’lara kadar daha ¢ok kaset ile birlikte anilmaktaydi. 1990’larda genel
olarak analog formattan dijital doneme gegis donemiydi. Sinema yonetmenleri de bu teknolojiden
faydalanmaya basladi. 1998 yilinda Sony sirketinin iirettiZi HDCAM formatinda profesyonel
seviyede yiiksek ¢ozliniirliiklii kameralar ve okuyucular s6z konusuydu. George Lucas’in yeni
Star Wars’1 bu formatta ¢ekildi ve sabit disklere kaydedildi. Bu kamerayi ilk kullanan yonetmen
Fransiz filmi olan “Vidocq”un (2001) yonetmeni Pitof’tur. (Canikligil, 2007:11-14)
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Dijital sinema kameralariyla calismak ¢ekim agamasinda goriildiigii gibi farkli anlatim tarzlarin
olusturmada kolayliklar saglamaktadir. Bunun yan1 sira kasetlerin fiyatlar1 asla ham film kadar
maliyetli degilken yeni teknolojide harddiskler ve kartlar tekrar tekrar kullanilabilmektedir. Ham
filme ¢ekilen goriintii 6ncelikle banyo edilir, ardindan pozitif kopyalar ¢ikarilir ve kare tarama,
telesine ve offline kurgu gibi ¢esitli iglemlerden gegcirilir. Film iizerinde son kesip birlestirme
islemleri yapildiktan sonra salonlar i¢in kopyalar ¢ikarilir veya film dijital olarak kurgulandiktan
sonra tekrar filme aktarilir, ayni sekilde kopyalar g¢ikarilir ve sinema salonlarinda gosterilir.
Ancak bu islemler hem ¢ok maliyetli, hem ¢ok uzun siiren, hem ¢ok riskli (filmler banyo
yapilirken dikkatsizlik sonucu istenmeyen sonuglara ulasilabilir v.b.) hem de c¢ok karigik
islemlerden gececektir. Cekimi yapilmis filmin bilgisayarlara aktarilmasi, kurgusunun, renk
diizenlemelerinin, 6zel efektlerin yapildig1 ve gosterime kadar gegen iglemlerin biitiinii “Digital
Intermediate” siireci olarak adlandirilir (Karabag, 2011:116).

Biiytik biitgeli filmler giderek daha fazla ¢ekim sonrasi agamada yiiksek netligi, sayisal goriintiiyii
kullanmaktadir. Kamera negatifini tarayarak, veri tarayici makineler kurguda, ses post
prodiiksiyonunda ve renk degerlerinin ayarlanmasinda kullanilan bir sayisal “ara film™i
iiretebilmektedir. Bu “ara film” daha sonra dagitim kopyalari i¢in yeniden filme taranabilir ve
aynt zamanda DVD’ler i¢in master kaynak islevi gorebilmektedir. Sayisal ara fimler c¢ergeve
basina 4 kilobayta kadar yiiksek netlik igerebilmektedir ve sinema salonlarinda gdosterilen filmlere
rakip olabilmektedirler. Sayisal film versiyonlar1 sinema salonlarinda sabit siiriiciilerde ya da
uydu veya internet araciligiyla dagitilabilmektedir. Biiyiik biitceli film yonetmenleri DV’ nin
sundugu ekonominin avantajindan yararlanmislardir. “Toy Story” ile baglayan uzun metrajl
canlandirma filmleri daha 6nceki ¢ok zaman gerektiren islemlerin yerine dogrudan bilgisayarda
yapilmistir. (Bordwell, Thompson, 2009:30-31) 1980’lerden beri kullanimda olan HD Kameralar
2000’11 yillarda yaygin kullanima ge¢mistir. Analog teknolojinin yerini alan bu teknoloji sinema
ve televizyon alaninda {iretim-gosterim ve dagitim gibi sistemlerin de degismesine yol
acmaktadir. Bant teknolojisinin yok olmasi sonucunda kameralarin iginde mekanik parga
kalmayacag i¢cin omiirleri uzun olacaktir. Bandin doniis hiziyla sinirli olunmadigindan yiiksek
kare ¢ekimi teknolojileri daha rahat uygulanacak, kameranin kendi i¢inde temel diizeyde de olsa
kurgu yapmak miimkiin olacaktir. Veri depolamak igin bol miktarda sabit diske veya BluRay,
HDDVD cinsi yiiksek kapasiteli disklere ihtiyacin artmasi ise kasetten daha biiyiilk maliyet
getirecektir. Kasette hata olustugundan goriintiiniin kii¢lik bir parcasi zarar goriirken sabit disk
sistemlerde o anda hafizada kayitl her sey silinebilecektir. (Canikligil, 2007:232-234)

Gliniimiizde dagitimcilar agir ve tasmnmast zor 35mm film yerine daha ¢ok dijitali tercih
etmektedir. Bununla birlikte kopya sayisi sikintist ortadan kalkacaktir. Dagitimcilar her sinemaya
aynt filmi verebilecek ve sanal olarak diisiik bir maliyetle sonsuz sayida kopya
basilabileceklerdir. Cinedigm Digital adli sirket, 2012 sonunda ABD deki salonlarin %70’inin
dijitale gececegini iddia etmektedir. Kasim 2010°da, diinyanin en biiylik film {ireticilerinden
Technicolor Inc. Kuzey Hollywood’daki film fabrikasini kapatacaklarini ve dijital teknolojiye
200 milyon dolarlik yatirnm yapacaklarini ilan etmistir. Yakin zamanda dagtimcilar sinemalara
kargo maliyeti nedeniyle 35mm yerine dijital film gonderecektir. Bu girisim karli olursa digerleri
onu takip edecek ve 35mm film gdsteren salonlar daha az is yapacaktir. (About Digital Cinema,
2012). Dijital sinemada sinirsiz se¢gme Ozgiirliigiine kavusmus olan sanat¢t diger yandan
gercekligin karsi ¢ikilamayacak bir yeniden yaratimini ortaya g¢ikarma sansina kavusmustur.
Bilgisayar ve dijital goriintiiller hakkindaki beklentiler ve kiiltiirel anlamlari, geleneksel
fotograftan farklidir. Ciinkli bilgisayarla {iretilen goriintiiler gittikce daha fazla fotograf gibi
goriilebilmekte, bunlar1 iiretenler gelenekleri ile oynayabilmektedir. Sanal gerceklik gergekte
varolmayan, yalnizca imgelemimizde varolan bir seyi gosterebilmektedir. Ger¢ek ya da somut bir
varligt temsili olan goriintiiler analog teknolojiler ile iiretilirken sanal goriintiilerin dijital
teknolojiler ile {iretildigi konusunda yanlis anlama vardir. Oysa sanal goriintiiler hem analog hem
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de dijjitaldir. Sanal gergeklik sistemleri sinemanin yaptigi gibi goriilecek ve duyulacak bir diinya
sunmaktan ziyade, kullanicinin kendisini tiim duyumsal diizeylerde temsil edilen diinyanin
fiziksel bir parcasiymis gibi hissetme deneyimini yaratmaya calisir. Dijital sinema bir yaniyla
nesnel gerceklikten koparken diger yandan gercegi yansitma isteginin eskisi kadar onemli
oldugunu géstermektedir. Biitiin gabalar gergeklik hissini vermek iizere kuruludur. Ustelik bu
gergeklik nesnel gergeklikten farkli olarak deneyimlenemez ve dolayisiyla dijital oncesi sinemay1
gercekllik karsisinda yetersiz kilan aslinin kopyast olma sorununu yasamaz. (Erus, Kiiniigen,
2010:281-283)

Montajcilar film diizenleme cihazi moviola’dan bilgisayara gecerek degisimi ilk yasayanlar
oldular. Bu degisim bir nevi gittikge artan ¢oskulu montaj tekniklerinin sonucuydu. Bu teknik
Martin Scorsese’nin “Siki Dostlar” (Goodfellas, 1990) adli filminde ve Oliver Stone’nun “JFK”
(1991) ve “Katil Doganlar” (Natural Born Killers, 1994) kullanmasiyla popiilerlesti. Dijital film
miizigi kullanilan ilk uzun metraj 35mm film “Dick Tracy” (1990) idi. “Oyuncak Hikayesi” (Toy
Story, 1995) tamamen bilgisayarda yapilan ilk uzun metrajli filmdi. Daha 6nce “Jurassic Park”
(1993) ve “Forrest Gump” (1994) bilgisayarda yaratilmis goriintilleri canli sinemada
kullanmislardi. Daha sonra “Titanic” (1997), “Gladyator” (2000) gibi tarihi ve epik filmlerle,
“Yiziiklerin Efendisi” tiglemesi (2001-03) ve “Harry Potter” serisi (2001-2011) gibi fantastik
filmler de dijital teknoloji sayesinde tiim diinyada milyar dolar kara gectiler. 1990’lardaki baz1
film ve televizyon yapimcilar1 portatif kamera kullanimin1 benimseyen cinema-verite egilimine
ayak uyduran g¢alismalar idi. Bir baska deyimle diisiik goriintii kalitesi, karli gercekeilik haline
dontistiiriiliiyordu. Teknolojik imkanlar artip dijital video kameralarin yayginlagmasiyla 2000
yilinda bir énceki yila nazaran iki kat daha fazla uzun metrajli film gekildi. Onemli yénetmenlerin
arasindan ilk dijitale gegenlerden biri Mike Figgis idi. “Timecode” (2000) adli gercek zamanl
filmde, ayn1 anda dort kamera kullanip ekran1 da dorde bolmiistii. Ayni yilda ¢ekilen “Ali” adli
filmde Michael Mann dijital teknoloji ve film seridini bir arada kullandi. Mann dijitalin daha
kaliteli olan gece goriisiinden “Collateral” (2004) filmi igin yararlandi. (Bergan, 2008:76-82)

Dijital kameralarla ¢ekim ve dijital kurgu islemlerinden sonra sinema salonuna gidene kadar proje
cok daha hizl1 ve az maliyetli bir yol katetmekte. Sinema salonlar1 hizla film projektorlerini dijital
projektorlerle degistirmektedir. ilk dijital film yapim dagitim ve goésterimi 1998 yilinda uydu
iizerinden Amerika’da bir ka¢ eyalette “The Last Broadcast” adli filmin gosterimiyle dijital
projeksiyonla gergeklestirilmistir. Bundan 7 ay sonra George Lucas’in “Star Wars Episode 17,
DVD’den dijital projeksiyonda gosterilmistir. 2000 yilinda ise “Titan A.E” adli film, internet
iizerinden Los Angeles’tan Atlanta’ya ulastirilmis ve dijital projeksiyondan gosterilmistir. “Star
Wars II” ise 2002 yilinda 94 dijital prodiiksiyon cihazli sinema salonunda gosterilmigtir. Daha
sonra bu degisim 2K projeksiyon cihazlariyla gergeklesmeye devam etti, simdi ise 4K
projeksiyonlar salonlardaki yerlerini almaya basladi. Bu yeni yapilanmanin 3D film gosterimleri
imkan1 saglamasiyla birlikte bagka bir ¢cok avantajlar1 da vardir. Yabanci filmlerin ayn1 anda
sinema salonlarinda gdsterime girmesi, film kopyalarinin tasinma sorununun olmamasi, film
baski ve kopya ¢ikartma maliyetlerinden kurtulmak gibi avantajlar1 vardir. Bu dijital gosterim
salonlar1 artik baska konularda da hizmet vermektedir. Ornek olarak spor miisabakalari, konserler
bile sinema salonlarinda 3D olarak gosterilmektedir. ingiltere’de su anda dijital sinema salon
gosterimleri eski tip filmden gosterim yapan sinema salon sayistyla ayni orandadir. Fransa dijital
salon sayisina Avrupa en yiiksek orana ulasmis durumdadir. Koltuk sayist ve oturma sekli dahil
dijital projeksiyon imkani olan salonlarda degisiklikler olabilmektedir. Dijital gdsterimlerde daha
az teknisyenin ¢alismasinin yeterli olabilmesi bile maliyetleri diisiirecektir. Ancak yine de bu
gecis oldukgca maliyetlidir. Bu geg¢is maliyetinin ise ¢esitli fonlar araciligiyla kargilanmasi
diisiiniilmektedir. Dijital gosterimlerde eski projeksiyonlarda oldugu gibi tekrarlanan gdsterim
sonucunda kopyanin eskimesi durumu gerceklesmez. Dijital sinemanin bir diger avantaji da 3
boyutlu gosterilen filmlerin heniiz korsanlarmin yapilamiyor olmasidir. Sinema salonundan
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kamerayla goriintiiyii dogru sekilde kaydetmek giinlimiizde miimkiin degildir. Ayrica yurtdisi
filmler i¢in uydu vasitasiyla aktarilan, yerli iireticiler tarafindan harddisklerde taginan filmler
kriptolaniyor ve bu sifrelerin kirilmasi veya korsan kopyalarin ¢ikarilmasi su asamada miimkiin
goziikmemektedir. (Karabag, 2011:117-118)

4. TURK SINEMASI VE DiJITALLESME

Uzun siire teknik ve ekonomik sikintilar yasayan Tiirk sinemasi, televizyon ve reklam
sektoriiniin gelismesi, resmi-6zel, yerli-yabanci fon ve desteklerle dijitallesmenin olanaklarindan
yararlanmaya baglamistir. Geng yonetmenler diisiik biitceli dijital ekipmanlari tercih ederken,
onde gelen film yapimcilar: da pahali ve gosterisli efektler igin son sistem teknolojileri kullanir
hale gelmistir. Dijital sinemanin yolunu agan Sony CineAlta kameralar ve Red Digital Cinema
RED ONE 4K kameralar sayesinde Tiirkiye’de film sektoriinde patlama yasanmaktadir. Gereken
her formatta daha verimli dagitim i¢in dijital post prodiiksiyonda artik DI (Digital Intermediate)
master yapimi kullanilmaktadir. Bunun sonucunda dijital yapim zincirini tamamlamak icin
gelismis kurgu ve master sistemleri ihtiyaci, bagimsiz yapim uzmanlari i¢in ¢ok yeni olanaklar
getirmigstir. (Giil, 2009, 98). Tiirkiye’de de son 10 yilda ¢ok sayida film DV kameralarla ¢ekildi.
Umit Unal, 2003 yilinda “Dokuz” isimli filmini DV formatta cekti, Ahmet Ulugay “Karpuz
Kabugundan Gemiler Yapmak” filmini, Ugur Yiicel ise “Yazi Tura” filmlerini 2004 yilinda DV
kamera ile ¢ektiler. Bunun yani sira Sony’nin Full HD olmayan HD formati HDV kameralarla da
filmler c¢ekildi ve gosterildi. (Karabag, 2011:117). Sony’nin ¢ikardigi kamera HDCAM
formatinda caligsan ilk kameradir. Cine Alta adiyla da anilir. Son dénemde Tiirk sinemasinda
“Gen” (2006), “Bes Vakit” (2006), “Kisik Ateste 15 Dakika” (2006), “Iklimler” (2006) gibi
filmler bu kamerayla cekildi. (Canikligil, 2007:232) Yakin zaman 6nce Canon markasi Dijital
fotograf makinelerine video ¢ekme 6zelligi eklendi ve diisiik biitgeli filmcilerin gozbebegi oldu.
Diinyada bu fotograf makinalariyla film ¢eken c¢ok sayida diisiik biitceli yapim iretilmeye
baslandi. Tiirkiye’de Selim Evci de ikinci uzun metraj filmi olan “Yagmurlar filmini Canon
DSLR fotograf makineleriyle ¢ekti. Ozellikle klip sektdriinde ¢okca kullanilan bu fotograf
makinalarinin profesyonel ses giriglerinin olmamasi gibi dezavantajlari s6z konudur. (Karabag,
2011:116)

Cnbc-e adli ekonomi dergisi Haziran 2010°da Tiirk sinemasiyla ilgili bir dosya hazirlamis ve
sektorden temsilcilerin goriislerine yer vermistir. Bu baglamda Tiirkiye’de 1700’e yakin sinema
salonu oldugunu ve salonlarin dijital sisteme hazir olmasi i¢in 250 milyon dolara yenilenecegi
belirtilmektedir. Dosyadaki baska bir bilgi ise Haziran 2010 itibariyle 3 boyutlu (3D) salon
sayisinin 80 civarinda oldugudur. Tolga Akinci yil sonuna kadar bunun 180 salon olacagini iddia
etmektedir. Avsar film sahibi Siikrii Avsar 3 yil icinde sinemalarin dijital sisteme gececegini
ongormektedir. Bir sinema salonunun 3 boyutlu film gosterebilmesi i¢in degiskenler farklidir.
Salonun biiyiikliigii sekli, koltuk sayisinin yani sira projeksiyon cihazinin 151k kaynaginin salonun
biiyiikliigiine baghdir. U¢ boyutlu filmler icin gozliiklerin maliyeti énemli yer tutmaktadir. 3
boyutlu film gosterim sistemleri ithalatgisi ve kurulumcusu Matris Miihendislik sahibi  Atilla
Mazlumca 7 yil i¢inde tiim salonlarin dijitala gececegini iddia ederken, 3 boyutlu sinema
yayginlastikga maliyetlerin diismesinin zorluguna dikkat ¢ekmektedir. Zorluklardan bazilari
kurulum i¢in beklenmesi ve cihaz talebinin az olmasidir. Dijital projeksiyon sistemin maliyetinin
esas agirligi, dijitali iic boyutluya ¢eviren prizma kismidir. Fiyatin tigte birini tegkil etmekte ve
diinyada tek iiretici bulunmaktadir.Yapimci1 Siikrii Avsar iiretim ve dagitimin dijitallesmesi
maliyetleri diisiirdiigiinii, giinlimiizde bir filmin %30 biitcesinin ham film, banyo ve baskiya
gittigini ifade etmektedir. Bu kalemlerin azalmasiyla maliyet de azalacak, bu da prodiiksiyona
yansiyacak ve daha iyi isler ¢ikacaktir. Sinema salonlarinda personel sayisi azalacaktir. Dijitalde
negatif projeksiyondaki gibi teknik bir eleman gerekmemekte, isletme daha az personelle
calisacabilecektir. Yonetmen Biray Dalkiran, yapimcilarin 3 boyutlu filmlerle ilgilendiginin
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¢linkii bununla ilgili is imkanlar1 artacagina dikkat ¢ekmektedir. 3 boyutlu reklamlar, ve 3 boyutlu
televizyonlarla birlikte, setlerde istihdamin artacagini ileri siirmektedir. Tek kamera yerine iki
kamera, iki kat 151k, iki kat eleman kullanilacaktir. Dalkiran, 3 boyutlu ¢ekilen “Cehennem” adli
filminde 75 kisilik ekip kullandigini, 6nceki filminde bu saymin 40 oldugunu belirtmektedir
(Kara, 2010).

Cinebonus-AFM firmalarinin birlegsmesi toplam sinema adedinin {igte birini teskil etmektedir.
Eger dijitallesme toplam ekranlarin yarisina yakininda gergeklesirse, tim filmlerin mutlaka dijital
kopyalar1 da dagitilacagi varsayilmaktadir. Bunun yerli sinema iireticilerinin maliyetlerini ciddi
oranda diismesini saglayacagi diigiiniilmektedir. Bu gelismeler sonrasinda iiretimin ¢ok artacagi,
cok daha fazla sayida diisiik biitceli, bagimsiz sinemanin gosterime girecegi tahmin edilmektedir.
Bu diretim artist sonucunda yeni denemelerin yapildigi filmler ve g¢esitilik artacak gibi
durmaktadir. Cekilip gosterim sanst bulamayan bir ¢cok film rahatlikla gosterime girebilecegi gibi,
sinema salonu sahipleri tutmayan filmi daha hizli bir sekilde gosterimden alma ve yerine baska
film koyma sansina sahip olmaktadir Tiim bunlar kopya bagimsiz bir gosterim siirecinin getirileri
olarak gelecek giinlerde beklenen gelismelerdir. Kopya bagimsiz gosterimler sinema salonu
sahibinin birden fazla salonunda tek Ornekten yaym yapmasi anlamina gelebilmektedir. Film
bobinlerinin salonlar arasinda gidip gelmesine gerek kalmamaktadir. Tiirkiye’nin biiyiik
illerinden izlenmis ve gdsterimden ¢ikmis film kopyalarinin kiigiik illere dogru giden kamyonlarla
belirlenen film gosterim siralamasi da degismis olmaktadir. Hollywood’da bugiin gosterilen film
ayn1 giin iginde eger altyazi veya dublaji tamamlanmigsa hem Tiirkiye’nin biiyiik illerinde hem de
kiigiikk 1illerinde ayni anda gdsterim imkani bulmakta, bu da DVD korsanligi ihtimalini
azaltmaktadir. (Karabag, 2011: 118)

1965 yilinda kurulan AFM Sinemalar1 adli sirket Tiirkiye ¢apinda 26 bolgede 190 salon ve 10
farkli kentte hizmet vermektedir. 1993 yilinda ilk DTS ile djital sistemini AFM Madvenpick
sinemasinda agmis, 2002 yilinda Istanbul’da THX ses sistemlerinin kullanmaya baglamistir. 2005
yilinda ise ilk 3 boyutlu IMAX Sinemas: agilmigtir (AFM Hakkinda, 2012). Sinema yazari
tarihgisi Agah Ozgiic’e gore dijitallesmeyle herkes film yapar hale gelmis ve her dijital makineyi
alan film ¢ekmeye baglamistir. Filmler, 35mm’e aktarilmadan DVD ya da TV filmi olmakta,
sinema filmi olmamaktadir. Bigimsel {istlinliikler ve sloganlarla yola ¢ikan filmler is
yapmamaktadir. Ozgiic ayrica Tiirk sinemas1 atakta sloganinin say1 ile degil kaliteli filmle
olacagini ifade etmektedir. Sinema seyircisi degigsmis ve yas ortalamasi 15-22 arasina sikigmistir.
Yazar ayrica, bilgisayar yardimi ile yapilan filmin film degil, bu animasyon filmi oldugunu ve
¢ocuklarin izledigini ifade etmektedir. Ozgiig’e gore bilgisayarda iiretilen binlerce figiir sinema
degildir. (Ozgiic, 2009)

Fono Film sahibi Cemal Okan, Tiirkiye’nin ilk 3D filmi olan “Cehennem”in (2010) yapimciligin
iistlendi. Okan’a gore, ilk 3D Tiirk filmi teknik olarak smifi gegse de, konsept olarak sinifta
kalmigtir. “Cehennem” filmi ile Tiirkiye’nin 3D film ¢eken 9. iilke oldugunu hatirlatan Okan,
bir¢ok tilkeden satin alma teklifleri geldigini, filmin teknik olarak sinifi gectiginin ama konsept
olarak gegemedigini ifade etmektedir. Amerika, Italya, Japonya filmi izledikten sonra satin
almaktan almaktan vazge¢cmis ve 2—3 milyon dolarlik ihracat da bu nedenle kagirilmistir. Okan’a
gore senaryodan ¢ekime, post prodiiksiyondan pazarlamaya tiim ekip ilk asamadan son noktaya
kadar birlikte galisabilmis olsaydi bu sorun olmayacagini iddia etmektedir. Bu sorun diger 3D
film ¢ekmeyi planlayanlarin da oniinii kesmistir. Tiirkiye’nin en biiyiik dijital film laboratuvarini
acacaklarin1 bildiren Cemal Okan, sistemin avantajlarindan bahsederken, negatif ile g¢ekilen
filmlerin bobin bobin oldugunu, her filmin en az 5 bobin ile ¢ekildigini ifade etmektedir. Bu
mevcudiyetin karsisina bir sigara paketi kadar olmayan hard diski s6z konusudur. Okan’a gore
hard disk filmler ¢ok yénlii ve miithis bir katma deger yaratacaktir. (Ik Yerli 3D Filmi, 2011)
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5. SONUC

Tiirk sinemast uzun yillar siiren teknolojik yetersizligini 2000’li yillardan itibaren kapatmaya
baslamustir. izleyicilerin, yapimeilarin, dagitimcilarin ve isletmecilerin bilinglenmesi, bir anlamda
kendilerini yetistirmelerinin sonucunda teknolojik gelismeler Tiirk sinemasina hizli ve olumlu
bicimde yansimaya baslamigtir. Eski kusak ve yeni arasinda kii¢iik ¢apta tartigmalar yasansa da
bunlar da zamanla ortadan kalkacaktir. Yapim ve g¢ekim asamalarinda bagimsiz ve A simnifi
yapimcl ve yonetmenler cesitli kolayliklara sahip olmuslardir. Kurgu asamasi klasik kurgu
masalarindan evlere kisisel bilgisayarlara taginmistir. Dagitim ve gosterim dijitallestikce teknik
kalite kayb1 ve korsan filmcilik azalma asamasima gelmistir. Bu baglamda dijital standartlarda
cekilen bir Tiirk filmi diinyanin her yerinde gosterilebilir ve izlenebilir hale gelecektir. Bunlarin
yani sira eski filmlerin dijitale aktarilmasi ve yeni filmlerin dijital ortamda saklanmasi da Tiirk
film arsivciliginde bir devrime yol agacaktir.

Dijital sinemanin tam olarak gelismesinin farkli tarzlarda film iiretim ve gosterim sayisinda bir
patlama yagatacagi sonucu acikken, sinema diline katki saglayacak kadar farkliliklar
gerceklesecegi iyimser bir yorum olmaktadir. Teknolojik yenilikler seyirciyi daha da fazla
konunun i¢ine ¢ekmeyi, kendisini ana karakterin yerine koymasini saglamayi, kahramanin 6yki
icindeki yolculuguyla beraber heyecanlanmasini kolaylagtirmayi, rahatlayip sorunlarindan
uzaklagmasmi ve en Onemlisi eglenmesini saglamaktadir. Bugiline kadar yapilan teknolojik
gelismeler seyircinin filme yabancilagsmasina, anlatilani irdelemesine, diisiinmesine, rahatsizlik
duymasina, sinema salonunda bilinglenmis ve degisim isteyen bir sekilde ayrilmasina hizmet
etmemistir. Sinemacilar anlatilacak Oykii kalmadik¢a ayni Oykiileri yeni teknolojilerle tekrar
tekrar anlatmak zorunda kalmislar bu da sinema teknolojisinde yeni tekniklerin arayisina sebep
olmaktadir.Gergekte filmin hangi teknoloji ve hangi ekipmanla ¢ekildigi bir yere kadar 6nemlidir.
Onemli olan filmin igerigidir. (Karabag, 2011:119)
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ABSTRACT

Digital technologies have heightened the debate on convergence where technologies,
corporations and people [target audiences] meet. New media has become a new meeting place
and a social platform for people. As more brands choose to employ relationship marketing
strategies that emphasize consumer’s experience with the brand, it is inevitable that they
explore opportunities to connect with their target audiences in this new meeting place. Thus,
user-created content and electronic word of mouth [eWOM] have become important concepts
for influential and noteworthy advertising campaigns in this new medium. The aim of this
study is to understand the dynamics of viral marketing campaigns and to identify the
strategies that make viral advertising successful. International cases, such as brand
applications of 3D Mapping Projections are used to understand the relationship between
cutting-edge digital art and their use in advertisements. Recent Turkish viral ad campaigns
such as Profilo’s “O Tabak Bitecek!” [Finish everything on your plate] and Turkish Airlines
Miles and Smiles’ “Inanilmaz Evlenme Teklifi” [Unbelievable Proposal] disseminated
through social networks are used as cases to identify the message strategies used in making
these advertisements successful.

Keywords: Advertising, Viral Advertising, 3D mapping projection, Branding
1. INTRODUCTION

The terms viral marketing, viral communication, buzz marketing, word-of-mouth marketing,
electronic word-of-mouth advertising (eWOM) and viral advertising are all terms that center
around a concept that differs from traditional advertising [1]. Viral communications utilize
the pre-existing social connections in order to spread the desired message. Viral marketing is
based on the idea that consumer discussions about a product or a brand are more valuable and
powerful than traditional advertising. For viral advertising to be successful, there must be a
core viral element in the content of the communication. It is also important for the target
audience to be equipped with the tools that are necessary to disseminate the content. As listed
above, there is a range of terms used for viral communication in academic literature. The
theories and beliefs are varied, yet at the core, these seemingly different concepts focus on
similar phenomena. Thus, it seems to be wise to define viral advertising using necessary
elements of these varied descriptions, yet clearly differentiate it from traditional advertising.

1.1 Viral Advertising

Viral marketing was first introduced by media critic Douglas Rushkoff in his book Media
Virus in 1994. It was further theorized by Jeffrey Rayport in an article in Fast Company
magazine. Viral marketing model is explained with the analogy of an infectious disease. As
consumers let each other know about the content, the communication message is spread
similar to a virus, with human contact. Six fundamental principles were explained in order for
viral marketing to succeed. Using stealth and subtlety to convey the message, giving free stuff
up-front, exploiting peer-to-peer networks in order to spread the message, making the
message memorable and ‘sticky’, exploiting the strength of weak ties and working to reach a
tipping point were the initial principles that viral marketing is based on. [2] In 1997, Steve
Jurvetson brought the concept to public attention with a Netscape newsletter [3].

As Seth Godin explains, “the idea is to create an environment where consumers will market to
each other” instead of trying to market at them. An ideavirus is a “fashionable idea that
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propagates through a section of the population, teaching and changing and influencing
everyone it touches.” As consumers are not obsessed with products but with ideas, it is
imperative that the viral strategy is based on an inherently brilliant idea in order to reach its
target audience. “Viral marketing is an ideavirus, but not all ideaviruses are viral marketing.
Viral marketing is an ideavirus in which the medium of the virus IS the product.” [4]

Rosen’s concept of “buzz” that is defined as “the sum of all comments about a certain product
that are exchanged among people at any given time” is similar to the “ideavirus.” Rosen
argues that people share a message about something that relates to their lives therefore the
challenge for viral marketing is to stimulate this pass-along process artificially. [4] Gladwell
shows that ideas, products and even behavior patterns can spread just as viruses do.
Contagiousness and epidemics are the central ideas that explain the dynamics of viral
phenomena. [8] Contagiousness is also related with the idea of “memes.” A meme is
explained as a “unit of cultural transmission, or a unit of imitation. ...Examples of memes are
tune, ideas, catch-phrases, clothes, fashion, ways of making pots or building arches. ...memes
propagate themselves in the meme pool by leaping from brain to brain via a process which, in
the broad sense, can be called imitation.” [6] Since consumers’ minds are cluttered from
information overload, the success of the message relies on its infectiousness. Creativity and
uniqueness of the message clearly create the basis of a potent meme. Viral advertising differs
from viral marketing in the sense that the former refers to a comprehensive marketing strategy
while viral advertising is the online advertising technique. Thus it is important to investigate
the similarities and differences between traditional and viral advertising.

Advertising is traditionally defined as “paid persuasive communication that uses non-personal
mass media to reach broad audiences to connect an identified sponsor with a target audience”
[7]. When advertising becomes viral, it changes some of its traditional properties. While
traditional advertising is non-personal, viral advertising is highly personal. The content of
viral advertising is intended to be shared among trusted sources such as friends and family. In
other words, viral advertising aims for personal recommendations. The sponsors in viral
advertising, although usually not as overt as traditional advertising, can be identified.
Through the provocative content of the sponsor, viral advertising’s aim is to associate positive
feelings to the product or brand. Provocative content may be achieved by the use of humor as
well as emotional appeals so that the consumer is inclined to pass it along to other users. Viral
advertising might use elements of mass communication, however its main medium is the
Internet. Thus, viral advertising can be defined as “unpaid peer-to-peer communication of
provocative content originating from an identified sponsor using the Internet to persuade or
influence an audience to pass along the content to others.” [1]

Focusing on eWOM, ecarly studies that focused on forwarding email concluded that
advertisers mainly concentrate on “desires for fun, entertainment and social connections” [9].
Most viral advertising follows this recommendation. Although an inspiring tool, viral
marketing is open to overuse as a concept to push products that are not inherently viral. Some
marketers are inclined to use a new concept ad nauseam boring the public with the same tools
of reaching the consumers. Yet, consumers are able to use their judgment on forwarding
content [5].

2. STRATEGIES FOR SUCCESSFUL VIRAL ADVERTISING

2.1 Raw, provocative content

Viral advertising depends heavily on provocative content to “motivate unpaid peer-to-peer
communication of persuasive messages from identified sponsors” more than traditional
advertising. Although emotional content has been the key influencer in captivating traditional
advertising audiences, with viral advertising, raw content tends to be a more important
element for actual dissemination. [1] Viral advertising works better when the content is
surprising, unique, challenging or inspiring.
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2.2 Use of humor

Humor and sexuality are the main advertising appeals used in viral advertisements [1, 9].
Humor is found to be one of the two main memes that make the advertisements worth
forwarding to others. However, fashion industry and issue advocacy viral advertisements use
humor significantly less than other industries [1].

2.3 Use of emotional appeal

Viral advertising aims to associate a momentary good feeling experiences from the raw
content, which is provocative enough to make an impact on the consumer with the sponsor
[1]. Using emotions to create this bond between the advertiser and the viral content is a
classic advertising idea that has been used successfully in traditional advertising as well.

2.2 “Stickiness”

The viral concept can be explained as epidemics are explained. The messenger matters in
epidemics since s/he plays an important role in spreading the epidemic. As the person who
spreads the viral concept is important, the actual content of the message is as important. The
“stickiness” of the content is what defines the viral concept as worthy of passing along to
others. Memorability can be identified as the core for “stickiness” as it acts as the most
important decision criteria for spurring someone to action. [8]

2.3 Product as part of the communication process

When the product itself has passive viral features, studies show that peer-to-peer promotion
increases compared to products without viral features. [11] It is then important for products
to become part of the viral content.

3.3D MAPPING PROJECTION

3D projection mapping is a form of graphics or video content projected on the surface of a
building or object [12]. Powerful electric arc lights were illuminating public monuments in
Paris, which date the history of projections back to 1840s. In the United States, in the 1860s, a
“stereopticon” was used to project slides outdoors on screens, walls and public monuments.
In 1866, projections were used to announce election results [13]. Today, projections are used
for entertainment and art purposes. Furthermore, commercial use of entertainment tools is
expected. Projection mapping was co-opted starting from 2009 and this spectacular light
show has been used by many brands. 3D projections can be considered as a form of spectacle
that creates its own buzz. This quality puts 3D projections in a prime spot for viral advertising
content.

The projection mappings are treated as a regular animation project and a “graphical score, a
waveform that sets the emotional tone of the piece” is created. An “abstract narrative” is
formed and the audience then reconstructs the narrative as a part of the show. As a result it
becomes a narrative the audience interacts with instead of just a light show [12]. Following
are some of the 3D projection mapping examples that have created an impact on the
audiences and have been viewed on social media by thousands.

3.1 Samsung 3D TV Amsterdam

Between May 20 and May 22 2010, Samsung implemented a 3D projection on the fagade of
the Beurs van Berlage in Amsterdam. The use of the architectural details of the building
resulted in extraordinarily lifelike effects in this application of 3D projection mapping. The
product affiliated with this event, a 3D TV, highly benefits from the well-executed
digitalization of visuals. The Samsung case is a great example of the impact of raw content.
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Figure 1. Samsung 3D TV projection mapping on Beurs van Berlage

3.2 Bombay Sapphire Re-Powered — London, UK

The Re-powered campaign was created with the collaboration of RKCR/Y&R and Drive
Productions in 2010 and was displayed on Battlesea Power Station on June 8 (Figure #). It is
the continuation of a previous 3D projection campaign that featured sea creatures in a blue
ocean projected onto Queen’s House in Greenwich in September 2009. After the first
projection, fans on Facebook suggested ideas for the Battlesea Power Station projection and
the winning idea was a giant Rubik’s cube that became the theme for the Re-powered
campaign [14]. This projection is an example of the use of an iconic landmark building in 3D
projection events.

iy

Figure 2. Bombay Sapphire projecion mapping on Battlesea Power Station

3.3 Saks Fifth Avenue New York

On November 22 2010, Saks Fifth Avenue unveiled their iconic holiday window display in
New York. Their window display for the holidays is enjoyed by New Yorkers as well as
tourists every year during the holidays. The 3D projection mapping along with original music
ran every night for 6 weeks in December 2010. This event was the first in terms of scale and
duration. The story of the snowflake, which is their signature design, and bubble create a
warm feeling and holiday associations that relate to the spirit of the season developing the
brand story for Saks Fifth Avenue.

Figure 3. Saks Fifth Avenue 3D projection
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3.4 Wrigley’s 5 Gum South Africa

Wrigley showcased the first user-generated 3D projection events in Johannesburg on May 17-
18 2011 and Cape Town on May 20-21 2011, South Africa. [15] In the campaign created by
TribalDDB South Africa, users first created their own personalized 3D building projections
online (http://www.5gum.co.za) and submitted their work through a website [Figure 4]. The
best participants were rewarded with watching their projections live onto landmark buildings
[16].

Figure 4. Wrigley’s 5 gum 3D building projection website

As explained earlier, it is important for viral advertising to include the product as a
communication tool. In the Wrigley case, the projection becomes the interactive viral
advertising created by the consumers.

3.5 Adidas France

One of the most impressive 3D projection mapping campaigns in 2011 was the Adidas
France’s “Adidas is all in” campaign event on March 23 2011 at the Palais du Pharo in
Merseille, France. The scale of the project as well as the creative direction build the intensity
of Adidas brand identity. It is important that the brand identity, story and associations are in
complete unison with the tone of the narrative of the projection. The Adidas France case
might be shown as one of the best examples for “stickiness” of the content. In the end, it is
the story that sticks.

Figure 5. Adidas France 3D building projection at Palais du Pharo

3.6 Profilo “O Tabak Bitecek!” [Finish everything on your plate]

Profilo, a Turkish white goods brand, launched a viral advertising campaign for Mother’s Day
2011 with the “the things Turkish moms say” concept. The viral advertisement created by
Trafo is based on an original song with the lyrics repeating various “mom saying” such as
“finish everything on your plate”. As mentioned earlier, humor plays a key role in viral
advertisements and this campaign is a textbook example of successful usage of humor in viral
advertising.
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o tabak bitecek

Figure 6. Profilo viral advertising campaign

3.7 Turkish Airlines Miles and Smiles “inanilmaz Evlenme Teklifi” [Unbelievable
Proposal]

Turkish Airlines reward program Miles and Smiles launched a viral advertising campaign on
April 18 2011 and the video was watched more than 50,000 times in less than 24 hours. The
story behind the viral advertisement made by Fakiilte was about a young man traveling to 14
countries with his free miles and videotaping locals say phrases in Turkish in order to make a
montage of the footage with a specific message to his girlfriend, asking her to marry him.
This viral advertisement was part of a viral marketing campaign with a proper website to go
along with the ad. In the website (ididitallforyou.tumblr.com), the “making-of” the proposal
video is documented. With every country visited, there is a new entry to the blog.

G
3

Figure 7. Unbelievable Proposal campaign blog

This is a successful example of all the elements mentioned earlier, raw content, emotional
appeal, use of humor, “stickiness” and the use of the product in the content of the viral itself.
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ABSTRACT

The visual element of the Internet, which can distribute message to the mass, web design, at
the end of the interaction it created on the receptive mass should be suitable to the aim and the
style of the institution. Web designer and programmer should produce designs and software
unique to the identity of the institution. Web sites that are ready made are far from being
authentic and professional. Web sites are prepared in accordance with to the visual
satisfaction to the institution that demands it, rather than the inclination of the clients or the
visitors using them. This is an extremely wrong attitude. A professional web site should be
prepared according to its aim. It should be functional, shouldn’t include unnecessary and
improper items. An effective web design interface can be recognized clearly and consistently
by the target group. The sustainability of the institutional identity design in the process of
digitalization can materialize by protecting the factors that form the resource and values that
are unique to the design while using them. The reason of being unqualified is not being able
to have a good relation between web design interface design and sustainability in the process
of visual identity design. The most important supplementary that forms the web design
interface, typeface will be shaped with examples on the need of using it appropriate and in
place. As a sample research that different aspects of a design can be detected relational
screening model has been adapted. In this study, it is aimed that a new model is submitted to
digitalization, with sustainability approach and by protecting the values of web design, which
is included in visual identity design that is a part of institutional identity design, as the
extension of identity in the Internet environment. With the model that is aimed to be
submitted steps to solve to the problems of typography concord and identity towards
progression are meant to be taken. It also aims to create an integrity by making the design
more qualified and with to increase sensibility by schematic and social responsibility.

Keywords: Digitalization, Web Design, Typography, Sustainability
1. GIRiS

1990’larin basinda World Wide Web (WWW)’in ortaya ¢ikisi ile internet, hem multimedya
uygulamalar1 agisindan uygun bir platforma doniismiis, hem de ticari kullanima hazir hale
gelmistir. WWW ilizerindeki iletisimin kurallarini belirleyen HTTP nin (Hyper Text Language
— Hiper Metin Aktarim Protokolii) ortaya ¢ikisi WWW’nin hizla yayginlasmasina neden
olmustur (Basaran, 2010: 152). 1990’larin ikinci yarisindan itibaren ise degistirici ve
dontstiiriicti bir etki yaratan internet ve beraberinde gelen yaygin kullanimi ile web temelli
teknolojiler; son yillarda sayilar1 binleri bulan internet sirketlerinin ortaya ¢ikisi ile gliniimiiz
rekabet ortami1 olusmustur.

Tirkiye’de internet baslangicta, tiim diinyada oldugu gibi, bilgi aktarimi amaciyla
kullanilmigken; 1995 yili iginde, diinyadaki gelismelere paralel olarak bir takim yapisal
dontistimlerin yasaniyor olmasi dikkat ¢ekmektedir. Tiirk girisimciler giinden giine artan bir
talep ile internet ortamini, web sayfalari, elektronik posta ve diger servisleri ile, kullanicilarin
beklentileri dogrultusunda, etkilesimli olarak, dzellikle tanitim ve pazarlama igin kullanmaya
baslamiglardir (Tutar, 2005: 185).
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Bu c¢alismada enformasyon alis-verisi i¢in birbirlerine baglandiginda kitle iletisim araci
olabilen web tasariminda bulunan ¢ogul ve dagmik gostergelerin  okunmasinda,
yorumlanmasinda karsilasilan sorunlarin, araci iletisim bigimi ile kendini en iyi ifade edecek
hale getirilebilmesi saglanmaya c¢aligilacaktir.

Oncelikle kurumsal kimlik, gorsel kimlik ve tipografi kavramlari, stratejik boyutlari
aciklanacak, daha sonra web tasariminda kullanilan teknolojiler ile &6zellikleri irdelenerek
anlam igerigini bigimle ortiistiirmeyi amaglayan tasarim anlayisi ortaya konulacaktir.

2. KURUM KiMLiGi KAVRAMI VE UNSURLARI

Kurum kimligi, bir kurumun igsel ve digsal ilgili gruplara kendini anlatan toplam iletisimidir.
S6z konusu toplam iletisim; kurumsal iletisim, kurum ¢alisanlari, kurum gevresi, kurumun
goriintiisii ve hizmetleri araciligityla gergeklesir (Bir, Yaymlanmamis:1). Bununla birlikte
temel kurum kimligi, bir kurumun ne oldugu, nereye dogru yol aldigi, tarihgesi, is karmasi,
yonetim bi¢imi, iletisim politika ve uygulamalari, terminolojisi, yeterlilikleri, pazar ve rekabet
farkliliklarini tanimlayan ve gosteren faktorlerin toplamidir.

Kurumlar insanlara benzetilebilir. Bu nedenle, insani terimlerle bir sirketin ruhu, yasam tarzi,
tepki ve davranig bi¢imi oldugunu sdyleyebiliriz. Bir kurumun portresini insani terimlerle
¢izmenin sayisiz avantaji olabilir. Bu portre, kurumun tim olumlu ve olumsuz yoénlerini
vurgulayacaktir. ige doniik ve disa doniik, nesnel ve dznel, duygusal ve pasif kisiler arasinda
temel bir fark oldugu kusku goétiirmez (Behaeghel, 1985:3).

Eger bir kurum kendinde var olan 6zellikleri ilgili gruplara aktarmakta sorunlar yasiyorsa,
alg1 ac1g1 denilen olayla karsilasmaktadir. Kurumun gergekleri baska iken, toplumda algilanan
sey ¢ok baska olabilir (Bir, Yaymlanmamis:3). Goriintiide revizyona duyulan gereksinim
sirkette meydana gelen onemli degisimlerden kaynaklanabilir. Bagka bir sirketle birlesme,
irlin gelistirme, yeni pazara girme gibi degisimler biitlin goriintiiyli modasi gegmis yapip
devre dist birakabilir. Bu degisimler sonucunda bir kurumun gérsel kimligi yeni kurum
kimligini yansitmakta yetersiz kalabilir. Ancak gorsel kimlik yenilenmesine gidilmeden 6nce
kurum kimliginin arastirmalar yapilarak incelenmesi ve net olarak belirlenmesi gerekir.
Kurum kimligi her ne kadar kurum goriintiisii {izerindeki en giiglii etkiye sahipse de, tamami
planlanmig ve gorseldir. Basarili bir kimlik sistemi bir sirketi rakiplerinden ayirir ve
farkliligini yaratir. Kurum kimligi bir sirketin diinyaya ne ve kim oldugunu agikladiginin ve
kendini nasil gozlediginin ifadesidir. Boylelikle bu gorsel ifade, diinyanin o sirketi nasil
gordiigi ile yakindan ilgilidir (Cimenser, 1997:8).

Spesifik kurum felsefelerinin giderek gelismesiyle birlikte, kuruma has hem kurum i¢i hem de
kurum disi1 iletisim kiiltiirii igin kavramlar ve kurallarin gelistirilmesi geregi dogmustur. Bir
kurum felsefesinin hareket noktasini ve ana unsurunu kurum vizyonu olusturmaktadir (Okay,
2000:118). Kurum kimligi programinin yapimina baslanmadan 6nce iki konseptin ¢ok iyi
anlasilmasi gerekmektedir: Kimlik ve imaj. Kurumlar insanlar gibidirler. Kendilerine 6zgiin
karakteristik Ozellikleri, kiiltiirel etkilesimleri, yasam felsefeleri vardir. Kurumlara kisilik
kazandiran, isimlerdir ve bu isimleriyle tiiketici/kullanic1 kitle arasinda iletisim saglayan
kavram ise sembollerdir.

Firmanin sahip olmak istedigi iiriin kalitesi, ambalajlari, tiretimi gergeklestirdigi binanin
goriiniisii, halkla iligkiler, reklam stratejileri organizasyonun kimligini ortaya koyarlar. Biitiin
bu faktorlerin tiiketicilere, kullanicilara, firmanin c¢aligmakta oldugu bankalara, dagitim
kanallarina, hiikiimete ve topluma yansima sekli ise organizasyonun imajini belirler.

Firmalarin yansittiklar1 imajlarin dort ana ortak 6zelligi bulunmaktadir:

1. Marka / sembol kombinasyonundaki sadelik.
2. Giiglii gorsel kimlik
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3. Sembol / kimlik bagintisindaki stireklilik
4. Hatirlanabilirlik

Kurumlar arzuladiklari imaja ulasabilmek i¢in, ifade edilmis bir felsefeye dayanan gorsel
kimlik, iletisim ve davranisi uyumlu ve uygun bir bigimde kullanmalidirlar. Basarili bir imaj
olusturuldugunda ise, kurum kimligi ¢abalar1 onu koruyarak, gelistirmek i¢in yeniden devreye
girmelidir. Basaril1 bir imaja sahip olabilmis ya da olmak isteyen kurumlar ve markalar, imaj
transferi olanaklarindan da yararlanabilmektedirler. Imaj transferinin ise baslica sekilleri,
mevcut bir imajin bir iirline transferi, sonradan gelen bir iirliniin imaj transferi, farkli iiriin
siniflar1 arasinda imaj transferi veya iirlin etkilesim zincirleri i¢erisinde gergeklesmektedir.

2.1. Gorsel Kimlik nedir?

Gorsel kimlik tasarimi, “bir kurumun degerlerini goriiniir hale getiren” bir uzmanlik isidir.
Bireylerin sosyal bir yasanti igerisinde bir arada yasamaya baslamalariyla birlikte, kendilerini
bir biitiin olarak ve bir kimlik ile ifade etme ihtiyaglart dogmustur.

Grafik tasarim bir mesaji iletmek i¢in metnin ve gorsellerin algilanabilir ve goriilebilir bir
diizlemde organize edilmesini saglamaktadir. Bu bilgi bir iiriine, kuruma ya da kisiye ait
olabilir. Iletisim dilinde bunlara, mesajin kaynag1 denmektedir. Kaynaga ait bilginin baska
insanlara iletilmesi istenmektedir. Bu bilgi tgiincii sahislara, dogru ve etkili bir sekilde
iletilecek gorsel mesaj olarak tasarlanmaktadir. Yirminci yiizyilin ilk yarisinda reklam
sanatgisi denen, ikinci diinya savasindan sonraki yillarda grafik tasarimei adini alan bu is kolu
caliganlari, son yillarda gorsel iletisim tasarimcisi olarak nitelenmektedir. Bugiin artik iletisim
tasarimi olarak adlandirilan grafik tasarimin ii¢ temel islevi var: Ikna etmek, bilgi vermek ve
kimlik belirlemek.

Reklamcilar, iletisimciler, tasarimcilar, danigsmanlar, kurumlar i¢in kimlik yaratamazlar.
Onlarin isi zaten var olan kimligi ortaya ¢ikarmak, tanimlamak, sinirlarini belirlemek,
varligint kanitlamak, agirligini hissettirmek, dil, tarih ve cografyasinin altin1 ¢izmektir
(Karamustafa, Yayinlanmamis:7).

Kurum kimligi pek ¢ok kisi tarafindan, kagitlara, zarflara, esyalara, web sitelerine kurum
logosu koymak ya da igyerinin arabalarini1 kurumsal renklere boyamak olarak
diigiintilmektedir. Oysa bunlar, kurum kimliginin unsurlarindan olan gérsel kimligin belli bir
yonidiir. Bu baglamda gorsel kimlik calismalarini gelistirmeye baslarken metodolojik bir
siire¢ izlenmelidir. Bu siirecin kapsadig1 gesitli asama ve kosullar; arastirmanin verdigi
sonuglara uygun olarak genisletilmelidir. Sirketin kurum kiiltiirii, felsefesi, kurumsal iletisimi
ve vizyonu, vermek istedigi imaj gibi arastirmalari, baglantili diislinerek analiz edilir, tartisilir
ve bu unsurlardan olusan sentez gorsel dile aktarildiginda, igsel ve dissal gruplara dogru
iletisimin en iyi sekilde nasil yansidigin1 gérmek olasidir. Grafik tasarimin, ii¢ temel islevi ve
bu alanlara yonelik tasarim tiirleri bu kadar kesin ¢izgilerle birbirinden ayrilmiyor. Bir trafik
isareti bilgi verdigi gibi, ikna etme 6zelligi de tagiyabilmektedir. Bir siyasi partinin segim
oncesi verdigi iki sayfalik gazete ilani, se¢gmenleri kendi adaylarina oy vermeye ikna etmeye
calistig1 gibi mesajin verilis bigimi, bagvurulan séylem ile de partinin kurumsal kimliginin
teshis edilmesine yaramaktadir. Kurumsal tasarimi, bir kurumun gorsel kimliginin biitiin
tasarim unsurlarina yansitilmasi, gorsel kimligin temel elemanlari olan amblem, logo ve
kurum renginin, tasarlanmig bir sistematik i¢inde iki ya da {i¢ boyutlu, sabit ya da hareketli
iletisim ve kullanim malzemelerine uygulanmasi diye tanimlayabiliriz. Gorsel kimlik ile her
tirlii basili malzeme, bina cephesi, ulasim araglari, is giysileri, yonlendirme ve uyari
isaretleri, reklam iriinleri yoluyla yayginlastirilarak, kurum felsefesi mesajinin iletilmesi,
kurum atmosferinin olusmasi saglanir (Karamustafa, Yayinlanmamais: 7).

Giliniimiiz rekabet ortam1 kuruluslarin iiriin ve hizmetlerini en iyi sekilde pazarlama ihtiyacini

dogurmustur. Her sey her giin degismektedir. Bir lilkenin zenginligi yarattigi gii¢lii markalarla
Olciilebilir duruma gelmistir. Bu gii¢ ancak saglam temeller iizerine oturtulmus bir kurum
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kimligi ve igerisinde yer alan gorsel kimlikle saglanabilir. Gorsel kimlik, ayni zamanda
diisiince siireci, yasam bi¢imi ve anahtar strateji ile baglantili olarak ortaya konulmalidir.
Belirlenen gorsel kimlik ile tiiketiciye ulasildigi unutulmamalidir. Bununla birlikte tlke,
kurum kiiltiirii, marka, tasarimc1 ve bigimsel etmenler de {iretim siire¢lerine yonelik belirleyici
bir role sahiptir.

Gorsel kimlik ve kurum kimligi birbiriyle ayni kavramlarmis gibi degerlendirilmektedir.
Kurum kimligi, kurumun g¢esitli hedef kitleler tarafindan nasil algilandiginin ifadesi olan
kurum goriintiisii ile karistirtlmamalidir. Kurum goriintiisli, kurumsal kimlik sunumlarinin
hedef kitleler {izerine biraktig1 biitiinsel algidir. Ayni sekilde kurum kimligi, iyi planlanmis ve
uygulanmis kurum kimligi programlarinin soézlii ve gorsel ifadesi olan kurum
kimliklestirilmesi ile de karistirilmamalidir. Oysa pek ¢ok kisi kurum kimligini kagitlara,
zarflara, esyalara, ambalajlara, web sitelerine, vs. kurum logosunu koymak ya da en
basitinden sirket arabalarin1 kurumsal renklere boyamak oldugunu diisiinmektedir. Bunlar,
kurum kimliginin unsurlarindan olan gérsel kimligin belli bir yoniidiir. Kurum kimligi yalniz
bir gorsel calisma olmamakla birlikte, genelde bir marka kimligi olarak ifade bulan stratejik
marka ¢alismalar1 kapsaminda yapilmaktadir. Kurum olmadan kurum kimligi olmaz. Kurulus
once kendini iyi tanimali, davraniglarini, iletisim seklini belirlemeli, sembollerini kullanmak
i¢cin ger¢ek durumunu iyi analiz etmeli ve anlamalidir. Kisilik ayn1 zamanda kurulusun kendi
felsefesini ortaya koymaya bi¢imidir yani onu digerlerinden ayiran en 6nemli 6zelligidir.

Degisen teknolojiyi anlamak algiy1 yonetmek i¢in ¢ok onemlidir. Yasanan mesaj yogunlugu
insanlarin yavas yavas mesajlart gdézardi etmesine ve goérmemelerine yol agmaktadir.
Bugiiniin tasarimcilarinin artik motive edici ve duygusal iletisim kurmalar1 da gerekmektedir.
Sektorde teknolojinin hizla degisimi, kurum stratejisine ve buna paralel olarak tasarlanan
gorsel kimlik yapilarina yansitilmaktadir. Bu degisim firmalarin kalic1 ve tutarli bir gorsel
kimlik formu olusturmalarina engel olmaktadir. Yaraticilik, tutarlilik ve siireklilik olmadan
ikna ve basar1 saglanamaz.

3. TIPOGRAFi VE TEKNOLOJI

Yazinin bir sistem i¢inde boyutlandirilmasi, diizenlenmesi, basili hale getirilmesi siirecini
kapsayan tipografi, yaziy1r olusturan karakterin se¢imi, harflerin i¢ ve dis bosluklari,
birbirlerine orani, zemin ve deger iliskileri algilamadaki 6nemli etken olarak iletigimi
saglamaktadir.

Tipografiyi siniflandirmak genellikle harfler arasindaki ince farkliliklar1 netlestirmeye yarar.
Ayrica tipografinin i¢inde barindirdigi tarihsel ve Kkiiltiirel referanslar, yazilan metne
¢ogunlukla artt bir boyut katabildiginden, tipografinin simiflandirilmasi tasarimciya daha
uygun bir harf segme imkani saglar (Jury, 2002:8).

Harf 6l¢iimiine ek olarak tipografik elemanlar arasindaki Ol¢liimde tipografik tasarimin ve
standartlarin tanimlanabilmesi igin son derece 6nemlidir (Rob Carter, Ben Day, Philip Meggs
2002 :40).

Sayisal dizgi, tamamen mantiksal ve tekrara dayali sistemle calisan bilgisayar dizgisidir.
Dijital depolama ve katod 1s1n teknolojisinin lazer teknolojisi ile bir araya getirilmesiyle dizgi
sistemlerinde yeni bir ¢agin kapisi aralandi: Dijital dizgi; Bu dénemin dizgi teknolojisinde
bilgisayar destekli islemler artarken, mekanik dizgi siireci giderek yok olmaya basladi (Becer,
2007:274).

Dijital  teknolojinin  tipografi  alaninda izlenen ilk O6nemli etkisi, harflerin
“kimliksizlestirilmesi” olmustur. Biitiin karakterleri kiigiik birimlere bdlen sayisallagtirma
islemleri sonucunda yazilar standart formlara déniismiis; romen, italik ve bold gibi sicak dizgi
teknolojisine ait tipografik norm ve siniflandirmalar anlamin1 yitirmistir. Dijital teknoloji bir
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yazidaki bi¢imsel degisimleri malzemeden bagimsiz olarak, aninda uygulanabilir hale
getiriyordu. Biitiin bu gelismeler sonucunda tipografide “kalite ideali” tekrar sorgulanmaya
baslandi. Metinlerin kisisel ya da mikro bilgisayarlarda dizilip diizenlenmesine olanak
saglayan dijital teknoloji ise tipografik kalitenin yiikselme ve yayginlagsma siirecini daha da
hizlandirdi. Dijital ¢agda tipografik malzeme ve arag-gerecin ekonomik yapist da biiylik
degisime ugramis, metal dizgi makinelerinin ve foto dizgi sistemlerinde kullanilan fotografik
ve kimyasal malzemelerin iireticileri birer birer sahneden ¢ekilmeye baglamistir.

Dijital teknolojinin tipografi alanindaki evriminde iki 6nemli bulustan s6z etmek gerekir.
Bunlardan birisi; sonuglarin ekran tizerinde belirli bir gorsel analog sistemi i¢inde kusursuz
bigimde gorintiilenebildigi kiiciik ve ekonomik “kisisel bilgisayarlar”, digeri ise; basili
sayfanin biitiin unsurlarini tanimlayabilen “bilgisayar yazilimlar1”dir.

Postcript sayfa tanimlama dili dizgi makinelerinden bagimsiz, konforlu bir ¢aligma ortamini
ger¢ege doniistiirmiistiir. 1080’lerin ortalarindan itibaren Postcript olarak tanimlanmis yazi
karakterlerinin sistemle uyumlu her tirli ortamda kullanilip basilmasi miimkiin hale
gelmistir. Boylelikle dizgi siireci elle dizginin sagladig1r 6zgiir kompozisyon olanaklarina
tekrar kavusmus, yazi karakterlerinin-eskiden oldugu gibi-tasarimcilar tarafindan
hazirlanmasi imkani dogmustur. Dijital teknoloji matbaacilik sektoriiniin tutucu ve sinirlayict
yapisini kirmis, tipografi ve matbaacilik ile ilgili bilgiler dnceleri bu konunun disinda tutulan
insanlar arasinda da yayilmaya baslamistir (Becer, 2007:275).

Baski teknolojisi kiigiilerek daha sofistike ve daha kolay ulasilabilir hale doniistiikge; mesajin
igerigini belirleyen kitlenin tasarim ve {iretim iizerindeki denetimi de artmaktadir. Ancak
sagladigi bu dstiinliikklerin yanmi sira, dijital teknolojinin tipografi alaninda yarattigi bazi
olumsuz etkilerden de s6z etmek gerekir: Metinlerin klavye {izerinde karakter tanimlayan
kodlara doniismesi, tipografi tasarimcisina duyulan ihtiyaci azaltmistir. Yiizyillarin
birikimiyle elde edilen “tipografik bilgelik” artik biiylik bir risk altindadir. Tipografik
ayrintilardaki ustalik, incelik giderek kaybolmaya yiiz tutmus; sayfa diizenlenmelerinde ve
kelimenin boliinme bigiminde egemen olan sanatsal ve ekonomik bakis agisi, kaba ve kati
ekonomik yap1 iginde konumunu biiylik 6l¢lide yitirmistir. Kisisel bilgisayarlar; dijital
teknolojinin hizli bir bigimde gelismesiyle tipografik uygulamalarin yani sira yazi karakteri
tasarimlarinda da kullanilmaya baslanilmistir. Ornegin; “font” terimi metal dizgi doneminde
belirli bir kalinlik ve punto 6lgiisiindeki yazi karakteri setini tanimlamada kullaniliyordu. Ama
bu terim dijital teknoloji ¢aginda herhangi bir yazi karakterini belirten genel bir tanima
doniismiistiir.

3.1. Bitmaplar ve Vektorler

Resim bilgisinin dijital olarak depolanabilecegi “Bitmap ve Vektdr” olarak iki ayri yolu
vardir: Ekranda ya da dijital olarak iiretilmemis baskida, metin piksel olarak adlandirilan
mozaik seklinde boyanmis noktalarin parmakliklari seklinde, arzu edilen sekli olusturmak igin
sunulur. Bu 1zgara sekillendirmesi bir bitmaptir. Dosyalar her tekil pikselin sayfasinda renk ve
pozisyon hakkinda bilgi igerdigi i¢in bitmaplar hafiza-yogunluklu olabilir. Eger Bitmap
resimleri biyiitiilmek istenirse, yazilim sadece piksellerin sayisini hesaplayabilir, ¢iinkii esas
pikseller ve esas hacmin ¢entikli 6zellikleri genisletilir.

Stratejik noktalar1 birlestiren diiz ve kivrik satirlar vasitasiyla vektorler bir taslak sekli
betimler. Diiz ¢izgiler ve kivrimlar matematiksel bir formiil olarak bir dosya iizerine
kaydedilir. Sonuglanan sekiller daha sonra pikseller ile doldurulur. Bu da iyi 6zellikli 6lgme
icin olanak saglar vektor resmi genisletildigi zaman, vektor noktalarinin koordinatlari tekrar
konumlandirilmistir. Fakat bu noktalar arasindaki kivrimlar ve diiz ¢izgilerin kontroli
matematiksel formiilii sabit kalir; daha sonra yeni sekil piiriizsiiz kenar ¢izgili, iyi
tanimlanmig resim ile sonuglanan pikseller ile doldurulur. Vektdér resim dosyalari bitmap
dosyalarindan daha kiigiiktiir. Resim sekilleri vektdr veya bitmap olarak kaydedilir ve bu
yazina esit olarak uygulanir. Her unsur i¢in koordinatlar ¢izili sekilleri temsil etmek igin
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gerektigi i¢in vektorlerle ¢izmek, sunuma bir katki saglar. Fakat depolanmasina karsin, ekran
lizerinde noktalarin matrisleri olarak sunulmak zorundadirlar; diger bir ifadeyle bitmap’a
gevrilmek zorundadirlar. Taslak bilgisi baski i¢in bitmapa g¢evrilmelidir, farklilik basilt
bitmap’in daha yliksek ¢oziiniirliige sahip olmasidir. Dolayisiyla bu, tasarimeiyr etkiler.
Tipografi ¢alismalarinin ¢ogu, detayli olarak yargilama yapabilmekle ilgilidir ve baski ile
bitmesi amaglanan ¢alismalar i¢in ekran gosteriminde sunu gérmek imkansizdir; ekran dogru
renk, ¢oOziiniirliikk, karakter sekli ve boslugu tam olarak yansitamaz. Baski da ayni beklentiyi
vermez ¢linkii lazer yazicilar ve inkjet yazicilar her zaman tam miikemmellikte ayrintili olan
belge iiretemezler. Son {iriin i¢in kullanilacagindan, daima ayni donanimi tarafindan
kullanmak daha iyidir (Gordon, 2001:26).

3.2. Okunaklilik ve Elektronik Sayfa

Tasarim ve tipografide meydana gelen dijital devrim, beraberinde ¢ok okunaklilik
problemlerini de getirdi. Bunlar arasinda yazilim ve ekran ¢oziiniirliigii problemleri 6nde
gelenleridir. Elektronik sayfa tasarimi sayfa tasarimcilarina daha onceki tiim teknolojilerin
sagladigindan ¢ok daha fazla secenek sunmaktadir. Bu nedenle tipografik okunaklilik
hakkinda yeterli bilgisi olmayan kullanicilar bu kadar ¢ok sec¢enegi kullandiklar1 bilgisayar
programlarinin olanaklari ve yersiz hevesleri ile birlestirip yaziy1 yanlis kullanmaktadirlar
(Rob Carter, Ben Day, Philip Meggs, 2002: 25).

Ekran fontlar1 ¢ok kiiclik noktalardan olusan rakamlanmis resimler olan bitmap’lardir. Bir
harfi bilgisayar ekraninda sunmak i¢in piksel olarak adlandirilan kii¢iik noktalara
dontstiirmek gerekmektedir. Her ing igin 72 veya 96 piksel matrisi olan bilgisayar ekranlar1
bu sekilde ¢ok ince ayrintilart olan harfleri saglikli bir sekilde goriintiileyemez. Yazin ekranda
¢izim Ol¢iisii ince kivrimlar ve serif ayrintist gibi birgok detaydan arinmis bir sekilde goriiniir.
Bu durum harflerin késegenli kenar ¢izgisi goriinlimiindeki “Jaggies” olarak adlandirilan
¢entikli sekilde goriinmelerini saglamaktadir. Bunun sonucu olarak 6zellikle kii¢iik harflerde
olusan piksellesme okunurluk sorununu iist seviyeye ¢ikartmaktadir. (Rob Carter, Ben Day,
Philip Meggs, 2002:101).

4. WEB SITESI VE YAZI TiPLERIi

Bir web sitesi tasarladiginda kullanilmak istenen yazi tipi ziyaretgilerin bilgisayarinda
bulunmadiginda internet tarayicisi bu yazi tipini tanimayarak ve yazi karakteri i¢in bir baska
yazi tipi kullanacaktir. Bu durumda segilen yazi tipinin herkes tarafindan taninmasi ve
kullanilmasi istenen kurumsal yazi karakteri istenilen yazi tipi sunucuya yiikledikten sonra
CSS kodlarinda tanimlanan “@font-face” etiketi ile ziyaretgilerin segilen yazi tipini gormeleri
saglanabilmektedir. Internet tarayicilarmin genel olarak destekledigi 4 cesit yazi tipi
bulunmaktadir. Bunlar .ttf, .otf, .ecot ve .svg’ dir. .ttf yazi tipi: Windows isletim sisteminin
kullandigi bu yaz1 tipi Firefox, Safari, Chrome ve Opera tarayicilar1 tarafindan
desteklenmektedir. A¢ilimi True Type Font’tur. .otf yazi tipi: Yine genelde windows isletim
sisteminin kullandig1 bir yazi tipi dosyasidir. Agilimi1 Open Type Font’tur. Firefox, Safari ve
Opera tarayicilari tarafindan desteklenmektedir. eot yazi tipi: Embedded Open Type anlamina
gelen bu yazi tipi Microsoft’un destekledigi bir yazi tipidir. Internet Explorer’in tanidigi tek
yazi tipi dosyasidir. Bu yiizden web tasarimcilari igin bir sorun olusturmaktadir. Bazi yazi tipi
dontstiiriiciileri ile .ttf uzantili yazi tipine .eot yazi tipine doniistiiriip kullanilabilmektedir.
.svg yazi tipi: Esnek yapili yani vektorel bir yazi tipi dosyasidir. A¢ilimi Scalable Vector
Graphics yani Olgeklenebilir Vektdrel Grafikler’dir. Safari, Chrome ve Opera tarayicilari
tarafindan desteklenmektedir.
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Tablo 1. Font-face kullanim alanlari

é:tpe[':[l'::' Firefox Safari Chrome Opera
Atf X 3.5 3.1 2.0" 10
.otf X 3.5 31 X 10
.eot L x x x x
SVQ X X 3.1 0.3 9.0

* Bu dzellik kapali geliyor, komut ile agmak gerekiyor.

@font-face Kodu ve Kullanimi:

Basit olarak @font-face kodunun kullanima:

Kod:

@font-face {

font-family: Sorbize;

src: url(http://www.sorbize.com/fontlar/Sorbize.ttf);

}

P

font-family: Sorbize;

j

Kod yapimiz gériildiigii gibi iki kistmdan olusmaktadir. Ilk olarak yaz tipi yiiklenir
ve daha sonra bu yazi tipi istenilen yerde font-family etiketi ile kullanilabilmektedir.

Burada kullandigimiz yazi tipi .tff uzantili yazi tipi dosyast oldugunda, bu yazi tipi
belirttigim gibi internet explorer tarafindan desteklenmeyebilmektedir. Ayrica her
tarayicinin her versiyonun @font-face kodumuzu desteklemesi iginse su sekilde bir
kod yapisi kullanilmas1 gerekmektedir.

Kod:

@font-face {

font-family: 'Sorbize';

src: url("Sorbize2.eot');

src: local('Sorbize'),

url('Sorbize2.woff") format('woff"),
url('Sorbize2.svg#Sorbize2') format('svg'),
url('Sorbize2. TTF') format('truetype');

}

P
font-family: Sorbize;

}

(wmaraci.com, 2012)

Bu kod yapisinda sisteme 6ncelikle .eot uzantili “Sorbize2” yazi tipi ve internet explorer i¢in
¢Oziim Uretilmistir. Bu local tanim eger kisinin bilgisayarinda bu yazi tipi mevcutsa yazi tipini
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indirmeden kullanmak ve bir sonraki kodu internet explorer’dan gizlemek igin
kullanilabilmektedir. Ardindan gelen kodlama ise diger tarayicilar igindir.

Sonug olarak tarayici istatistiklerine bakildiginda %94 ‘lik bir kesim @font-face® i
desteklemektedir. Ileride tarayici teknolojisinin ve kullanim oranlarmin degismesi ile birlikte
bu say1 %98 ‘e kadar ¢ikacaktir. Bu sayede web sitesinin goriiniimiiniin yazi tipi bakimindan
estetik goriinmesi ziyaretgileri daha ¢ok sitede tutacak ve daha fazla ziyaret¢i saglayacaktir.

Genel olarak kiiciik boyutlu fontlar kaliteli goriinebilirken, biiyiikk boyutlu fontlarda iyi
goriintii alinamayabilir. Ayrica kivrimli hatlara sahip yazi tiplerinde kenarlar daha piiriizli
goriinebilmektedir. Kullanilan font Windows Xp’de test etmeden yayina alinmamalidir.

HTML dili, yani web siteleri pek ¢ok fontu desteklemektedir. CSS yazilim kodu ile
hazirlanan web siteleri yazi tiplerini her sayfada dogru ve siirekli olak goriintiilenmesini
saglanabilir. Ancak her tarayici Microsoft Internet Explorer (MSIE), Netscape, Mozilla ya da
Opera sitede yer alan yazi tipini gosterirken farkli 6zellikler sergileyebilmektedir. Sitede
kullanilan yazi tipi belirtilse bile eger o yazi tipi siteyi ziyaret eden kiginin bilgisayarinda
yoksa onun bilgisayarinda hangi font se¢ilmis ise bu font ile siteyi gorebilecektir. Bu su
anlama gelmektedir; drnegin bu paragraf arial ile yazilidir eger kullanicinin bilgisayarinda
arial fontu yok ise bu yaziy1 bilgisayarda kayitli bulunan baska bir font ile goriintiileniyor
olacaktir demektir.

Bir yazi tipinin her bilgisayarda dogru goriintiilenmesi ancak ii¢ sekilde gerceklesir. pdf
dosyasi olusturularak, genelde menu tasarimlari ya da sirket raporlari, sunumlar ve brosiirler
bu sekilde tasarlanir ; resim olarak kulanilirsa, ¢ogu logo ve banner bu tarz tasarlanir; flash
programinda tasarlanarak (flash siteleri, animasyonlar, flash foto galerileri fontlar1 flash
programinin igine yerlestirebilirler; embed) Ancak bu dogru goriintiilemelerde de giincelleme
esnasinda eski metnin yeniden diizenlenerek tekrar grafik objeye doniistiiriilmesi ve
goriintiilleme hiz1 gibi sorunlarla karsilagilmaktadir.

En biiylik sorunlardan biri de hala agirlikli olarak kullanilan Windows XP’de ClearType
segeneginin baslangigta aktif olmamasidir. Macintosh kullanicilariin isletim sisteminin
yazilar1 daha yumusak kenarli gostermesinden dolayr yazilari daha iyi bir sekilde
gormektedir. Windows kullanicilart ise ClearType segenegi secili oldugu durumda standart
font goriinlimiinden daha iyi goriintiiler elde edilebilmektedir.

5. SONUC

Gorselligin anlam ve Onemi igerigine odaklanan bu calisma ile dissal bigim ve igerik
siireclerinde sorunlar degerlendirilmeye calisilmis, algilama hatalarinin en aza indirgenmesi
amaclanmistir. Enformasyon ¢agi, sayisal ¢ag ve teknoloji ¢agi gibi ¢ok sayida ismin verildigi
bu c¢agda yiiksek diizeyde bir baglanti durumunda iken, kiiresellesmenin gelisimine paralel
olarak gelisen web tasarimi ile bagimsiz, sanal bir ortamda algilarimiz yonlendirilmektedir.
Gorsel kimlik baglaminda tek diize ve tek bigimlilik sorununun sorumlulugu ile resmin
biitiiniin bilinci ortaya konulmaya c¢aligilmistir.

Kitlesel boyutta ileti dagitabilen bir ara¢ olan internetin gorsel yiizii olan web tasariminin,
alici kitlesi lizerinde yarattigi etkilesim siirecinde web tasarimcisi ve programcisinin kurumun
kimligine ozgli tasarim ve yazilimlar {iretmesi gerekliligi iizerinde durulmustur. Yazi
tiplerindeki sinirlamalara ragmen, yaraticiligit  kisitlayan kosullara ait farkindalik
olusturulmustur. Kisisel yayin ve kullanici iiretimi icerikli web sitelerinin  gorsel
malzemelerinin hacmi ve yasanilan giigliikler iizerinden; degisen teknolojiyi anlamak algiy1
yonetmek i¢in ¢ok Onemlidir. Yasanan mesaj yogunlugu insanlarin yavas yavas mesajlari
gbzard1 etmesine ve gormemelerine yol agmaktadir. Kurumsal kimlik tasariminin dijitallesme
siirecinde siirdiiriilebilirligi, kaynak teskil eden etkenler ile tasarim alanlarina 6zgii degerlerin
korunarak kullanilmasiyla gergeklesebilir. Niteliksizligin sebebi, gorsel kimlik tasariminin
dijitallesmesi siirecinde web tasarim yliziiniin ve siirdiiriilebilirlik iligkisinin  iyi
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kurulamamasidir. Web tasarim yiizlinii olusturan en Onemli tamamlayicisi olan yazi
karakterinin dogru ve yerinde kullanilmasi gerekliligi iizerinden siirdiriilebilir yaklagimla
kimlik ve tipografi uyum sorunlarinin da ¢oéziilmesine yonelik adimlar ve gelisiminin
saglanmasina doniik, tasarimin nitelikli hale getirilerek bir biitiinliik olusturulmasi, toplumsal
ve tasarimsal sorumluluk ile duyarliligin arttirilmasi amaglanmistir. Teknolojinin hizlt
degisimi, kurum stratejisine ve buna paralel olarak tasarlanan gorsel kimlik yapilarina
yansitilmaktadir. Bu degisim firmalarin kalici ve tutarli bir gorsel kimlik formu
olusturmalaria engel olmaktadir. Yaraticilik, tutarlilik ve siireklilik olmadan ikna ve basari
saglanamamaktadir.
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ABSTRACT

Nowadays, we are witnessing new horizons in the contemporary cinema: the 3D technique’s giant
step. The question is: is 3D a valid criteria? The filmmaker wants you to live with the characters,
offering Cinema an incredible flexibility as a multicultural platform. We have no universal scale
at our disposal to measure the quality of a good story, of a memorable film, or even of an
innovative technique. It is more a matter of communis opinio: what is generally accepted as good
quality. At the start of the film you have to engage the minds and hearts of the audience. It’s
crucial, it is a hyatus. The presentation is based on individual film analysis, exemplified by
interviews with James Cameron (the director of “Avatar”), with Wim Wenders (the director of the
3D documentary “Pina”) and as well, will take into consideration a case study focused on how the
Romanian public understands 3D.

Keywords: 3D, Cinema, New cultural wave, Storytelling
1. INTRODUCTION

In his book “The Century”, Alain Badiou asks himself : “How many years has century? A
hundred years?” Is a century really defined by the number of years or by something more intrinsic
than that? His question is, in fact: are our criteria efficient enough? Extrapolating, how can we
measure three-dimensionality, culture, new media, digitalization, democracy, fairness or
happiness? Which one is our main criteria? Box office? Google searches? Or maybe...
something deeply connected to our inner selves, our inner perception, our own cultural imago
mundi.

When talking about cinema from the point of view of its technical evolution, more specifically
about three-dimensionality it is fitting to begin with a question “Which facet of a diamond do you
want to light?” The light being our own analysis, and the facet being certain characteristics that
we associate to 3D. Of course, it is tremendously hard, maybe almost impossible to predict the
future of 3D, it’s even harder to explain the history of this technique, which was invented more
than 100 years ago, but despite this it became well-known to the audiences only now. Therefore,
it would be the most appropriate to discuss the present time of three-dimensionality, the way we
perceive it, imagine it, feel it. How do our attitudes, as both audiences and filmmakers influence
3-D and how does it influence us?

1.1. The Definition Of 3d As A Hyatus Between History And Evolution

Nowadays, we are witnessing new horizons in the contemporary cinema: the 3D technique’s giant
step. The question is: is 3D a valid criteria? The filmmaker wants you to live with the characters,
offering Cinema an incredible flexibility as a multicultural platform. We have no universal scale
at our disposal to measure the quality of a good story, of a memorable film, or even of an
innovative technique. It is more a matter of communis opinio: what is generally accepted as good
quality. At the start of the film you have to engage the minds and hearts of the audience. It’s
crucial, it is a hyatus.
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Stricto sensu, a three-dimensional film or stereoscopic 3D film is a motion picture that enhances
the illusion of depth perception. Derived from stereoscopic photography, a regular motion picture
camera system is used to record the images as seen from two perspectives, and special projection
hardware and/or eyewear are used to provide the illusion of depth when viewing the film. 3-D
films are not limited to feature film theatrical releases; television broadcasts and direct-to-
video films have also incorporated similar methods, primarily for marketing purposes, or for what
we will define in the next chapter as an “adaptive unconscious” of an audience.

The perceptions are still different. James Cameron, while he's not the first to embrace the
technology, he has become its most vocal evangelist, asserting that digital 3-D is now good
enough to make it-after sound and color--the third sea change to affect movies affirms: "This
really is a revolution". Director Christopher Nolan, instead, doesn’t separate very much the
techniques, he unifies them: “I think it’s a misnomer to call it 3-D versus 2-D. The whole point of
cinematic imagery is it’s three-dimensional...95% of our depth cuescome from occlusion,
resolution, color and so forth, so the idea of calling a 2-D movie a “2-D movie” is a little
misleading...”

1.2. The Chronology Of The 3-D Ars Combinatoria
The history of the 3-d technique is one of the most intricate in the history of cinema.

* In 1894 William Friese Greene files a patent application for a 3D viewing process using
two screens side by side, united in the viewer's eye by a cumbersome stereoscope
headset. As with all his endeavors, he is ahead of his audience by about 30 years.

* In 1915 the first presentation of 3D films before a paying audience took place at the Astor
Theater, New York. The program consisted of three one-reels, the first of rural scenes in
the USA, the second a selection of scenes from Famous Players' Jim, the Penman (US
'15), with John Mason and Marie Doro, and the third the Niagara Falls. The anaglyphic
process used, developed by Edwin S. Porter and W.E. Waddell, involved the use of red
and green spectacles to create a single image from twin motion picture images
photographed 2' inches apart. The experiment was not a success. Lynde Denig wrote
in Moving Picture World: "Images shimmered like reflections on a lake and in its present
form the method couldn't be commercial because it detracts from the plot."

* In 1922, premiered the first 3D feature film, Nat Deverich's 5-reel melodrama Power of
Love, starring Terry O'Neil and Barbara Bedford, at the Ambassador Hotel Theater, Los
Angeles. The film related the adventures of a young sea captain in California.

e In 1936 was released the first feature-length talkie in 3D, Sante Bonaldo's Nozze
vagabonde (Italy), starring Leda Gloria and Ermes Zacconi, which was produced by the
Societa Italiana Stereocinematografica at the Cinee-Caesar Studios.

* In 1947, the first feature-length talkie in color and 3D was Alexander Andreyevsky's
Soyuzdet film production Robinson Crusoe (USSR). The process used, Stereokino, was
the first to successfully dispense with anaglyphic spectacles. The most difficult technical
problem encountered during the production of Robinson Crusoe was persuading a wild
cat to walk along a thin branch towards the camera. After five nights occupied with this
one scene, the cameraman succeeded in getting a satisfactory shot. The effect, according
to accounts, was riveting, the animal seeming to walk over the heads of the audience and
disappear at the far end of the cinema.

* In 1953 is created the first 3D feature with stereophonic sound, Andre de Toth' House of
Wax (US). When it was premiered at the Paramount Theater, New York, with 25
speakers, the Christian Science Monitor was moved to deplore the "cacophony of sound
hurtling relentlessly at one from all directions".
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* During the 3D boom that began with the low-budget Bwana Devil (US 1952), over 5,000
theaters in the US were equipped to show 3D movies, but the fad was short-lived. 3D
production figures were: 1952—1; 1953—27; 1954—16; 1955—1. Many of these 3D
movies were released flat.

* In 1979-85, thanks to the technological run-off from suddenly superfluous industrial
research, all manner of sequels, remakes, rip-offs and low-brow entertainment staples
benefit from the technological improvement of the 3D format (Friday the 13th Part III in
3D, Jaws 3D, Amityville 3D), but the technique remains disreputable.

* Nonetheless, 3-D films experienced a worldwide resurgence in the 1980s and '90s driven
by IMAX high-end theaters and Disney themed-venues. By 2004, 54% (133 theaters of
248) of the IMAX community was 3D-capable. 3-D films became more and more
successful throughout the 2000s, culminating in the unprecedented success of 3-D
presentations of Avatar in December 2009 and January 2010.

2. SEMIOTICS OF 3D AS A PERTURBATIO ANIMI

John Fiske affirms in his study “Introduction to Communication Studies” published in 1982 that
communication is a focal point of our life; without communication there is no culture. Therefore,
studying communication determines as well studying the culture that integrates it. The question
would be, therefore: what is 3D communicating, from a semiotic point of view? Of course, we
could find numerous answers by interpreting semiotic theory like the ones elaborated by T.
Newcomb, G. Gerbner, H. Lasswell, but the theory that fits the best would be probably
Jakobson’s interpretation. Because 3D doesn’t communicate first of all a message, but rather a
feeling, and in order to achieve it uses all the functions defined by Jakobson: referential
(contextual information of the story), aesthetic, emotive (self-expression), conative (vocative or
imperative addressing of the audiences in our case), phatic (checking channel of communication
working- film), metalingual (checking code working- visual storytelling).

2.1. Semiotic Functions Determining The Evolution Of The Film Industry

The changing structure of the Film Industry declared a new direction: from oligopolies to
conglomerates. During Hollywood’s golden age, from the 1920s through the 1940s, five major
studios dominated the industry: Paramount, Warner Brothers, MGM, Twentieth Century Fox and
RKO. The majors began investing in and distributing smaller, independent films rather than
producing their own. Studios used this strategy because it reduced risk; independent productions
with smaller budgets didn’t have to rely on huge audiences to turn a profit. “Hollywood
Renaissance” filmmakers addressed social and political issues head-on and rejected the classical
style in favor of more daring approaches borrowed from international art cinema directors. At the
loftiest levels of commercial filmmaking, many major, big-budget studio productions, including
“Avatar” (James Cameron,2009), “Public Enemies” (Michael Mann 2009) and “Shelock Holmes”
(Guy Ritchie,2009) were shot on digital formats rather than on film. With the advent of digital
cinematography has come the resurgence of 3D, which, until recently, was considered a quaint,
outmoded technology from the 1950s. In 2010 the president of the Motion Picture and 3D hold
the promise of a dramatic game change in moviemaking and movie-going” (“Worldwide Box
Office”)

2.2.“We Don’t Buy The Product, We Buy The Package”

Many film critics and analysts considered 3D a marketing tool, rather than an artistic or a
semiotic function or even a “next step” in filmmaking. They seem to define three-dimensionality
only as a package for selling the film, designed exclusively for increasing the box-office. The
truth is, instead, that high-quality 3D can really enrich the storytelling in unexpected way, in a
much more engaging platform for audiences. Even so, if we don’t take into consideration the
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artistic contribution of 3D, the main question would be: what is our criteria, when choosing the
“package”?

In his book “Blink”, Malcom Gladwell speaks about the adaptive unconscious. The adaptive
unconscious is not to be confused with the unconscious described by Sigmund Freud, which was
a dark and murky place filled with desired and memories and fantasies that were too disturbing
for us to think about consciously. This new notion of the adaptive unconscious is thought of,
instead, as a kind of giant computer that quickly and quietly processes a lot of the data we need in
order to keep functioning as human beings.

For example, when you walk out into the street and suddenly realize that a truck is bearing down
on you, do you have time to think through all your opinions? Of course not. The only way that
human beings could ever have survived as a species for as long as we have is that we’ve
developed another kind of decision-making apparatus that’s capable of making very quick
judgments based on very little information. As the psychologist Timothy D. Wilson writes in his
book “Strangers to Ourselves”, the mind operated most efficiently by relegating a good deal of
high-level, sophisticated thinking to the unconscious, just as a modern jetliner is able to fly on
automatic pilot with little or no input from the human “conscious” pilot. The adaptive
unconscious does an excellent job of sizing up the world, warning people of dangers, setting
goals, and initiating action in a sophisticated and efficient manner.

Whenever we meet someone (or somewhat in the case of a film) for the first time, whenever we
react to a new idea (3D, for example), whenever we’re faced with making a decision quickly and
under stress, we use that second part of our brain. How long, for example, did it take you , when
you were in college, to decide how good your professor was? A class? Two classes? A semester?
The psychologist Nalini Ambady proved that a person watching a silent two-second video clip of
a teacher he or she has never met will reach conclusions about how good that teacher is that are
very similar to those of a student who has sat in the teacher’s class for an entire semester. That’s
the power of our adaptive unconscious.

The question is then, when you choose to see a film. How long does it take you?

Malcom Gladwell answers: less than two seconds. In this short amount of time, 3-D could play a
pivotal role in the minds of audiences (it happened in the case of “Avatar”) or could be
diminished, when comparing with other possible “fast criteria” like the trailer, story, actors,
director of the film.

2.3. Avatar- A New Type Of Expresis Verbis

Avatar is a 2009 American epic science fiction motion capture film (fig.1) written and directed
by James Cameron. The story is set in the mid-22nd century: a paraplegic Marine dispatched to
the moon Pandora on a unique mission (fig.2) becomes torn between following his orders and
protecting the world he feels is his home.
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AVATAR

Figure 1. Poster Figure 2. A frame surprising the challenging mission

The development of Avatar began in 1994, when Cameron wrote an 80-page script for the
film. Filming was supposed to take place after the completion of Cameron's 1997 film Titanic, for
a planned release in 1999, but according to Cameron, the necessary technology was not yet
available to achieve his vision of the film. Avatar was officially budgeted at $237 million. The
film was released internationally in more than 14. 000 screens, for traditional viewing, 3-
D viewing and for 4-D experiences in select South Korean theaters. The stereoscopic filmmaking
was touted as a breakthrough in cinematic technology.

The film has received various other awards, nominations and honors, The Academy
Awards for Art Direction, Cinematography, and Visual Effects, and was nominated for a total of
nine, including Best Picture and Best Director. Avatar also won the 67th Golden Globe
Awards for Best Motion Picture — Drama and Best Director, and also won the British Academy of
Film and Television Arts (BAFTA) award for Production Design and Special Visual Effects.
Before launching it, some box office analysts were skeptical but there were also few of them who
estimated that the film would be a box office success.“The holy grail of 3-D has finally arrived"
said an analyst for Exhibitor Relations. "This is why all these 3-D venues were built:
for Avatar.” Cameron tried to engage his audience at the maximum level: "We owe them
(audiences) a good time. We owe them a piece of good entertainment. [...] If I can just get 'em in
the damn theater, the film will act on them in the way it's supposed to, in terms of taking them on
an amazing journey and giving them this rich emotional experience."

2.3.1. Strategy: “Repeated Business” as a Box-office Crescendo

Cameron was aware of the sentiment that Avatar would need significant "repeat business" just to
make up for its budget and achieve box office success, and believed Avatar could inspire the
same "sharing" reaction as Titanic. He said that the film worked because, "When people have an
experience that's very powerful in the movie theatre, they want to go share it. They want to grab
their friend and bring them, so that they can enjoy it. They want to be the person to bring them the
news that this is something worth having in their life.”

Brandon Gray, president of Box Office Mojo, believed in the film's chances of becoming the
highest-grossing film of all time, though he also believed it was too early to surmise because it
had only played during the holidays. He said, "While Avatar may beat Titanic's revenue record, it
will be tough, and the film is unlikely to surpass Titanic in attendance. Ticket prices were about
$3 cheaper in the late 1990s." Still, the 3-D appeal made the magic happened. Though analysts
have been unable to agree that Avatar's success is attributable to one primary factor, several
explanations have been advanced. First, January is historically "the dumping ground for the year's
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weakest films", and this also applied to 2010. Cameron himself said he decided to open the film
in December so that it would have less competition from then to January. Titanic capitalized on
the same January predictability, and earned most of its gross in 1998.

Undoubtedly, marketing the film as a "novelty factor" helped. Fox positioned the film as a
cinematic event that should be seen in the theatres. "It's really hard to sell the idea that you can
have the same experience at home" stated David Mumpower, an analyst at
BoxOfficeProphets.com. Films in 3-D accumulated $1.3 billion in 2009, according to Variety, "a
threefold increase over 2008 and more than 10% of the total 2009 box-office gross". The
increased ticket price — an average of $2 to $3 per ticket in most markets — helped the film.

Likewise, Entertainment Weekly attributed the film's success to 3-D glasses, but also to its
"astronomic word-of-mouth". Gray said Avatar having no basis in previously established material
makes its performance remarkable and even more impressive. "The movie might be derivative of
many movies in its story and themes," he said, "but it had no direct antecedent like the other top-
grossing films: Titanic (historical events), the Star Wars movies (an established film franchise),
or The Lord of the Rings (literature). It was a tougher sell ..."

2.3.2. Film Critics Reactions

Review aggregator Rotten Tomatoes reports that 83% of 275 professional critics have given the
film a positive review, with a rating average of 7.4 out of 10. As a consensus the critics agreed
that it might be more impressive on a technical level than as a piece of storytelling, but Avatar
reaffirmed James Cameron's singular gift for imaginative, absorbing filmmaking. Richard
Corliss of Time magazine thought that the film was, "the most vivid and convincing creation of a
fantasy world ever seen in the history of moving pictures." CinemaScore polls conducted during
the opening weekend revealed the average grade cinemagoers gave Avatar was A on an A+ to F
scale. Every demographic surveyed was reported to give this rating. These polls also indicated
that the main draw of the film was its use of 3-D.

James Berardinelli, film critic for ReelViews, praised the film and its story, giving it four out of
four stars he wrote, "In 3-D, it's immersive—but the traditional film elements—story, character,
editing, theme, emotional resonance, etc.—are presented with sufficient expertise to make even
the 2-D version an engrossing two and a half-hour experience." Avatar even received
compliments from filmmakers, with Steven Spielberg praising it as "the most evocative and
amazing science-fiction movie since Star Wars". On the other hand, many filmmakers,
like Duncan Jones for example, considered it way too predictable.

3. THE FIRST 3D DOCUMENTARY “PINA” BY WIM WENDERS

Another case-study is the very first 3D documentary of our times. Premiered in 2011 at the
Berlinale International Film Festival, Pina is a feature-length dance film in 3D with the ensemble
of the Tanztheater Wuppertal Pina Bausch, featuring the unique and inspiring art of the great
German choreographer who died in the summer of 2009. “Pina” is a film for Pina Bausch by
Wim Wenders. He takes the audience on a sensual, visually stunning journey of discovery into a
new dimension: straight onto the stage with the legendary ensemble and follows the dancers out
of the theatre into the city and the surrounding areas of Wuppertal- the place which for 35 years
was the home and center for Pina Bausch’s creativity.
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A film for PINA BAUSCH by WIM WENDERS

dance, dance,
otherwise
we are lost

Figure 3. Film Poster Figure 4. Pina Bausch (portrait)

Using the choreographies which had been jointly selected- “Café Muller”, “Le Sacre du
prientemps”, “Vollmond” and “Kontakthof”, and using some images and audio files of her life as
well as 3D recordings of individual ensemble members of the Tanztheater Wuppertal who in
spring of 2010 danced personal memories of the precise, critical and loving nature of their great
mentor. With the latest possibilities created by digital 3D technology, Wim Wenders found the
aesthetic means to bring the unique plasticity and emotional expressiveness of Pina Bausch’s
innovative Tanztheatre to the cinema screen.

Only now can the dimension of the space could be reproduced in the cinema. It is the dimension
in which movement and dance take place, and into which the new 3D cinema can take the viewer
on a sensual journey of discovery: “Until now movement as such as never touched me. I always
regarded it as given. One just moves. Everything moves. How many stories can be told without
saying a single sentence?”' Wim Wenders was deeply impressed and moved when in 1985 he saw
for the first time “Café Muller” by choreographer Pina Bausch. Wenders felt that he had not yet
found a way to adequately translate Pina Bausch’s unique art of movement, gesture, speech and
music into film. Over the years, the film concept, which was supposed to be a joint project of
Wim and Pina turned into a friendly ritual, almost a running gag, with both artists reminding one
another of their plan. “When? “ asked always Pina, receiving the answer “As soon as I know
how.” The “how” was the 3-D technique itself, just that Wenders had to opportunity to bring it to
life only after Pina passed away. Alain Derobe, the stereographer of the “Pina” described 3D as
an organic instrument “3D tells you to come inside the screen. He wants you to dance with the
dancers.” He then added “We had an incredible flexibility. 3D made a giant step.”

3.1. Case Study: Romanian Audiences

In the Romanian Box-Office of 2009 the national box-office changed radically: *“ Avatar” became
the film with the biggest box-office of all times. And this taking into consideration that the ticket
for a 3D film was almost double compared to a regular ticket, in a country with a rather
diminished film industry, so this came as a total surprise, however it could be motivated mainly
due to the 3D technique, and to the existence of the first Imax in Romania, which became a
cultural temple of innovation for weeks. After two years, 3D cinemas started to be initiated also

! Wim Wenders speaking at the ceremony of 2008 Goethe Prize of the city of Frankfurt am Main to Pina
Bausch (Excerpt)
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in the rest of the country, but this didn’t increase the incomes of the other 3-D films considerably.
On the second place, but at a long distance is situated “’Ice Age: Dawn of the Dinosaurs”
directed by Carlos Saldanha and Mike Thurmeier followed by the 2D film directed by Roland
Emmerich, “2012”.

Number Number

Film of of Boxoffice Spectators Boxoffice

first week first week
weeks  spectators

Avatar 38 881.718 18.614.408,00 67.200 1.527.705,00

Ice Age:

giw“ of 38 337261 6.876.618,00 65.139  1.425.865,00

Dinosaurs

2012 11 292.018 4.844.214,00 51.562 1.001.118,00

The year 2010 had another 3-D film as winner “Alice in Wonderland”, directed by Tim Burton,
but the numbers were much smaller this time, more precisely, almost five times smaller than the
winner from the precedent year. On the second place it is situated Christopher Nolan’s
“Inception” followed by another winner “Shrek forever After”, however not in its 3D version this
time.

Number Number

Film of of Boxoffice Spectators Boxoffice

first week first week
weeks spectators

Alice in

1.Wonderland 17 222314 4.572.425,00 41919  919.581,00

5, Inception 21 229.152  3.801.450,00 34469  657.337,00

Shrek

iy [RREE 18 158.799  3.287.160,00 44748 1.075.765,89

After

3-D started to decrease step by step, and in 2011, the first place is conquered by a 2-D film
“Pirates of the Carribean: On Stranger Tides”.

Number Number First
Film of of Boxoffice Week
weeks  Spectators Spectators

First Week
Boxoffice

Pirates of

the

Caribbean:

On 19 346.344  6.723.370,00 83.213  1.755.443,00
Stranger

Tides
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Puss in
Boots 7 213924  4.169.875,68 57.834  1.267.520,74

LD 10 179.031  3.764.560,85 44914 1.021.508,30

In the same year, we witness another surprise. The first artistic 3D film, Wim Wender’s
documentary dedicated to Pina Bauch is situated on the 108" place. Is 3D a temporary trend or
this is just a fluctuation influenced as well by socio-political causes?

108. Pina 12 12929  199.455,87 2.307 41.719,57

Not only in Romania, but also in countries around the world, film industry observers have noted
that 2011 has shown a considerable decline in audience interest in 3-D presentation. In view of
this trend, there has been box office analysis concluding the implementation of 3-D presentation
is apparently backfiring by discouraging people from going to movie theatres at all.

One of the leading proponents of 3-D film and the producer of some of the most critically
acclaimed films in this format such as How To Train Your Dragon and Kung Fu Panda 2, Jeffrey
Katzenberg, blames oversaturation of the market with inferior films, especially ones
photographed conventionally and then digitally processed in post-production for the 3-D format,
such as The Last Airbender that have led to audiences concluding the format is not worth the
additional expense to see.”” However at the global box office 6 3D films have grossed over $1
billion each, 3 from 2011, 2 from 2010 and 1 from 2009.

The influences of 3D and of new techniques in promoting the films had a strong impact on the
Romanian New Wave Cinema. It can be easily witnessed from an esthetical and also economical
point of view. Just as an example, in 1970 the Romanian film “Mihai Viteazul” was promoted by
different film posters in different countries. If we compare them, the story of the film seems to be
different from one poster to another: one of them expressed a gaining-confidence-in-yourself
theme, the second one seems a passionate love story, and the third one looks like a war film. But
all these posters describe the same historical film.

PREKD 30000 ST

slamne ulog
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PELEA
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Figure 6. Poster in Romania Figure 7. Japan Figure 8.'1ug0slévia
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In 2011, the Silver Bear-awarded film “If I want to whistle, I whistle” seems to approach a more
concise strategy, being more coherent, and as well being more global as a “local story”, a
mechanism used as well by 3-D films.

£ iR ;
FLUIER ] WHISTLE‘

v FLORIN SERBAN

w0 FLORIN SERBAN

Figure 9. Film poster in Romania and Film poster in n U.S.A.

In a world conquered by what Pierre Bourdieu used to call "fast food, fast love, fast thought" we
have to stop, to re-evaluate our criteria and to believe in cinema, because cinema integrates the
very few quintessential human values: creativity, simplicity, capturing the essence of our times.
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ABSTRACT

In parallel with technological advances, the rapidly changing nature of the motion picture
where each new mode of production brings with it a new kind of viewership. Each new kind of
viewership leads to the re-definition of the cinema audience. Before digital technology was
developed and took over, the relationship between the audience and film was passive; with the
passage to digital technology, however, this situation changed, and the audience took on a
more active role, becoming “subject”. In the development of digital technology, television,
video, 3-D cinema and “interactive cinema” the position of the audience gradually shifted, thus
the need for new definitions. Audiences today are no longer “just anyone in the crowd” —
which was the case during the film era. Now, they hold a much more active role; they have
become an “interactive cinema audience”. However, it is important to reflect on the changed
viewership and see how an active audience positiong hasd influence the experience of
watching a film. The aim of this study is to look at the changing production structure of cinema
and see how digitalization has influenced viewership.

Keywords: Cinema, Viewing, Audience, Digitalization.
1.GIRIS

Walter Benjamin, “Teknigin olanaklariyla yeniden iiretilebildigi ¢agda sanat yapit1” isimli
makalesinde sinemanin, teknolojinin etkisiyle degisen yaninin - hem niceliksel hem de
niteliksel agidan - sadece yeniden-iiretim kosullar1 degil, sergilenebilirligi olduguna da dikkat
¢ekmis ve sanat yapitinin sergilenebilirliginin dev boyutlar kazandigini One slirmiistiir.
(Benjamin,1992:55) Benjamin’in de Ongordiigli gibi teknolojinin etkisiyle hizla degisen
yeniden tiretim kosullar1 sinema seyir kiiltiiriinde gozle goriiliir bir degisim yaratmis ve seyir
siirecinin vazgecilmez 6gesi olan seyirci de bu degisime paralel olarak konum degistirmistir.
Onceleri sinema-seyir siirecinde kendisine sunulan seyirlik eseri bir sinema salonundaki
kalabaliktan herhangi biri olarak izleyen seyircinin konumu; teknolojik yenilikler ve buna
bagli olarak gdsterim ve seyir olanaklarinin gelismesine paralel bi¢imde degisim gdstermis;
bu degisim niceliksel ve niteliksel agidan “seyirci” kavraminin yeniden ele alinmasi ihtiyacini
dogurmustur. Ozellikle 1980 sonrasmin hizla gelisen teknolojik olanaklarmn etkisiyle bir
anda adindan sikca sdz ettiren dijitallesme; Latince’de “parmak” anlamina gelen ve Ingilizce
“digital” olarak kullanilan, “sayisal” sdzciigiinden yola ¢ikilarak kullanilan bir kavram olup,
¢agimizin yeni medya teknolojilerinin sayisal teknigine karsilik gelen bir kavramdir.
(Geray,1994:22) Herhangi bir gorsel iletinin sayisal kodlardan olusmasi anlamina da gelen
sayisallasma yani dijitallesme, giiniimiizde neredeyse tiim gorsel iletisim teknolojilerinde
kullanilan bir sistem haline gelmistir. Dijitallesmenin hareketli goriintii sanatindaki en 6nemli
etkilerinden biri, kendinden onceki seyir formlarina gore biiyiik 6l¢lide farkliliklar barindiran
yeniliklere olanak saglamasidir. Televizyon, video, ii¢ boyutlu sinema deneyimi ve interaktif
sinema bu anlamda olduk¢a 6nemli bir yerde durmaktadir. Bu ¢alismanin amaci teknolojik
yeniliklere bagli olarak degisen sinemanin temel iiretim ve seyir formlarii incelemek,
seyircinin konumunu da bu baglamda degerlendirmektir. Dijitallesme bu baglamda oldukga
onemli bir yerde durmakta olup, ortaya koydugu temel iiretim ve seyir pratikleri bu vurgu
dogrultusunda incelenecektir.
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2. SINEMANIN PELIiKUL CAGI

Sinemanin iki temel iiretim tarzindan biri olan pelikiil tiretim tarzi olduk¢a uzun bir siire
hareketli goriintii alaninda tek iiretim bigimi olarak hakim olmustur. Pelikiil iiretim tarzinda
bir hareketli goriintiiniin temel iiretim mantigi sudur: Sinema filmini olusturan imgeler, bir
film kamerasi araciligiyla pelikiil ad1 verilen seliiloz bazli seritler lizerine ardisik olarak kayit
edilirler ve ardindan titiz bir optik, mekanik ve kimyasal islem siirecinden gecerler. Bu
islemden gegen goriintiiler perdeye yansitildigi anda goéziin ag tabakasindaki izlenimin kisa
bir siire devam etmesi nedeniyle kesintisiz siiren bir goriintii, baska bir deyisle hareketli
goriintii izlenimi yaratirlar.(Buyan,2006:57)

28 Aralik 1895 yilinda Fransiz Lumiere Kardesler’in Paris’te bir cafede, pelikiil iizerine
kaydettikleri filmlerini bir perde {izerine yansitarak gosterim yaptiklart giin, sinema
tarihindeki ilk toplu seyirin gerceklestigi varsayilabilir. (Kilig,2008:215)

Gorsel 1. Boulevard des Capucines’deki Grand Café’nin bodrum katindaki Salon Indien
http://revues.mshparisnord.org/appareil/index.php?id=130

Gorsel 1°de de goriilen Boulevard des Capucines’deki Grand Café’nin bodrum katindaki
meshur Salon Indien’de gergeklestirilen bu gosterimden g¢ok kisa bir siire sonra bu tiir
gosterimlerin sayisinda ciddi bir artis olur. Halkin ilgisini bir anda biiyiik 6l¢iide ¢eken bu tiir
gosterimler gezici festival ve fuarlarin vazgegilmez unsuru oldugu gibi; fiziki olarak kalabalik
bir seyirci Oniinde gdsterim yapilmasina uygun olan her tiirlii mekanda gergeklestirilir.
Sendika salonlari, lunaparklar, miizikholler bunlar arasinda sayilabilir.(Jeancolas,2004:14)

Kisa bir siire sonra, sinema seyir kiiltiiriindeki ilk 6nemli degisim gerceklesir ve 1900°1i
yillarin basindan itibaren agilmaya baslayan sinema salonlari ile sinema, artik festival ya da
fuarlarin i¢indeki bir etkinlik olmaktan ¢ikip, basli basina tercih edilen bir sosyal aligkanliga
déniisiir. 1905-1910 yillar1 arasinda A.B.D., Fransa, Ingiltere ve Almanya’da ilk sinema
salonlar1 a¢ilir ve ¢ok kisa bir siire igerisinde bu salonlarin sayist hizli bir artig gosterir.
Ornegin A.B.D.’de 1905 yilinda ilk sinema salonu kurulurken, 1909 yilinda iilkedeki sinema
salonu sayisinin 8.000 i buldugu tahmin edilmektedir. Yine ayni yil sinemaya giden haftalik
seyirci sayist ise 45 milyondur. (Smith,2003:56) Bu rakamdan da anlasilacagi tizere
sinemanin sosyallesme siireci olduk¢a hizli ilerlemistir. Sinema salonlar1 bu tarihten itibaren
basta Amerika ve Avrupa Ulkeleri olmak iizere tiim diinyada hizla artmis; sinemada film
izlemek tiim toplumlarda basta eglence ve serbest zaman aligkanlig1 olmak {izere, sanatsal ve
kiiltiirel etkinliklerin ilk sirasinda yer almistir.

2.1. Pelikiil Doneminde Sinema-Seyir Kiiltiirii ve Seyircinin Konumu

Sinemada geleneksel iretim tarzinin hakim oldugu donemde sinema seyir kiiltiiriini
incelerken karsimiza ¢ikan ilk ve belki de en 6nemli olgu Feigelson’un deyimiyle sinemanin,
“birlikte olmanin kolektif temsili”ni olusturmadaki giictidiir.(Feigelson,2004:33) Yukarida
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verilen rakamlardan da anlasilabilecegi gibi, bir anda hizla artan sinema salonlarinin en
onemli sosyal islevlerinden biri boyle bir temsil mekani olmasidir.

Temel seyir mantigi agisindan disiiniildiigiinde, seyirci sinemada yalnizdir ve karsisindaki
filmi kendi fiziksel ve zihinsel araglariyla algilar, bu baglamda sinema salonundaki seyir tek
basina yapilan bir faaliyettir. Ancak bu faaliyeti sosyal bir olgu olarak nitelendirmemizin en
onemli nedeni sinema salonunun mekansal diizenlemesi ve bu mekandaki seyir deneyiminin
dogasindan kaynaklanmaktadir. Nihayetinde sinema salonundaki kalabaligin ayni amagla bir
arada olup, ayn1 anda seyir deneyimini yasadig1 ve bu deneyimin yasandigi anin 6ncesi ve
sonrasindaki sosyal pratikleri de hesaba kattigimizda, bunu sosyal bir olgu olarak
nitelendirmemiz zorunlu hale gelmektedir

Sinemada seyir deneyimi konusunda yaptigi calismasinda I.C Jarvie, sinemanin sosyal
yoniine ozellikle vurgu yapmis ve seyir deneyiminin hem kisisel hem sosyal yonlerini ele
almistir. Ona gore seyir sirasinda seyircinin sinema salonunun karanligi i¢erisinde kaybolup
gitmesi, etrafindaki hi¢ kimse ile higbir sosyal iliski icerisine girmemesi, dahasi onlari
tanimamasi (adin1 bile bilmemesi) seyir siirecinin kisisel bir slire¢ olarak yorumlanmasini
olas1 kilabilir. Ancak seyircinin sinemaya ailesi, akrabalari, sevgilisi ya da herhangi bir
arkadasiyla gidiyor olmasi, seyir siirecinin ardindan da sinemanin popiiler yoniinden kaynakli
olarak filmi, filmin oyuncularini, yildizlarini tartismak gibi sosyal faaliyetlerin igerisinde yer
almasi nedeniyle sinemanin sosyallestirici bir yonii oldugunu ve bu yonii ile sosyal bir
faaliyet oldugu kabul edilebilir. Bu faaliyetler tek basina yapilmasina ragmen, gdriinmeyen
bir sosyal grup olustururlar bu grup da ayni anda ayni igerigi izleyen insanlarin olusturdugu
bir sosyal gruptur. (Jarvie,1993:23)

Sinemadaki seyir deneyiminin sosyallesmeyle olan iliskisini degerlendirirken dénemin
sosyolojik ve ideolojik kosullarmi g6z ardi etmemek gereckmektedir. Sanayilesme ve
kentlesme siirecine paralel bir gelisim gosteren sinema, bu donemin kosullari igerisinde
yasayan bir toplumun bireylerinden olusan bir temsile ev sahipligi yapmaktaydi. Sinema ve
Kent iliskisini inceledigi ¢alismasinda Mehmet Oztiirk, sinemanin opera, bale ve buna benzer
diger sahne sanatlarinin tersine toplumun iist kesimine degil, alt kesimine ait bir sanat bigimi
olarak dogdugunu ve bunun kiltiir tarihindeki istisnalardan biri olduguna 6zellikle vurgu
yapar. (Oztiirk,2005:121) O dénemin sinema seyircileri daha cok biiyiik kentlerde yasayan,
sanayilesme doneminin agir fabrika kosullarinda calisan isgilerdir ve sinema onlar igin
vazgegilmez bir bos zaman etkinligidir. “Aylak Sinifin Teorisi” isimli ¢alismasiyla kuramsal
anlamda bos zamana ilk sistematik yaklasimlardan birini getiren Veblen’e goére modern
toplumda bir¢ok sey gibi bos zaman faaliyetleri de artik bir tiiketim nesnesine doniismiistiir,
almir satilir hale gelmistir. Ve tiiketim, list siniflarin gosteris amagli yasam bigimlerinin en
onemli gostergelerinden biridir. Orta ve at smif ise iist siifin tiikketim aliskanliklarini taklit
ederek onlar gibi olmaya ¢alisir.(Veblen,2005:102) O donem seyircisinin sinema ile olan
iligkisini Veblen’in kuramina gore yorumladigimizda, sinemanin hizla sosyallesmesinin
ideolojik baglamimni gérmek olas1 hale gelmektedir. Is¢i sinifinin sinema ile olan iliskisinde,
iist sinifin opera ve bale ile olan iliskisini 6rnek alip, bu yolla kendisini iist sinifin yerine
koymus oldugu diisiiniilebilir. Ancak sinemanin iiretim ve gosterim olanaklariin gelismesine
paralel bu durumun ilerleyen yillarda degistigini, bir siire sonra her kesimden ve her siniftan
insanlarin tercih ettigi bir etkinlik niteligine biriindiigiini de eklemek gerekir. Bu durum,
sinema salonunun her smiftan insanlarin bir araya geldigi bir sosyal karsilasma mekani
olmasimi da beraberinde getirmis ve bdylece sinema salonlarinin toplumsal niteligi de
doniistime ugramis olur.

Sinema salonunda seyir deneyiminin bir diger 6nemli 6zelliklerinden biri de Serpil Kirel’in
deginmis oldugu, sinema salonlarinin bir “kagis alan1” olmasi niteligidir. Kirel, sinema
salonunun bir mekan olarak igerisine giren seyircisine vaad ettigi “kac¢is¢t hazlar”in hesaba
katilmasi gerektigini 6zellikle vurgular. Ona gore sinema salonlari, modern yasamin getirdigi
yabancilagsma ve geleneksel iliskilerin bozulmasi siirecinde kent yasaminin zorluklarindan
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kacis alan1 olmasi baglaminda ele alinmalidir. (Kirel,2010:29) Sinema salonunun fiziksel
ozelligi, karanligi, sessizligi ve izlenilen filmin atmosferinin hem teknik ve goérsel anlamda
seyirciyi kusatmis oldugu gergegi goz Oniine alindiginda, Kirel’in yorumunun haklilik pay1
ortaya ¢ikmaktadir. Sinema salonunda film izleme deneyimiyle ilgili deginilmesi gereken bir
diger onemli nokta da seyircinin film izleme sirasinda yasadigi katharsis, 6zdeslesme, haz
alma deneyimi ve seyircin sinemaya gitme nedeninin bunlarla da iligskilendirilmesi
gerektigidir. Aristotales’in Poetika isimli eserinde kullanilan ve sanat-estetik kuramlari i¢in
anahtar sozciik haline gelen katharsis, en genel anlami ile arinma sozciigiine karsilik
gelmektedir. Seyircinin yasadig1 bir deneyim olarak nitelendirilen bu kavram, Aristotales’e
gore eylem igindeki kisiler tarafindan gergeklestirilen taklit araciligiyla, acima ve korku gibi
heyecan yaratan duygularin katharsisi saglanmaktadir. Ozdeslesme ise yine seyircinin
yasadigi bir deneyim olarak, seyircinin sinema salonunda perdede izledigi goriintiler
karsisinda, kendi algisini simiile eden kamerayi askin bir 6zne olarak kurmasi, onunla
6zdeslesmesi ve bu yonlendirme dogrultusunda kendisini izledigi anlati igerisindeki bir
karakterin yerine koyup, onunla 6zdeslesmesidir. Seyirci, “kamera” ile 6zdeslestigi igin,
perdedeki goriintii-lerin kaynaginin kendisi oldugunu sanir. Artik perde, ona kendisini
yansitan bir ayna olmustur”.(Erdogan, 1996:246) Sinema salonda yasanan kisisel deneyimin
bu yonleri de sinema-seyir siirecinin 6nemli 6gelerinden biri olup, geleneksel iiretim tarzinin
degismesinin ardindan seyircinin degisen konumunu analiz etmek anlaminda Onem
tasimaktadir.

3. DIJITAL SINEMA

Dijital sinema, altyapisi 1970lerde baslayan ve etkisi 1990’11 yillarda goriilmeye baslanan
teknolojik degisimlerin bir sonucu olarak ortaya ¢ikmis ve gegerliligini hala korumakla
birlikte gilin gectikce yayginlasan bir iiretim bi¢imi olarak olduk¢a 6nemli bir yerde
durmaktadir. Dijitallesme kavrami cerg¢evesinde ele alman bu degisim ise bugiin “yeni
medya” baslig1 altinda tartisilmakta ve bu alanda oldukga fazla sayida ¢alisma yapilmaktadir.
Yeni medya konusunda yaptigi kuramsal ¢alismalari nedeniyle oldukg¢a 6nemli bir isim haline
gelen Lev Manovich, The Language Of New Media isimli ¢alismasinda, yeni medyanin 5
temel niteligi (Sayisal temsil, modiilerlik, otomasyon, degiskenlik, kod ¢evrimi) oldugundan
soz etmis  dijitallesmeyi, yeni medyanin ilk ve esas  Ozelligi  olarak
tanimlamistir.(Manovich,2001:27-49) Ona gore dijitallesme iletinin kodlardan, matematiksel
simgelerden olugmasidir. Bdylece tiim veriler sayilabilir ve programlanabilir hale
gelmektedir. (Manovich,2001:27)

Dijital sinema ise en genel ve anlasilir tanimi ile, sinema filmlerinin “geleneksel yontem olan
35 mm film seritleri yerine sayisal teknoloji kullanilarak iretilmesi, dagitilmast ve
gosterimini” icermektedir.(Buyan, 2006:59) Teknik anlamda igerdigi siire¢ ve isleyis mantigi
anlaminda ise “dijital kayit, sikistirma, giivenlik i¢in kodlama, depolama, uydu,
network/internet ya da dijital disk araciligiyla dagitim, giivenlik kodunun ¢6ziilmesi,
sikistirmanin agilmasi, sikistirilmamis hale getirilmesi ve dijital projektorle gosterim
siireclerini” kapsamaktadir (Erkilig,2006:65).Sinemada dijital teknolojilerin kullaniimasinin
iretim ve gosterim olanaklarinda yarattigi etki o denli biiyiiktiir ki, sinemada sesin
bulunmasmin ardindan en oOnemli degisim olarak gosterilmektedir. Sinemada dijital
teknolojinin ilk 6rnekleri ses kaydi ve bazi 6zel efekt kullanimlari seklinde goriilmiistiir. Bir
siire sonra film kameralar1 da 35 mm film yerine dijital teknolojiye gore diizenlenmis ve o6nce
DV, ardindan HD kameralar kullanilmaya baslanmistir. Son olarak da filmin post-
prodiiksiyon yani yapim sonrasi tiim asamalari da dijital ortamda yapilmaya baslanmuis,
boylece film yapim  siireclerinin  bir ¢ogu dijital ortamda  gergeklesmeye
baslamistir.(Erkilig,2006:63) Dijital devrimin son asamasi olan dijital gosterim olanaklarinin
ilerlemesiyle bu teknik gergek anlamda etkisini gdstermis olmakla birlikte, ¢alismanin
merkezine aldig1 sinema-seyir kiiltiirii agisindan daha tartisilabilir sonuglar elde edilmistir.
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James Monaco, “Goriintiiler, sesler ve metinler bir kez sayisallastirildiginda, her sey
olanaklidir. Iletisim aracimizin bizim igin yapmasini istediklerimiz ile bunlarin isleyislerinin
kapasitesi arasindaki miicadele sona ermistir” yorumuyla dijital sinemanin sinirsizligini dile
getirmistir.(Monaco,2010:512) Monaco’nun da vurguladigi sinirsizlik, sinemanin somut
yapim-lretim kosullarin1 kokten degistirmis, sinemanin nesnesi olan goriintiiyli elde etme
kosullar1 da tamamen degismistir. Pelikiil doneminde, var olan ger¢ekligin yeniden sunumu
s0z konusu iken, dijital donemde bu zorunluluk ortadan kalkmis ve bilgisayarlar araciligiyla
tamamen yeni bir gerceklik tretilmistir. Bu hem sinemadaki anlati tiirlerinin farklilasmasina
yol agmig, hem de yepyeni anlatim bigimlerinin ortaya ¢ikmasina neden olmustur. Bu yeni
anlatilar ve anlatim bigimleri karsisinda seyirci siiphesiz konum degistirmis, bu da dijital
sinema ve seyir kiiltliriiniin yeniden ele alinmasi ihtiyacini dogurmustur

3.1. Dijital Sinemada Sinema-Seyir Kiiltiirii ve Seyircinin Konumu

Dijital sinemanin temel siire¢leri ele alinirken bu siirecin son asamasinin dijital gdsterim
oldugundan s6z edilmisti. Dijital gésterim, daha 6nceki geleneksel iiretim bi¢iminin aksine
seyirciyi ¢ok daha fazla merkezine koyan ve onun beklentilerine gore kendi dinamiklerini
yenileyen bir asama olarak olanaklarin1 giin gegtik¢e arttirmaktadir. Bir 6nceki boliimde de
s0z edildigi gibi anlatim bi¢iminin degismis olmasi, anlatilan taraf olan seyircinin konumu ve
sinema-seyirci iligkisinin degisimini de beraberinde de getirmistir hi¢ kuskusuz. Dijital
olanaklar, seyircisine kazandirdigi seyir deneyimleri olan televizyon, video gibi teknolojilerde
gozlemlenebilir sonuglar vermesine karsin, bu sonuglarin en somut degerlendirilebilecegi
teknolojiler li¢ boyutlu sinema ve interaktif seyir teknolojileridir.

Dijital olanaklarla sinema filmlerinin televizyon kanallar1 ya da video araciligiyla izlenmesi,
sonuglariin teknolojik baglamdan c¢ok, toplumsal baglamla iliskilendirilmesi gereken
olgulardir. Ayn1 zamanda seyir kiiltiirlindeki ilk 6nemli kirilma olarak da ele alinabilecek
televizyon ve video, seyirciye sinema filmini sinema salonu disinda izleme olanagi yaratmis
olmasi anlaminda dikkatle ele alinmalidir. Ciinkii bu, toplu seyir kiiltiiriiniin kirilmast
anlamimna da gelmektedir. Boylece seyirci kendi tasarrufu altinda diledigi filmi, diledigi
kisilerle izleme sansi yakalamis olur. Ustelik televizyondan ya da videodan izledigi filmi
sinema salonu sartlarinda izlemiyor olmasi, sinema salonunun ona vaad ettigi ritiicllerden ya
da zorunlu kildig1 “seyir adabi”ndan da diledigi gibi feragat etme sonucunu dogurur. Bu
Jarvie‘ye gore seyircinin torensel olandan-gayri-resmi olana gegisini simgeler. Ciinkii sinema
salonunun yogun duygular yaratan torensel havasi yerine, evin gayri resmi havasi s6z
konusudur ve seyir bigiminin kendisi de sinemanin térensel aliskanliklarindan son derece
farklidir: Her sey bir parmagimizin diigmeye basmasi ile baslar ve son bulur!(Jarvie,1993: 24)

Boylece pelikiil donemi sinema seyir kiiltiiriinde s6zii edilen “kagis alani” olma 6zelliginin
burada ortadan kalktig1 goriiliir. Cilinkii bireyin kendisini teslim ettigi bir ritiiclden daha ¢ok,
kendi seyir kurallarini, yalniz ya da birlikte izledigi seyirci ¢evresini belirledigi bir bigim sz
konusudur ve bu nedenle kagis alani olma &zelligi ortadan kaybolur. Yani seyircinin pasif
konumu degismis, daha aktif bir seyirci giindeme gelmistir.

Bununla birlikte 6nceki boliimde sozii edilen 6zdeslesme, katharsis ve haz alma kavramlarinin
da seyir deneyimi agisindan bi¢im degistirdigi iddia edilebilir. Ciinkii Aristotales ve
Erdogan’in 6zdeslesme ve katharsis kavramlarini ele alirken, seyir mekaninin éneminden sz
edilmisti. Sinema salonlar1 sahip oldugu goriinti ve ses teknolojileri anlaminda bu
deneyiminin yasanmasi i¢in gerekli mekansal diizenlemeyi fazlasiyla igeriyorken, evde bir
monitér araciligiyla izlenilen sinema filminin ve bu anlamda ev i¢i mekdnin boyle bir
potansiyele sahip olmadigi ortadadir. Her ne kadar arttk DVD ve ev sinema sistemlerinde
yapilan yeniliklerin gbz boyayici 6zelliklere sahip oldugu hesaba katilsa bile, biitiin bunlarin
sinema salonlarint “aratmamak” kaygisi ile diizenlendigi ve bu anlamda sinemadaki seyir
deneyimi ile kiyaslanamayacagi diisliniilmektedir. Dolayisiyla tim bu kosullar igerisinde
televizyon, video ya da DVD teknolojilerinin seyir siirecinde, seyirciye sinema salonunun
vaat ettigi hazlar1 ne 6lglide sundugu bir siiphe konusudur.

Copyright © The Turkish Online Journal of Design, Art and Communication 69



The Turkish Online Journal of Design, Art and Communication - TOJDAC April 2012 Volume 2 Issue 2

Dijital teknolojinin getirmis oldugu bir diger seyir deneyimi olan 3 boyutlu sinema ve
interaktif sinema ise televizyon ve videoya gore cok daha farkli bir yerde durmaktadir. Ug
boyutlu sinema deneyimi fiziksel bir mekan olarak sinema salonunu ortadan kaldirma
potansiyeline sahip, sadece seyir deneyiminin on plana ¢iktig1 ve bu anlamda tiim gorsel ve
isitsel olanaklarin bu deneyimi besledigi bir teknik olarak karsimiza ¢ikmaktadir.
(Kirel,2010:112) Ug boyutlu sinema deneyimi dzdeslesme, katharsis ve haz alma kavramlari
baglaminda kendisinden 6nceki teknolojilere gore, seyirci tlizerinde en fazla etkiyi yaratma
potansiyeline sahiptir. Bunun en 6nemli nedeni hi¢ kuskusuz sinema filminin ele aldigi
gergekligin teknigin olanagiyla tiglincii boyutuyla ele alinmasi ve gorsel olarak seyircinin
kendisini gorsel olarak film gercekliginin igerisinde hissetmesinin kapilarinin biiyiik 6lglide
acilmis olmasidir. Bu da 6zdeslesmeye olanak saglamasi agisindan 6nemli bir potansiyel olup,
sinemaya gitme arzusuna biiylik 6l¢iide yon verdigi diisliniilmektedir.

Ancak seyircinin konumu acgisindan ii¢ boyutlu sinema deneyimi ele alindiginda ortaya
tartigmaya acik bir sorun ¢ikmaktadir. Ciinkii bir yandan sahip oldugu gorsel ve isitsel
olanaklarla seyircide sinema salonuna gitmek ve “orada olmak” arzusu yaratirken, diger
yandan yasattig1 seyir deneyim anlaminda seyirciyi o mekandan soyutlar, film izledigi
topluluktan ayristirir ve yalnizlastirir. (Kirel,2010:112) Nihayetinde {i¢ boyutlu teknoloji bize
film evreninin i¢indeymisiz gibi bir haz yarattig1 halde, o hazz1 yalniz yasariz. O evrende
yanimizdaki koltukta oturan seyirci yoktur, bu kez kalabaligimizi olusturanlar film evreninin
icindeki karakterler ve oradaki atmosferdir. Bu nedenle seyircinin geleneksel konumunun
degistigi iddia edilebilir.

Ug boyutlu teknolojinin seyirci acisindan ele alinmasi gereken bir diger 6zelligi, filmin heniiz
yapim asamasinda iken seyircinin verecegi tepkilerin hesaplanarak gerceklestirilmis olmasi,
bu baglamda seyircinin tepkilerinin de bigimlendirilmis olmasiyla ilgilidir. Kirel, “3 boyutlu
sinemanin anlatisinin en 6nemli noktasini, seyircisinin iizerinde olusturacak olasi aldanimci
etkinin bilingli bir bi¢imde hesaplanmasi olusturur” (Kirel,2010:112) ciimlesiyle bu konuda
onemli bir uyarida bulunmustur. Bu durumda seyircinin filme iliskin verecegi tepkinin
hesaplanmig olmasi, sinema salonunun girisinde bastan teslim olmus bi¢imde kendisi i¢in
tasarlanmig 6zel gozIligiini almasi ve seyrini bu gozliikle gergeklestiriyor olmasi; onun igin
ongoriilmiis “gérme bicimi’ne de riayet etmesi anlamina gelir ki bu da sinema-seyir iligkisi ve
seyircinin konumu ag¢isindan tartigsmalt bir durumdur.

Dijital sinema teknolojileri ve getirdigi seyir bi¢imi anlaminda deginilecek en son baslik
interaktif sinema teknolojileridir. Yeni medya teknolojilerinin temel kavramlarindan biri olan
interaktivite kavrami, interaktif sinema baglaminda, seyirci ve seyredilen filmin karsilikli bir
iligki i¢inde olmasi, bu iliskinin birbirlerini etkileme olanagina sans taniyacak sekilde
yapilandirilmasi anlamina gelmektedir. Sinemanin diger liretim bigimlerinde de seyirci ve
film arasinda bir iliski olmasma karsin, interaktif sinema, bu iliskinin karsilikli olmasi
amaciyla ortaya ¢ikan bir teknoloji olmasi bakimindan dikkat ¢ekicidir.

Interaktif sinemanin temel iddias1 sudur: Sinema filmi, bir etkilesim nesnesidir. Yonetmen
film araciligiyla seyirciyle iliski kurar, seyirci de filmi yorumlar ve tepkisini yine filme
yansitarak ayni bigimde yonetmenle iliski kurar. Yani bir anlamda film, yénetmen ve seyirci
tarafindan ortaklasa yaratilmis olur.(Ogiit,2004:63)

Interaktif sinemaya iliskin verilebilecek ilk 6rnek 1967 yilinda Cek yonetmen Raduz Cincera
tarafindan gergeklestirilen Kinoautomat enstalasyonudur. Bu enstalasyonda sinema salonunda
ozel olarak hazirlanan 127 koltugun her birinde 6zel bir kumanda iizerinde iki adet diigme
bulunmaktadir. Biri yesil digeri kirmizi renk olan bu diigmelerin her biri filme ayr1 bir yon
vermesi amaciyla konmustur. Seyircilere izletilen her sahnenin sonunda yonetmen ya da
belirlenmis biri sahneye ¢ikip, filmin ana karakteri olan Bay Novak’in ne yapacagina iliskin
iki segenek sunmus ve seyircilerden bu iki segenekten birini segmesini istemistir. Seyirciler
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bu tercihlerini koltuklarindaki diigmelere basarak belirlemis ve onlarin tercihlerine gore
filmin gidisatt belirlenmistir.(Sayin,2007:28-29)

Gorsel 2. Kinoautomat enstalasyonu sirasinda sinema salonundan bir goériintii
http://www kinoautomat.cz/foto.htm

Gorsel 2°de de goriilebilecegi gibi seyircilerin yaptigi oylama sonucu en fazla tercih edilen
segenege gore film ilerlemis ve seyircilerin belirledigi bir sonla sona ermistir. Bu tarihten
sonra birgok interaktif film denemesi yapilmistir. Bunlarin arasinda bu ¢alisma agisindan ele
almabilecek bir diger 6rnek yine ayni yonetmene ait 1990 yilinda yapilan Cinelabyrinth isimli
calismadir. Ilkine gore ¢ok daha komplike bicimde tasarlanan bu projede bu kez bildik bir
sinema salonu yerine tamamen bu proje i¢in tasarlanmis bir mekan s6z konusudur. Seyirciler
filmi izlemeye Once bir salonda baslar, ardindan tercih ettikleri se¢eneklere gore kiiciik
odalara ilerlerler. Bu odalarin her biri kii¢iik birer seyir salonudur ve seyirci tercih ettigi
segenege gore ilerleyip, hikayeyi kisisel tercihine gore sonlandirir. (Saym,2007:31-32) Bu
projenin ilkinden en 6nemli farki, etkilesimde bulunan seyircilerin bir topluluk olarak degil,
birey olarak tasarlanmis olmasi ve tiim seyir siirecinin Kisisel bir tercih yolculugu olmasidir.

Teknolojinin gelismesine paralel olarak o tarihten bugiine bir¢ok interaktif sinema ¢alismasi
ger¢eklesmis ve kavramin kendisinin sinirlarint zorlayacak kadar farkli ¢calismalar yapilmistir.
Ancak bu teknik dogasi geregi bilgisayar ve video oyunu mantigina daha yakin oldugundan
daha ¢ok bu alan lizerinden ilerlemis ve biiyiik gelismeyi burada gostermislerdir. Giinlimiizde
de hizli bir sekilde yiikselisini siirdiirmektedir.

Ancak bu ¢alisma agisindan interaktif sinema ve seyircinin konumu iizerine degerlendirme
yapmak i¢in interaktif sinemaya bir hikdye anlatma bi¢imi olarak bakmakta ve seyircinin
konumunu bu hikayeyle olan etkilesimine gore tanimlamakta yarar goriilmektedir.

Manovich, interaktif sinema konusunda goriislerini sundugu ¢alismasinda, interaktif anlatida
anlat1 ile etkilesimde olan kisinin adeta bir veritabaninda, bu veritabanini yaraticisinin
kurdugu baglantilarin arasinda gezindigini belirtir. (Manovich,2001:226) Manovich’in de
vurguladigi ve unutulmamasi gereken sey, seyircinin anlatiyr degistirme olanaginin
yonetmenin ona sundugu sansa bagli olmasidir. Ki bu da interaktif sinemanin vaat ettigi
karsiliklr etkilesim olanaginin sinirlarini ¢izmektedir.

4. SONUC

Higbir sanat yapiti, alimlayicisindan bagimsiz olarak var olmaz ve alimlayici kisi, o yapitin
anlamlandirilma siireci ve bu siirecin tarihsel izleginde olduk¢a dnemli bir dinamige sahiptir.
Sinema sanatinda da seyirci boyle bir dinamige sahip oldugu gibi, ideolojik baglamda bu
sanatin tliketicisi konumunda oldugundan, varligi zorunlu bir hal almistir. Tipki tiyatro, opera
ve bale gibi sinemanin tarihi de, igerisine seyircisini alan ve seyircisiyle olan iligskisine gore
belirlenen bir tarihtir. Sinema-seyirci iliskisinin sinemanin temel iiretim formlar1 olan
pelikiilden dijitale dogru giden bir izlekte ele alindigi bu ¢alismada, sinemada seyir kiiltiirii ve
seyircinin degisen konumu bu ¢erg¢evede ele alindi.
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Teknolojik olanaklarin etkisiyle her gecen giin yenilenen sinemanin iiretim, dagitim ve
gOsterim olanaklari; ister istemez sinema seyir kiiltiirii ve seyircinin konumunda degisiklikler
yaratmaktadir. Sinemanin geleneksel iiretim formu olan pelikiil doneminde hakim seyir
kiiltiiri sinema salonlarindaki toplu seyir kiiltiiriidiir. Bu seyir bigimde seyirci, igerideki
toplulugun bir pargasi olarak seyir deneyimini gerceklestirir ve bu deneyim kisisel olmaktan
¢ok toplumsaldir. Sinema salonunun her siniftan insanlarin bir araya geldigi bir mekan oldugu
ger¢egi de goz Oniine alindiginda bu toplumsallasmanin boyutlarinin zenginligi daha da
anlasilir olacaktir. Bu iiretim tarzinin bir diger 6zelligi sinema seyir siirecinin Onemli
ogelerinden olan O6zdeslesme ve haz alma duygularinin yasanmasina fazlasiyla olanak
tanimasidir.

Dijitallesme siireci ile birlikte giindeme gelen televizyon, video gibi teknolojiler yoluyla seyir
kiiltiirtindeki ilk 6nemli kirilma gergeklesmis ve toplu seyir bigimine alternatif bir seyir bigimi
gelismigtir. Seyirci evine kapanmis, sinema filmlerini televizyon ya da videodan izler
olmustur. Bu da sinema-seyir iligkisinin toplumsal yoniiniin degismesine neden olmus ve
seyircinin kigisel tasarruflar1 6n plana ¢ikmistir. Sinema seyir siireci artik toplumsal beklenti
ve tepkilerle sekillenen bir siire¢ degil, tamamen kisisel beklentiler lizerinden sekillenen bir
siire¢ haline gelmistir. Bu da “seyirci” kavraminin, sinema salonunun kalabaliginin iginde,
kendisini o diinyanin ritiiellerine adamis herhangi biri olarak degil, evinde uzaktan
kumandasiyla filmini izleyen ve film iizerindeki seyir tasarrufunu bir diigmeye basmak
suretiyle elinde bulunduran bir olgu olarak da ele alinmasini zorunlu kilmistir. Sinema-seyir
iliskisi ve seyircinin konumundaki ilk 6nemli degisim burada goriilmektedir. 3 boyutlu
sinema teknolojileri ise gorsel ve isitsel anlamda seyircisine son derece zengin bir seyir
deneyimi sunmasina ragmen; seyirci tepkileri film yapim asamasinda hesap edilmekte ve
beklenen tepkiler dogrultusunda film sekillenmektedir. Bu nedenle ii¢ boyutlu sinema
deneyiminin sinema-seyir kiltliiriindeki yerinin ve seyircinin konumunun, ¢esitli
yorumlamalara acik oldugu diisiiniilmektedir.

Dijitallesme baglaminda son olarak ele alinan interaktif sinema teknolojileri ise, seyircisine
ilk kez “6zne” olma sans1 taniyan bir bigim olarak dikkat cekmektedir. Interaktif sinemada,
karsiliklr etkilesim mantigindan hareketle anlati, seyircinin tercihlerine gore belirlendigi igin
seyirci filmi belirleyen 6nemli 6znelerden biri olarak goriilmektedir. Ancak s6zii edilen bu
tercihler yonetmen ve film yapim ekibi tarafindan belirlendigi icin seyirci ger¢ekten anlatiya
“diledigi gibi” yon vermeyip, kendisi i¢in tanimlanmis 6zne rollerinden birini oynamaktadir.
Daha ¢ok bilgisayar ve video oyunlari alaninda iretimi yapilan interaktif teknolojilerde
seyircinin ger¢ekten 6zne olup olmadig: tartismaya agik bir alan iken; interaktif sinema seyir
deneyiminin oldukea kisisel bir niteligi oldugu ve bu anlamda sinema-seyir kiiltiiriinde 6nemli
bir degisim yaratma potansiyeli oldugu ortadadir. Sinema-seyir kiiltiirii ve seyircinin degisen
konumuna dair bu ¢alismada deginilen biitlin noktalara ek olarak; unutulmamasi1 gereken,
sinemanin bir teknolojiden ¢ok bir sanat alani1 oldugu ve seyir deneyimlerinin de bu sanatin
kendisine has pratiklerini i¢ermedigi siirece ancak birer teknolojik deneyimden ibaret olarak
kalacag1 gercegidir.
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ABSTRACT

In the present study, historical and contemporary masterpieces in Istanbul will be discussed
and analyzed considering “lighting scheme” as a design tool in the “lighting master plan”.
The present image of the city will be analyzed together with the light mapping tool. It was
intended to introduce a “conceptual lighting master plan” where a lighting vocabulary is
introduced for both educational purpose and as a metaphor in line with the enormous
historical background of Istanbul. The scheme can be an overview or road map of how
lighting might be used to meet the various program requirements while it also enhances and
entegrates with the architecture.Through the effective use of the lighting scheme, the unity
and diversity in the history of the old city can be highlighted.

Keywords: Light Mapping, Visual Culture

1. INTRODUCTION

Istanbul is one of the most important cultural centers of the world. The city embraces two
continents, one arm reaching out to Asia, the other to Europe.Through the city’s heart, The
Bosphourus strait, course the waters of the Black Sea, the sea of Marmara and The Golden
Horn. Istanbul is the former capital of three successive empires-Roman, Byzantine and
Ottoman. Today city honors and preserves the legacy of its past while looking forward to its
modern future. The historical buildings; museums, churches, palaces, great mosques, bazaars
and sights of natural beauty are Istanbul’s variety and these architectural and natural beauties
constitute environment and fascinate its visitors.

Also, lighting is a fascinating subject, which has physical, psychophysical and aesthetic
aspects. Light and colour are two basic factors of human perception. Lighting of historical
buildings and monuments plays an important part in the creation of urban lighting conditions.
Lighting scheme can be used to emphasize the hierarchy and identity of masterpieces while
city lighting plan can be designed with a zoning of the historical places on a light map. The
color and lighting scheme can set a mood for the image of the city. Exterior lighting gives
scope for new creativity, the opportunity to design in light and color on a scale that extends
from distant view of a town to the close detail of the building facade.

In the study, historical and contemporary masterpieces in Istanbul will be discussed and
analyzed considering “lighting scheme” as a design tool in the “lighting master plan”. The
present image of the city will be analyzed together with the light mapping tool. In the
transformation and interpretation of the historical identity to the city silhouette, light can be
used to formulate this idea. This statement will be discussed at various viewpoints in the
specially selected historical places in Istanbul.
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2. URBAN IDENTITY AND LIGHTENING

The term of identity is commonly used in a number of disciplines concerned with the study of
human behavior, conduct and societal structures in general. Lynch [1] defines identity as “the
extent to which a person can recognize or recall a place as being distinct from other places”.
Like individuals, cities should have character and distinctions; like individuals, this flavour is
made up of numerous characteristics, or identifiable elements [2],[3]. Urban spaces created
through urban design come along as determining and guiding parameters with respect to
urban identity [4]. Cities acquire an identity through the effects of the environment and their
interaction. Especially, historical places are great importance because of reflecting the life
styles of their era in spite of the monotonous view of city’s general structure and because of
having symbolic characteristics of the city so that they provide the region to be known by the
others and present the wealth of beautiful views.

Lighting has physical, psychophysical and aesthetic aspects for human perception on urban
identity. A renovated interest about light in the city has grown in the last few years. This due
to a change in life style and way of living public spaces during the night. This interest for
public in general, born in 80’s, was the base for social and architectural studies and for
involving of lighting in urban studies. City lighting was seen more as functional and crime
prevent lighting projects were based on “more lighting equals to more safety”. Starting from
this point of view, a misunderstanding on terms and definitions of outdoor lighting happens
today.

Many cities worldwide are interested in the topic of nighttime urban planning. The purpose is
clearly to enhance citizen safety, security, to support bussiness interests, to save energy and
improve the city’s nighttime ambience, while at the same time minimizening all aspects of
light pollution. When urban centers are being considered the following issues become
important:
* the provision of lighting that will ensure safety from moving vehicles for pedestrians
* the provision of lighting that is appropriate for the type and volume of the vehicular
traffic
* the provision of lighting designs and equipment appropriate to the architectural scene
and urban landscape
* the provision of lighting that will deter anti-social behaviour [5].

Lighting is highly visible and a positive nighttime image of the city can help enhance
communication; social interaction, esthetical enhancing, visual comfort, safety and security.
The goals of a city lightening plan are likely to be [6];

* to establish the city as a leader in sensitivity to its appereance and utility an night as
well as in the day, and to insure recognition of its effective and efficient lighting of
the public and private

* to create a greater sense of the vitality of the city at night, encouraging more frequent
visits by residents and tourists

Urban lighting includes some basic factors in the field of lighting and urban space as;
communication, esthetical enhancing, renewal of outdoor environment, urban renewal. These
factors should be integrated with another one, that is essential. It is the notion of
“environment” as system of relations between subject and his space. It depends on our
sensitivity, it is the result of our perception of space, difference between light and shadow,
colour, of planting, movements and other things.

Urban lighting and public lighting are, in fact, deeply different for the concept itself and for

the way to face a lighting Project. Public lighting is seen more as functional lighting in
outdoor environment, responding to technical parameters, while “urban lighting” is a
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multidisciplinaire concept. So in this study, urban lighting will be discussed at various view
points in the specially selected historical places on the Bosphourus Strait.

3. REINTERPRETATION OF ISTANBUL’S IMAGE THROUGH LIGHT
MAPPING

Urban lighting affects the nightscape of a city. Many cities in the world have embarked on
similar schemes where lighting is included as an integral part of the city planning. Istanbul is
one of these cities which has become a cultural melting pot where there is the remnants of
history from Byzantine to today. There is a bridge between the past and the present, unvisible
powers of light energy,color are carried through years and this power is hidden in various
historical buildings. A lighting scheme need not address all areas or spaces. Especially
Bosphorus Strait offers a delightful mixture of past and present.Therefore, in the study it is
aimed that a conceptual lighting master plan for Bosphorus region is introduced and analyzed
in line with the enormous historical background of Istanbul (Figure 1).

Black Sea

MARMARA SEA \ 2
\ Gl

Figure 1.Historical Background of Istanbul
[http://www.turkeymaps.net/istanbul-tourist-map.html/istanbul-bosphorus-map]|

Marmara Sea

The scheme can be an overview or road map of how lighting might be used to meet the
various program requirements while it also enhances and entegrates with the
architecture. Through the effective use of the lighting scheme, the unity and diversity in the
history of the old city can be highlighted. The color of light can change from white to red and
blue following the chronological order of the masterpieces in the city. There also can be a
progression of the light level from the bright (symbolizing contemporary masterpieces) to the
dark (symbolizing historical masterpieces). Lighting is an expression of civic pride, so
lighting master plan is necessary, but individual, uncoordinated approaches are likely to bring
negative results. Preparation of lighting master plan needs close interaction among the
authorities, architecture, city planner, lighting designer and electrical consultant.

Architectural Features; It is necessary to study the historical background and architectural
details. Historical peninsula, galata-pera presents historical heritage, Levent-Maslak region
presents modern images to the visitors (Figure 2). Architectural features affect the city
silhoutte, so while analysing the city, revealing basic architectural features is important.
Historical silhoutte and modern silhoutte can be seen in figure 2. In such cases, these
differerences must be evaluated perfectly. Silhouttes which take place at the certain view and
within one sight, should be evaluated according to the lighting master plan of the city.
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Figure 2. Architectural Features Affect Historical Silloutte and Modern Silloutte

This study deals with lighting design which displays a building as an object of interest and
architectural merit because of its function or age. The art of floodlighting of such buildings
usually depends upon illuminance variation to achieve its objectives. Floodlighting does not
seek to reproduce a daylight appearance, but rather to show the structure in a different but
recognizable and attractive way. To this end it is important to realize that when displaying a
building designing shadow is also important. Shadows created can be as important as the
illuminated areas, and therefore, in a way, the term floodlighting is in appropriate, since
merely flooding a building with light produces a very uninteresting result.

Hierarchy; In case a great number of important buildings take place at the silhoutte, their
effective images must be analyzed from the near and far viewpoints. To make the building or
monument more interesting, artistic use of light and light,shade and shadow or colour
difference is necessary. The lighting plan shall be in accordance to the architectural identity of
the building, its location in the community and the view of those who own the building,
should be undertaken before an attempt at external lighting of a building is made(Figure 3).
This is particularly true with regard to the colour of the light to be employed.

Figure 3. Traditional Waterfront Houses On The Bosphorus Strait, Istanbul

Symbols; Elements which identify, associate, make marks on the image of a city are
important for the lighting master plan of a city. These elements might be historical, unique,
original structures or modern structures. Galata Tower can be given as an example or Kiz
Kulesi is one of the most romantic symbols of Istanbul, too (Figure 4).

Figure 4. Symbols of the City- Galata Tower and Kiz Kulesi
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There is a temptation to use coloured light to obtain a dramatic effect. This can be very
successful, but only in very specific and appropriate circumstances. In general, a building
usually benefits from unifying effect of a single colour of light or, occasionally, a subtle
change of colour with direction. It is the revealing power of the light that should be harnessed
in the scheme’s design. Light from a prominent direction can display a building very
successfully by allowing the varying orientation of the building’surfaces to create the
shadows necessary to reveal its features [7].

Viewing Points — Proximity; In outdoor and architectural lighting, viewing directions of the
observers also has to be kept in mind for the lighting master plan. Viewing points for the
visitors or people passing by should be known to decide the aiming directions of the
luminaires, while eliminating the glare. Facades shall be illuminated in a way to overcome
flatness and being uninteresting. As far as possible, the direction of the lighting should not be
from the same direction as the main direction of view of people looking at it.

4. CONCLUSION

In this study, historical and contemporary masterpieces in Istanbul is discussed and analyzed
considering “lighting scheme” as a design tool in the “lighting master plan”. The present
image of the city is analyzed together with the light mapping tool. In the transformation and
interpretation of the historical identity to the city silhouette, light was used to formulate this
idea. According to the results, there are three key factors to effective lighting on cities:

* Practical, feasible and functional. Lighting scheme must be sensitive to the character
of the city and must address the needs of the city in a way that meets the city’s
objectives.

* Holistic design. Lighting scheme must include all the components of the outdoor
urban environment, maximizing the value of the night lighting and minimizing all the
potential adverse effects.

e Technically aware. There is no need to light everything all night or to light at the
same level late at night as early in the night.
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ABSTRACT

From the Crimean War photographs that Roger Fenton went by a coach and authenticated to
today, the war photography has showed a remarkable and rapid evolution in sense of
technology especially after 1975 when the digital technology has entered in our daily lives
and pervaded. As time goes by, instead of carrying a photo camera, cellular phones with the
photo camera option has become a preference, yet became a standard. A Pulitzer Award
winner newspaper photographer Damon Winter, assigned by New York Times to observe the
U.S. operations in Afghanistan has awarded in “Pictures of the Year” Contest by the pictures
that he has taken by his cellular phone with the help of a software called “Hipstamatic”. The
utmost in the digitalization in the photography, by all means, is also bringing a wide range of
debates with it. By this study, the history of war photography will be reviewed from the first
day to today and will be analysed with the photographs including the 1st and 2nd World
Wars, Vietnamese Conflict, the Iraq War where digital photography was used and thus the
photographic effects of digitalization on the war photography is aimed to be revealed.

Keywords: Digitalization, Photograph, War Photography
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Resim 1. Bazi kaynaklara goére Roger Fenton, bazi aynaklara gore ise Matthew Brady
1. SAVAS FOTOGRAFI TARIHINDEN

1.1. Kirim Savasi (1853-56)

1853°te Osmanli Imparatorlugu’nun Rusya’ya kars1 girdigi Kirrm Savasi’na, daha sonra
Fransa ve 1854’te Ingiltere, Osmanli’nin yaninda katilmistir. Asil meslegi avukatlik olan
Roger Fenton, Ingiltere hiikiimeti tarafindan, askeri kayiplar nedeniyle olusabilecek, savasa
kars1t olumsuz kamuoyu baskisini engellemek diisiincesiyle, “No dead bodies” (Cesetlere
Hayir) sartiyla Kirim Savasi’ni fotograflamak icin Thomas Agnew & Son firmast
sponsorlugunda gorevlendirilmistir. Dort asistaniyla, bir at arabasiyla yola ¢ikan Fenton, 1slak
plaka yontemi kullanildigi i¢in 3-20 saniye arasinda degisen poz siireleri ile, 360 kadar
fotograf ¢ekmistir. Ik savas belgeselleri olarak kabul edilen Fenton’un fotograflari, gerek
fotograf teknolojisi, gerekse uygulanan sansiir mekanizmasi nedeniyle, fotograflarda savasin
gerek sivil gerekse askerler lizerindeki etkisi, dehseti degil, ¢atisma sonrasi bos arazileri,
cadirlarin Onilinde kahve veya pipo igen, adeta piknik yapan poz veren askerlerin
goriintiilerinden olusmaktadir.
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Resim 2-3-4. Roger Fenton, Kirim Savasl, 1853-56

Roger Fenton’un koleraya yakalanip iilkesine donmesinden sonra, Osmanli Darphane’sinde
sef hakkak olarak c¢alisan James Robertson ve Felice Beato gorevlendirilmistir. Roger
Fenton’un ¢ekmis oldugu Kirim Savasi fotograflari, heniiz fotograf baski teknolojisinin
gelismis olmamasi nedeniyle, illustrated London News’te graviir baski yontemi ile
basilmistir.

1.2. AMERIKAN iC SAVASI (1861-65)

Portre fotografcisi olarak caligan ve alaninda biiyiik basarilara imza atan, Matthew Brady, bir
iilkeyi ikiye bolen bu savasi belgelemistir. Fenton gibi Brady ve ekibi de, atlarin gektigi
hareketli karanlik odalar kullanarak fotograflar ¢ekmis, ancak Fenton’dan farkli olarak
kendisi tim masraflarini portre fotograf¢iligindan edindigi tiim kazanci ile finanse ettigi i¢in
yasadig1 ozgiirliik fotograflarina da yansimistir. Teknolojik zorluklara ragmen, savasin dehset
verici atmosferini yakalamay1 basarabilmistir.

Savas sonrasi satacagi fotograflarla kazanacaklarina umut baglayan Brady, biiyiik hayal
kiriklig1 yasamistir, ¢iinkii kimse savasi degil gormek, hatirlamak, diisiinmek istememis,
fotograflari1 satamamistir, bu sayede yillar iginde edindigi serveti savas fotografi ¢ekerek
harcamistir.

Resfﬁ; 7-8. Mattfl Brad, Aerian I¢ Sava1 1861-1865
Birgok iist diizey asker fotografinin yani sira, darmadagin olmus birlikleri ve mahalleleri, len
askerleri Brady’nin fotograflarinda gormek miimkiindiir. Bu sayede tarihte ilk kez insanlar,

fotograflar araciligtyla, savasin aci gergekleriyle yiiz yiize gelmislerdir. Amerikan Ig Savas’
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biitiinliyle fotograflanan ilk savastir ve Matthew Brady’den bagka Alexander Gardner,
Timothy O’Sullivan da, bu savasi belgeleyen ve 6ne ¢ikan isimler olmustur.

1.3.1DUNYA SAVASI (1914-1918)

ittifak Devletleri (Almanya, Avusturya-Macaristan, Osmanli ve Bulgaristan) ile Itilaf
Devletleri (Britanya, Fransa, Rusya, Sirbistan, Karadag Italya, ABD, Japonya, Yunanistan,
Portekiz, Romanya ve Belgika) arasinda gergeklesmistir. Hiikkiimetler ancak gorevlendirdigi,
ozel izin alan fotografgilarin carpisma bolgelerine gitmesine ve fotograf ¢ekmesine izin
vermis olmasi nedeniyle, fotograf tarihinde yogun sansiir uygulanan bir savas olarak
degerlendirebiliriz. Ilerleyen ve hizlanan fotograf teknolojisine ragmen, uygulanan siki sansiir
nedeniyle, dort yildan uzun siiren, 5 milyondan fazla insanin 6ldiigii bu savastan giiniimiize,
¢ok az sayida fotograf kalmistir.

Resim 9-10. isimsiz, I. Diinya Savast, 1914-1918

1924 yilinda Vicdani retgi Ernst Friedrich’in, igeriginde yayimlanamayacak kadar savasin
dehset verici yiiziinii yansitan fotograflarin oldugu “Krieg dem Kriege” (Savasa karsi savas)
adl1 eseri yaymlanmistir. Ozellikle “savasim yiizii” baslhikli bélimde pargalanmis yiizler yer
almis, kisa siire sonra kitap toplatilmis ve satigsina askerler ve hiikiimet tarafindan saldiriyla
karsilik verilmistir. Buna karsin bu kitap 10 baski yapmis ve pek ¢ok dile ¢evrilmistir.

—

’ (Savnasé”Karsl Savag” kitabindan

Resim 11-12. Ernst Friedrich, “Krieg dem Kriege’

I.Diinya Savasi’ndan sonra piyasaya siiriilen Leica 35 mm fotograf makinesi hem ¢ok kiigiik
ve hafif olmasiyla tasimayi, hareketi 6zgiir kilmig, hem de fark ettirmeden, habersiz fotograf
¢ekilmesini de olanakli kilmistir.

1.4. 11. DUNYA SAVASI (1939-1945)

Miittefik devletler olarak; Ingiltere, Fransa, Sovyetler Birligi, ABD ve Cin, Mihver Devletler
olarak ise; Almanya, Italya ve Japonya katilmistir. Hiikiimetlerin gorevlendirdikleri
fotografcilarin yani sira ¢ok sayida ajans ve gazetelerin, dergilerin de fotomuhabir génderdigi
bu savas, niikleer silahlarin kullanildigi ve Yahudi Soykirimi gibi kitlesel sivil 6liimlerin
gergeklestirildigi, insanlik tarihindeki en kanli ve en c¢ok fotograf ¢ekilen savastir.
Fotograflarin hiikiimetler tarafindan siki bir sekilde kontrol edilmesinin yani sira kendi
¢ikarlarina gore, propaganda amaciyla kullanim dikkat ¢ekmektedir. “Kahraman asker”
diisiincesini benimsetmeyi amag edinen fotograflar, sik¢a ¢ekilmis ve kullanilmistir. Ornegin
Almanya higbir sivil fotograf¢inin savag alanindan fotograf ¢ekmesine izin vermemis, biitiin
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fotograflar Propaganda Biirosuna bagli fotografcilar tarafindan gekilmistir ve yine ayni
amagcla kullanilmstir.

Resim 13. 1si£, aigeizakl ye atilan atom bombasi, 1945
Resim 14. Margaret Bourke White, Buchenwad Kampi, 1945
Resim 15. Eugene Smith, II. Diinya Savasi, 1945

Savasin fotograflanmasi ve bu fotograflarin cephe gerisindekilere ulagsmasinda Life dergisinin
pay1 ¢ok biiyiik olmustur. II. Diinya Savasi sirasinda Life’in Londra’daki fotograf sorumlusu
olan John Morris, 1972 yil1 Eyliil ayinda Harper’s Magazine’de yayimladigi bir yazida soyle
diyordu: “Agir yaralilarin ve 6liilerin yiizleri tabuydu, “yakinlarinin” goriip sok gecirmeleri
istenmiyordu. Sonug olarak silahlarimizin diisman topraklarinda yarattigi korkung gériintimler
fotograflara yansitilmiyordu ve bu nokta, kamuoyunun nasil yoénlendirilmis oldugunu
anlamak i¢in son derece Onemli. Berlin’e yapilan hava saldirilarinin  kurbanlarimi
goriintiiledigim fotograflar1 Life’a gondermek istedigimde, sansiir gérevlisinin cevabi ¢ok
sade oldu: “Cok ilging, bunlar1 savastan sonra kullanirsiniz.” Bu yanit, sansiir gérevlisinin
safligin1 gostermiyordu, aslinda son derece bilingli bir hareketti, fotograflarin yayimlanmasi
yasaklanarak, halkin bilinglenip savasa karsi cephe almasi 6nleniyordu. Savasin akisina zarar
verecek fotograflarin yayimlanmamasi gerekiyordu. Bu bakis acisi, fotografcilarin da
kafalarina oyle islemisti ki, kendi kendilerine sansiir uyguluyor, temsil ettikleri iilkelerin
aleyhine fotograflar ¢ekmiyorlardi. “ikinci Diinya Savasi’ndaki standart ydntem, savasma
bigimimizin son derece uygun oldugunu goéstermek {lizerine kuruluydu: giinesin altinda, giin
1s1g1yla birlikte ilerleyen bombalar... Onlarin saldirilarinin neden oldugu yikimlari biraz
gosterme iznimiz vardi, ama asiriya kagmaya izin yoktu, actma duygulari uyandirilmaliydi.
Oteki tarafta da ayn1 yasalar hakimdi. Hitler’i calisma kamplarindaki gaz odalarini dolasirken
gosteren bir tek fotograf bulamazsiniz. Japonlar Pearl Harbour’da yikima ugrayan insanlarin
fotograflarmi1 gormediler, havadan g¢ekilen goriintiilerle kazandiklari zafere tanik oldular
sadece. Biz de aymi sekilde Hirosima’da patlayan bombanin olusturdugu, mantar seklindeki
fotojenik goriintiiniin fotografini ¢ektik.” (Mary Price, Fotograf Cer¢evedeki Gizem, s.152) I1.
Diinya Savasi unutulmaz fotograf karelerine sahne olmustur.

1.5. VIETNAM SAVASI (1955-1975)

Dogu Blogu iilkeleri olan Kuzey Vietnam, Cin ve Sovyetler Birligi ile Giiney Vietnam ve
ABD arasinda yasanmis olan savastir. I ve II. diinya savaslar1 boyunca hiikiimetler tarafindan
empoze edilen, hakli bir dava ugruna savasildigi diisiincesini yikmamasi igin yapilan
otosansiir, Amerika’nin Vietnam’da yaptigi yikim ve Amerikali askerlerin sikintilari
fotograflara yansidik¢a ¢ok ciddi bir kamuoyu bilinci olusmus, bu savasin anlamsizligi ve
Amerika’nin savasa katilmasina dair hararetli tartismalarin ylikselmesine neden olmustur.
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L)/ guh
Resim 16. Nick Ut, Napalm bombasindan kagan Vietnamlilar, 1972
Resim 17. Eddie Adams, Polis sefince 6ldiiriilen Vietnamli, 1968

Ronald L. Haeberle 16 Mart 1968 tarihinde Amerikan askerlerinin My Lai katliaminda ¢ok
sayida kadin ve bebegin oldiiriiliisiinii fotograflamis, gizlice lilke disina ¢ikardigi negatifleri
sayesinde, bu fotograflar ancak 20 Kasim 1969 yilinda Life dergisinde yayinlanabilmistir.

. 3 Q < %

Resim 18. Rbnald L. Halmebée, My La{i koyi k:;tliaml, 1968

Vietnam Savasi sirasinda ¢ekilen ¢ok sayida fotograf, yansittiklart savasin dehset edici
gorintiileri ile fotograf tarihinde ikon halinde gelmistir. Bu savas sirasinda Robert Capa
mayina basarak, Larry Burrows ise Kent Potter, Henri Huet ve Keisaburo Shimamoto adli {i¢
fotomuhabiri ile birlikte bindikleri helikoptere, Amerikan birlikleri tarafindan ates agilmasi
nedeniyle hayatin1 kaybetmistir. Larry Burrows’un renkli olarak g¢ektigi iskenceye ugrayan
Vietnamlilar ve yaralt Amerikan askerleri fotograflari, ¢ok ciddi bir tepki olusmasina neden
olmus. Ozellikle gengler arasinda yayginlasan, savas karsit1 eylemler, hiikiimetin geri adim
atmasina neden olmustur. Fotograf tarihinde, fotografin kamuoyundaki giiciinii, etkisini en
acik sekilde hissettiren savas, Vietnam Savasidir.

Resim 19-20-21. Larry Burrows, My Lai koyii katliami, 1968

Unlii savas fotografcis1 James Nachtwey kendisi ile ilgili olan, “War photographer” (Savas
fotografcisi) belgesel film c¢alismasinda fotografa baslangicini soyle anlatmaktadir:
“Fotograf¢ci olma kararim, savas fotograf¢isi olma diigsiincesiyle basladi. Bu karari, 70'li
yillarin baginda Vietnam Savasi sirasinda aldim. Vietnam’dan gelen fotograflar, bize gercekte
perdenin arkasinda neler oldugunu gosterdi. Bu fotograflar, siyasi ve askeri liderlerin
sOylediklerinin tam tersini gézler oniine sermekteydi. Bunlar, giiclii ve dliimciil savasin ne
kadar insafsiz ve ne kadar soguk oldugunu gosteren, dogrudan belgesel fotograflardi. Bu
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fotograflardan c¢ok etkilendim ve sonunda hayatimi bu gelenegi devam ettirmeye adamaya
karar verdim. (James Nachtwey, War photographer, (2001) filminden replik)

1.6. KORFEZ (BIRINCi KORFEZ) SAVASI (1990-1991)

1990'da Irak'in Kuveyt'i isgal etmesiyle baslayan krizin sonucunda gerceklesen, ABD
onciiliigiinde, Birlesik Krallik, Fransa, Suudi Arabistan, Suriye, Misir gibi 28 devletin askeri
koalisyonuyla, Irak arasinda yapilan ¢ok uluslu savastir. Vietnam Savasinda fotografin
etkisinin-giliciiniin farkina varan ABD, bu sefer temkinli davranmis, fotografcilara ancak
Basin Biirosundan fotograf alarak yayin yapilmasina izin vermistir. Bu nedenden dolay1 bu
savag ile ilgili olarak, fotografin yerini televizyonun aldigin1 sdyleyebiliriz. Televizyon
fotografa oranla hizi, ayn1 zamanda da kontrolii, sansiir uygulamada daha garantili olmasiyla
on plana c¢ikmustir. Tugrul Cakar’in “Fotografin miitevazi yasami adli makalesinde
“...insanlarin oldirildigli savas gecelerini, havai fisek gosterisi gibi evime sokan
teknoloji...olarak adlandirdig1, gecegoriislii kamera goziinden gosterilen, yesilimsi televizyon
ekranlarimizdaki havai fisekvari 151k yagmurlari, belleklerimize kazinmistir.

Resim 22. Petrole bulanmis karabatak goriintiisii
Resim 23. CNN televizyonunun Korfez Savasi yayinlarindan bir kesit

Komutan onay1 olmadan yayin yapamayan CNN’in, yapmis oldugu ABD yanlisi yayin ve
fotograflar, kamuoyu destegini saglamayr amaglamistir. Bu amagla 1. Korfez Savasi’nin en
akilda kalic1 fotografi olarak kabul edilen petrole bulanmis karabatak goriintiisii i¢in ise Zafer
Arapkirli sunlart sdylemektedir: “Yine Saddam Hiiseyin yonetiminin Korfez kiyilarindaki
petrol tesislerini havaya ugurup denizi “bir daha tarih boyunca temizlenemeyecek diizeyde
kirlettigi” yalani, miittefik agizlarca ortaya atildig1 gibi, CNN basta olmak {izere Amerikan
“network”leri petrole bulanmis zavalli deniz kuslarmin filmlerini saatlerce yayinlayarak
“sadece insanlara degil, hayvanlara bile eziyet eden Saddam” imajini percinlemeye kalkistilar.
Sonradan bu filmlerde goriinen kuslarin aslinda yillar 6nce Exxon -Valdez adli tankerin
yaptig1 kaza sonucu (Alaska’da) denize yayilan petrolden kirlenen kuslar oldugu ortaya ¢ikti
ve yine “Oziir” dilendi. Kus oykiisii de yalanlandi... «“
(http://arsiv.ntvmsnbc.com/news/110341.asp?0m=-305)

Bu savas, gazetecilik terminolojisine yeni bir deyim katmistir: “Embedded journalist'
(ilistirilmis fotomuhabir). Melih Asik “Agik Pencere'den 2000'li yillar-1” adli kitabinda bu
terimi g0yle agiklamistir: “Embedded sézciik anlaminda 'gdmiilmiis, ilistirilmis' demek.
Savasi ordunun imkanlariyla ve ordunun goziiyle izleyen gazeteci anlamina geliyor. Ancak,
'gdmiili gazeteci', 'ilistirilmis gazeteci ' kulaga pek hos gelmiyor. ‘Embedded gazeteci'nin en
giizel ¢evirisini Hasan Pulur yapti: "Yamanmis gazeteci'. (Melih Asik:115). Savasi, askerlerin
tanklarindan izleyen ve onlarin ¢izdikleri sinirlar dahilinde, yine onlarin goziinden aktaran
fotografcilarin, 6zel s6zlesme imzalamasi gerekmistir.

2. FILMDEN DIJITALE GECI$
Fotograf teknolojisindeki hizli degisim sonunda, 1960'l1 yillarda NASA, analog sinyalleri

dijitale doniistiirme ve casus uydularda kullanmak iizere dijital teknoloji alaninda galigmalar
yapmis, 1972 yilinda Texas Instruments, film kullanmayan ilk kameranin patentini almistir.
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1981 yilinda ise Sony tarafindan video ¢ekimi dondurarak kayit yaptigindan, tam olarak
dijital fotograf makinesi olarak tanimlanamayacak olan, Mavica FDS5 iiretilmis, 1986 yilinda
Kodak tarafindan ilk Megapiksel sensorii bulunmustur. 1991 yilinda Nikon F-3 gévde iizerine
1.3 Megapiksel ¢oziiniirliigiinde, bir dijital sensor yerlestirerek yapilan ilk fotograf makinesi
olmustur.

Resim 24. Apple Quictake 100 Camera

17 Subat 1994°te 30,000 dolar fiyatla tiiketiciye sunulan ilk dijital fotograf makinesi, “Apple
Quictake 100 Camera” olmustur. Onu, 28 Mart 1995°te “Kodak DC40”, 1995 sonlarinda
LCD monitore sahip “Casio QV-11" ve 1996°da piyasaya Sony tarafindan siiriilen “Cyber-
Shot Digital Still Camera” izlemistir.

Ik dijital fotograf makineleri hantal ve yavas olmasina ragmen ¢ok hizli bir sekilde bu
sorunlar ¢oziilmiis, giiniimiize gelinmis, bugiin fotograf makinesinin biinyesine, video ¢ekme
ve kablosuz olarak fotograf gonderilebilme 6zellikleri de eklenmistir.

Dijital fotograf makinelerinin film kullanan makinelerden en 6nemli farki, kimyasal bir siire¢
gerektiren film yerine, elektronik bir sistem ve makinenin arka kisminda goriintiiniin
goriilebilecegi bir ekraninin bulunmasidir. 36 kare fotograf ¢ekip, filmin banyo ve baskist
siirecleri yerine deklansére basmak, ekrandan bakmak gibi saniyeler ile sonucu goérmek,
gerekiyorsa silip tekrar gekmek, giiniimiizde her yas grubuna hitap eden dijital fotografin
cazibesini ¢ok kisa bir sekilde 6zetlemektedir.

Cagimiz hiz ¢agidir. Surasi tartismasizdir ki, dijital teknoloji fotografin olusum siirecini
kisaltmistir. Hizin en biiylik 6nem kazandigi savas fotografciliginda da, dijital fotograf
teknolojisi biiyiik oranda siireci kisaltmis ve fotografcinin isini kolaylastirmistir. Bu galisma
kapsaminda ele alinan savaslar arasinda dijital teknolojinin kullanildig: tek savas, Irak (II.
Korfez) Savast olmustur.

IRAK SAVASI-II. KORFEZ SAVASI (2003-2011)

2003 yilinda basta ABD olmak iizere, Koalisyon Giigleri olarak tanimlanan iilkeler
ordularinca, Irak’a karsi baslamis, 2011 yili Aralik aymda son Amerikan bayraginin
indirilmesi ile sona ermistir.

Gazetecilerin, fotografcilarin sokulmadigi, fotograflarin Basin Biirosu araciligi ile dagitiminin
yapildig1, dijital fotograf makinelerinin iyice yayginlastigi, amatdr kompakt fotograf
makinelerinin- profesyonel fotograf makinelerinin, cep telefonlarinin ise amatér kompakt
fotograf makinelerinin yerini aldiklart bu savasta, fotograf¢ilarin yerini askerler almis ve
askerler ¢ok sayida fotograf ¢ekmislerdir. Irak savasi, savas fotografi tarihine Ebu Garib
Cezaevinde Amerikali parali askerlerin, Irakli tutuklulara yaptiklari iskenceleri, dinsel ve
cinsel asagilamalar1 gosterdikleri fotograflar ile, onemli bir yer kazanmistir.
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Resim 25-26-27. Ebu Garib Cezaevinde ¢ekilmis olan fotograflar, 2003

Fotograflarin ve iskencenin bas aktrislerinden olan Lynndie England adli kadin asker,
fotograflarin ortaya ¢ikmasmin ardindan gorevinden alinmis ve “Neden pigsman olacak
misim?” adli kitabin1 yazmigtir. Ortaya ¢ikan fotograflar disinda elinde 600 adet daha bunlar
gibi fotograf oldugunu séylemis, bunlarin birer hatira fotografi oldugunu da ileri stirmiistiir.
Ilk anda bu cekilen fotograflar cekim amaci nedeniyle hatira fotografi olsa da, ortaya
¢ikmasindan itibaren, artik bunlar birer belge fotografi niteligi kazanmislardir.

2007 yili yapimi Rory Kennedy’nin yonettigi ‘Ghosts of Abu Ghraib / Ebu Garib’in
Hayaletleri’ adli belgesel filmde Ebu Garib Cezevinde tutuklulara uygulanan iskence
fotograflari, uygulayanlar ve uygulananlarin agzindan, konu edilmistir.

3. DIJITALLESME SURECININ FOTOGRAFIK ETKIiSi

Teknik bir icad olan fotograf makinesinin seriiveni ¢ok hizli ilerlemis, biiyiilk format, orta
format ve sonrasinda 35 mm, 36 karelik fotograf filmi kullanan ve dijital fotograf makineleri,
simdi ise cep telefonunun biinyesindeki fotograf makineleri yerlerini almistir.

Fotografci ve yazar Tugrul Cakar, fotograf diinyasindaki teknolojik tiiketim ¢ilginligini su
sozlerle aktarmaktadir: “Birileri bizim hi¢ durmadan fotograf ¢ekmemizi istiyorlar. Daha ¢ok
film tiiketmemizi, eskisini atip yeni fotograf makineleri almamizi istiyorlar. Baska higbir
sanat ortaminda yasanmayan bu garip tiikketim zorlamasi bitmiyor. Bu kez sayisal goriintii
aygitlar1 devreye sokuluyor. Bizi 6ylesine ¢aktirmadan, dylesine ustalikla programliyorlar ki,
daha cazip, daha keyifli diye seving ¢igliklar1 atip, ekranlarin-tuslarin 6niine oturuyoruz. Giin
asirt yeni programlar tutusturuyorlar ellerimize. Biz de haliyle daha yaratici (!) oluyoruz.”
(Tugrul Cakar, “Fotografin Miitevazi Yasami1”, Papiriis Dergisi:48)

Bununla birlikte, 5 Ocak 2012 tarihli The Wall Street Journal'da yayinlanan habere gore
Kodak firmasi, elindeki dijital patentleri kisa siirede satip, yeterli sermayeyi yaratamazsa, en
gec Subat ayinda iflas edecektir. Haberde su bilgilere yer verilmistir: “2000 yilinda kendini
dijital kamera alaninda bir numara olarak goéren Kodak, 2005'te dijital kamera satiglarinda
ABD'de bir numaraydi. Ancak zaman i¢inde dijital fotograf makinelerinin satiglar1 diisiis
egilimine girdi; zira artik akilli telefonlarin1 yeterli géren kullanicilar bu makinelere ihtiyag
duymamaya basladi. Zaten NPD arastirma sirketinin yayinladigi son rapor da bu olguyu
dogrular nitelikte. Bu rapora gore kamera satislari gegen yil ylizde 17 oraninda diisiis
kaydetti.” (http://online.wsj.com/article/SB10001424052970203471004577140841495542 81
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0.html?mod=WSJ hp us mostpop read) 19 Ocak 2012 tarihinde ise sirket iflas
basvurusunda bulunmustur.

Gunlik yasamimizin kagmilmaz olarak, vazgecilmezleri arasinda ilk sirada yer alan cep
telefonlari, artik ayni zamanda birer fotograf makinesi ve video kamera olma 6zelligini de
tagimaktadir. Coziniirligli ve oOzellikleri fiyatiyla orantili olarak degisen cep telefonu
kameralari, su giin itibariyle piyasada bulunan pek ¢ok kompakt dijital fotograf makinesi ile
basa bas gitmektedir, hatta bazilarini da gegmis durumdadir. Coziiniirliigii 12 MP olan cep
telefonu kameralar1 ¢ikmis, her gecen giin de daha da artarak yenileri ¢ikmaktadir. Her zaman
yaninizdada tagima, hafif ve kiigiik olma 6zellikleri nedeniyle cep telefonu kamerasi 6zelligi,
cep telefonu satin alinmasinda 6nemli kriterlerden birini olusturmaktadir.

ABD'nin Afganistan'daki operasyonlarini izlemek iizere gazetesi New York Times tarafindan
gorevlendirilen, Pulitzer 6diilii sahibi foto muhabiri Damon Winter, cep telefonuna yiikledigi
'Hipstamatic' programi yardimi ile g¢ektigi fotograflarla 2011 Pictures of the Year' (Yilin
Fotograflar1) yarismasinda {igiinciiliik odiiliinii almigtir. Gerek cep telefonu ile g¢ekilmesi,
gerekse ¢ekilen fotograflara uygulanan filtreler nedeniyle gergekligi yansitmadigi goriisiiyle
bu ddiile dair yiikselen itirazlara, Winter Poytner Enstitiisiinde katildigi bir programda soyle
yanit vermistir: “Afganistan’da savasan Amerikan askerleri siirekli cep telefonlariyla birbirini
¢ekiyorlar. Ben de onlarin yaptigini biraz daha fotograf¢1 goziiyle belgesellestirmek istedim.
Bu program sayesinde fotograflarda bazi detaylari yakalamamin daha etkili oldugunu
diiglinliyorum" diye konustu. "Birincilik 6dili alan fotografin da siyah-beyaz bir kare
oldugunu" kaydeden Winter, "Biz diinyay1 siyah-beyaz gérmiiyoruz. Ustelik alan derinligi
¢ok yiizeysel tutulmus ve bu sayede ana konuya odaklanma saglanmis. Biz diinyay1 boyle de
gormiiyoruz. 1.2 diyafram ile ¢ekilmis bir fotograf. Insanlar diinyayr 1.2’lik bir lensin
sagladig1 sekilde gormiiyorlar. Bu durumda birincilik kazanan fotografa da gergek dememiz
mimkiin degil" dedi. Afganistan’da bulundugu sirada cep telefonunun bazi yerlerde
¢ekmedigini, bu yiizden "Hipstamatic"in giincellemelerini yiikleyemedigini kaydeden Winter,
bu duruma tzildigiini, ¢lnkii giincellemeleri yiiklese daha farkli filtrelerin kullanildig:
fotograflar elde etme sansi dogacakti.” (http://www.fotografokulu.org/ 2011/03/yilin-
fotografla ri-cep-telefonuyla-cekildi/) Fotograf tarihinde ilk kez, bir cep telefonu araciligiyla
¢ekilen fotograflarin, uluslararasi alanda saygin bir yarigmada 6dil almis olmasi, siiregelen
bircok elestiriye ragmen, fotograf alaninda dijitallesmede gelinen son noktayi ortaya
koymaktadir.

4. SONUC

Yasamsal ger¢ekligin i¢inden, deklansdre basan kiginin goriis ve bakis agisinin sekillendirdigi
bir kadrajla, bir kesit se¢mesi sonucu olusan fotografa, dijital teknolojinin gelisimi ile
manipiilasyon, miidahale kolaylasmistir. Clinkii artik bilgisayar programlari araciligiyla, hig
gidilmeyen bir yere gidilmis gibi, hi¢ olmayan goriintiileri varmis gibi, hatta hi¢ var olmamais
kisileri yasayan bireylermis gibi gostermek miimkiin olmaktadir. Bu sekilde fotografa
uygulanan dijital miidahaleler temel amaci yasami estetize etmek olan, sanat fotografi
alaninda kabul goriirken, temel amaci yagsami estetize etmek olmayan, yasamsal gergekligi
yansitmay1 amaglayan belgesel fotograf alaninda, tartismalar yaratmigtir. Fotografin bir kanit,
bir belge olma ozelliginin sarsilmasi nedeniyle, artik fotografa bakan kisi kugku ile
yaklagsmaktadir. Son s6z olarak sunu soOyleyebiliriz ki fotograf, ¢agnin getirdigi teknik
olanaklar1 ge¢miste de sonuna kadar kullanmis, gelecekte de kullanacaktir. Ancak teknigin bir
arag, Oziinde ise teknik bir icat olan fotografi ¢eken kisinin oldugu unutulmamalidir. Bir
fotograf gerek dijital veya analog makine, gerekse cep telefonu kamerasi araciligi ile ¢ekilmis
olsun, gercekligi yansitip yansitmadigi, fotograf¢inin niyet, vicdan ve sorumluluk duygusuyla
ortaya konmaktadir. Dijital teknolojinin fotograf¢iya sagladigi kolaylik ve avantajlar inkar
edilemez, ancak burada tartisilan, dijital teknolojinin getirdigi olanaklarin fotografin en hassas
alanlarindan olan belgesel fotografin bir alt baslig1, savas fotografindaki yeri ve dnemidir.
Dijital teknoloji savas fotografcilariin isini ¢ok kolaylastirmis, siire¢ ¢ok hizlanmistir.
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Bununla birlikte dijital teknoloji sayesinde fotograf¢ilarin sayisinda ¢ok ciddi bir artis olmus,
her kompakt fotograf makinesi, fotograf ¢ekebilen cep telefonu olan asker veya sivil birer
fotograf¢t halini almistir. Bu ¢ekilen fotograflarin bir kismi hatira fotografinin O6tesine
gecemezken, bir kismi ise yogun sansiirin uygulandigi, bir fotomuhabirin giremeyecegi
bolgelerden sizan birer belge niteligi kazanmistir. Bu kigilere “yurttas fotomuhabiri” terimi
kullanilmaktadir. Onlardan biri de 2004 yilinda, Irak’ta 6len ABD askerlerinin bir kargo
ucagindaki goriintiilerini fotograflayan, kargo calisan1 Tami Sicilio’dur. Cektigi fotografin,
The Seattle Times gazetesinde yayinlanmasinin ardindan, olusan tepki nedeniyle isten
atilmasina ragmen, Irak Savasi’na dair 6nemli bir belgeyi fotograf tarihine kazandirmistir.
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ABSTRACT

The starting point of the product in the career of architecture, whose main goal is to create
liveable sites, is suitability. All designers and architectures from Otto Wagner to Zaha Hadid,
labelled the direction of their designs by taking form, function and constructional elements into
account. During this labelling of direction, with the developing technology, new materials and
visual design values led the way for architectures. The 2 and 3D drawing programmes, nowadays
backbones of architectures careers, came out in the 1980s and after, prepared an environment that
forced the designers to widen their vision. Besides, the raise of the awareness of the customer
mass that we name the user put forth the necessity of the simulation programmes. The main goal
of this communiqué is to present how the designs according to the reflection of technological
developments to the careers of architecture take form.

Keywords: Architecture, Simulation, Organization of space (site), Design
1. GIRIS

Gilinlimiizde, yasamimizin her alaninda bilgisayarlar, bilgisayarlarin ek donanimlari, gorsel-isitsel
coklu-ortam teknolojileri ile veri iletisimini saglayan sebeke (Networking) teknolojileri artan
yogunlukta kullanilmaktadir. Bilgi ve iletisim teknolojilerinin, kullanildig: alanlarda verimliligi
artirmas1 ve sagladigi olanaklar mimarlik mesleginde de etkisini gostermektedir. Bilisim
teknolojilerinin mimari alanda ©6nem kazanmasi, dijital ortamda tasarim ve arastirma
olanaklarmin kullanilmasint zorunlu hale getirmistir. Bilgiyi kullanmada giincel teknolojilerin
sagladigi gorsel/isitsel iletigim ortamlarinin, mimarlik mesleginde tasarimsal agidan hiz ve
mesleki kaliteyi arttirdigt da bilinmektedir. Tasarim mimarinin ana etkinligidir. Tasarlamak
birseyin kendisini degil, gosterimini yapmak demektir. Bazi dillerde de tasarim demek olan
design kelimesi, Latince de signare den gelen isaret etmek anlamini tagimaktadir. Tasarlanan
objenin gdsterimi, ¢izim, maket gibi iki veya ili¢ boyutlu modellerle olabildigi gibi, giiniimiizde
bilgisayar ortaminda modellenmektedir. Bu modellemeler sanal tasarimlar olmasma karsin,
kullanici olarak tabir edilen miisteriye yapilan c¢alismalarda gerceklermis etkisi vermekte ve
uygulama sonucu ortaya c¢ikacak olan {riinii orjinaline yakin olarak gérmeye imkan
saglamaktadir.

2. MIMARLIK VE TASARIM

Mimari mekan olusturulmasinda mimar; geometrik, fiziksel mekéna miidahale eder ve mekan
belirleyici 6gelerle bir bolge olusturur. Baska bir sdyleyisle mimari mekan kapatilir. Mekan
genelde kiitleler arasindaki bosluk olarak ele alinir. Fakat gercekte mekan kendi olanaklariyla
mimari bicimlemeye sahip kiitlelerin arasindaki bir bigimdir. Iceri ve disarinin degiskenligi
mimarinin dziinii olusturur. igeride olmak gdzlemci tarafindan disarida olmaya kars: her zaman
tercih edilir. Mekan icinde olusturulan sinirlayict Ggeler, insanlari psikolojik olarak
rahatlatabilmektedir. Tiim duyularma farkli oranlarda etkiyen sinirlar ve vurgu elemanlar ile bir
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gbzlemci bulundugu mekan: bir biitiin olarak algilamaktadir. Mekanlarda dikdortgen prizma
geometrisi, hiicrelerden ¢ok katli yapilara kadar en ¢ok kullanilan formdur. Gerek doga statigi
gerek uygulama kolaylig1 ve islevsel kosullar bu formun her ¢agda kullanilmasini saglamistir
(Erdem, T. 2004). Mekan olusumunda geometrik formlarin varlig1 her daim goézle goriiliir sekilde
varligini hissettirmektedir.

Ic mimari tasarim siireci ise mekan organizasyon’ unun en dogru, uygun ve tiim ihtiyaclarin
karsilanmasi siirecidir. i¢ Mimarlik disiplininin temelini olusturan mekan tasarimi kullanicinin
ihtiyaclarini karsilama eylemidir ve bu eylem bir organizasyon sematigini olusturur. Bu eylemin
sonucu ise i¢ mimarin diisiince diinyasindaki fikirlerin bir arada toplanarak, kullanicilarin
ihtiyaclarin1 karsilama, memnuniyetini kazanma ve ileriki safhalarda  kullanic1 tarafindan
begeninin saglanmasina kadar gecen her asamada olusan bir organizasyon sistematigidir. Mekan
organizasyonunda i¢ mimar i¢in dnemli olan konu, mekanin istenen 6zellikleri tasimasidir. Bu
asamada geometrik formlar yardimi ile tasarimini olugturmaya ¢alismaktadir. Genel kurguyu ve
iligkileri olustururken kullandig1 formlar, yontemler ve araclar izleyecegi yolu belirler. Konu,
diisiincelerin imgesel diinyadan gercek diinya ya aktarilmasina geldiginde, mekanin algilanir ve
yasanilabilir bir hale doniismesini saglayan geometrik formlar 6nem kazanir.

Sekil 1: Geometrik formlardan, mekan olusumuna tasarim siireci 6rnegi

3. MIMARLIK VE MIMARI CiZiM PROGRAMLARI

Tasarim siirecinde 6nem kazanan ve mekanin sekillenmesinde de yararlanilan geometrik formlar
2 ve 3 boyutlu programlarinda alt yapisint olusturmaktadir. Resim 1 de goriildigli iizere
geometrik formdan olusturulan mekan yine 3 boyutlu bir tasarim programinda ¢izilmistir. 1980°1i
yillar itibari ile mesleki agcidan 6nem kazanan ¢izim programlari mimarlar, i¢ mimarlar ve benzer
disiplinlerde g¢alisanlarin zaman agisindan en biiyiik yardimcist durumunu almis bulunmaktadir.
Kullanilan bu ¢izim programlari ile 2 boyutlu ¢izilen projelerin, 3. boyutta statik hesaplamalari,
aydinlatma, 1sitma ve havalandirma gibi benzeri sorunlari da hesaplanabilmektedir.
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Garsel 1. Cad veri tabanli ¢izim programi

Bu tip programlarin mesleki agidan getirdigi bir diger kolayligi da yapilan i¢ mekan
tasarimlarinda malzeme, renk, doku ve benzeri donati Ozelliklerinin se¢iminde goérmekteyiz.
Resim 1 ve 2 de gordiiglimiiz 3 boyutlu ¢izim programlari ile yapilmis olan tasarimlarda bu
programlarin tasarimciya sundugu kolaylik ortaya konmustur. Benzer mekanlar da yapilan farkli
tasarimlar renk, 151k, donati se¢imleri, malzeme farkliliklar1 gibi yapilan degisiklerin sadece
birka¢ komutla kolaylikla ger¢eklestirilmesine imkan saglamaktadir.

Gérsel 2. Cad veri tabanh 3d ¢izim programi

Tasarim siirecinde 6zel amagli bilgisayar yazilimlari; iki boyutlu ¢izim, ii¢ boyutlu modelleme,
animasyon, gorsellestirme, yapi tasariminin sanal ortamda deprem dayanimi, aydinlatma, is1
korunumu gibi performans lar1 nin simule edilmesinde kullanilmaktadir. Tasarim programlari
ilgili alanda (mekanik, elektronik ya da mimari) ¢izim kolayliklar1 saglamanin 6tesinde tasarima
iliskin matematiksel ¢oziimlemeleri de gerceklestirerek mithendislik yiikiini hafifletmektedirler.
Tasarim programlar1 ¢izim programlarinda bulunan temel ¢izim nesnelerini barindirmalarina
ragmen, bu nesnelerin teknik resim ¢izme disiplini i¢inde kullanilmalarimi saglarlar. Yaygin
olarak kullanilan tasarim programlarma Auto CAD o6rnek verilebilir. Ug boyutlu tasarim
tekniklerinin basinda yiizey modelleme ve kati modelleme teknikleri gelmektedir. Yiizey
modelleme ile Once tel kafes modeli olarak bigimlendirilen nesnelere daha sonra yiizey
kaplanabilmektedir. Boylece son derece karmasik nesnelerin gergcege yakin tasarimi
yapilabilmektedir. Kat1 modellemede ise tasarimi yapilan {i¢ boyutlu bir goriintiiniin temel
fiziksel oOzellikleri belirlendiginde, diger fiziksel Ozellikleri bilgisayar tarafindan elde
edilebilmektedir. Ornegin agirligi verilen bir goriintii nesnesinin agirlik merkezi, hacmi, bu
nesneyi i¢ine alabilecek en kiiciik kutunun boyutlar1 ve bir dizi moment degerleri gibi veriler
tasarim programi tarafindan elde edilebilmektedir. Kati modellenen bir nesnenin herhangi bir
eksene gore kesitini almak ve goriintiilemek son derece kolaydir.
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Gorsel 3. 2 boyutlu ¢izilen objenin 3 boyut’a taginmasi

Ug boyutlu olarak tasarlanan bir nesnenin herhangi bir kamera acisindan gériiniisiinii elde etmek
miimkiin olmaktadir. Boylece bir parca (ya da bir mimari yerlesim) fiziksel olarak {iretilmeden
once her agidan incelenebilmektedir. Ayrica dijital ortamda mimari tasarim organizasyonunun
saglikli yiiritiilebilmesi, teknolojik olanaklarin verimli kullanimiyla miimkiindiir. Yeterli
teknolojik donanima ve bilgiye sahip olmadan yapilan organizasyonlarda bir takim sikintilarla
karsilagilmaktadir. Mimari tasarim siirecinde, miithendislik alanlar1 gibi diger bilgi disiplinleri ile
iligskilerde, bilgisayar yazilimlarinin kullanimi ile grafik standartlari, notasyonlar ve esgiidiimlii
iletisim kavramlar1 giindeme gelmektedir. Giinlimiiz is organizasyonlarinda en ¢ok karsilagilan
sorun, farkli yazilimlarin ve farkli standartlarin kullanilmasi ile iletisim problemleri olarak
goriilmektedir. Bu sorunlar1 rasyonalize etmek amaci ile disiplinler arasi standartlagmalar ve ortak
yazilimlarm kullanilmasi ve uygun iletisim yonteminin kullanilmas1 6nem kazanmaktadir.

4. SONUC

Mimari tasarim, mimarlik ile mithendislik alanlar1 baglaminda disiplinleraras: ekip g¢aligmasidir.
Giliniimiizde biiytik alanli, farkli teknolojiler igeren ve karmasik iglevli yapilarin tasarlanmasinda,
cesitli disiplinlerden uzman Kkisilerin bilgi girisine gereksinim duyulmaktadir. Mimarlik-
mithendislik tasarim siirecinin dijital ortamlarda yapilmaya baslanmasindan dolayi, mimar ve
cesitli disiplinlerdeki meslektaglarin bilgi alisveris sekli de degisiklige ugramis ve daha kolay bir
hal almaya baglamistir. Giinlimiizde her alanda oldugu gibi mimarlik ve i¢ mimarlik
hizmetlerinde de bilgisayarlar yogun olarak kullanilmaktadir. Teknolojideki gelismeler her gecen
glin yeni olanaklar saglamakta, iiretimin kolay, hizli ve daha hassas yapilabilmelerine olanak
saglamaktadir. Geligen iletisim teknolojileri sayesinde, bilgisayarlarin kullanilmadig1 geleneksel
sistemlerdeki bilgi alig verisi i¢in belli donemlerde bir araya gelmek zorunlulugu ortadan
kalmakta, tasarim ekibinde gorev alan kisiler arasinda zaman ve mekana bagl kalinmadan djjital-
senkronize bir iletisim ortami saglanmaktadir. Boylece, zamani daha verimli kullanma imkani
dogmakta, tasarimin her agamasinda bilgi alis verisi saglandigindan karar verme hizini arttirmakta
ve ortak calismalar daha verimli hale gelmektedir. Boylelikle miisteri memnuniyetide artmakta ve
istenilen degisikliklikler hizli bir sekilde yagilabilmektedir. Gelisen CAD programlari, internet,
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intranet gibi sebeke iletisiminde her gecen giin yeni olanaklar saglanmaktadir. Bu olanaklarla
proje ekibinde gorev alan kisiler istedikleri zaman intranet/internet iizerinde bulusup, tasarim
iizerinde bilgi alis verisi yapabilmektedirler. Bilgisayar ve iletisim teknolojilerindeki gelisim,
mimarlarin diger disiplinlerle olan iligkilerini de etkilemekte, “disiplinler arasi dijital-senkronize”
tasarima olanak tanimaktadir.
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ABSTRACT

Cinema industry is changing from celluloid-based film (35mm film) production, distribution
and release net to the digital production, distribution and release net. Today digital process
about production phase has been completed, providing the standardization is waited. So In
digital cinema distribution and release phase which seem a real problem involves suspense
out of a few practice. It is underlined that right away cinema industry need to invest in digital
cinema which reduces the costs to compete with innovations such as HD TV broadcasting,
developing DVD market. Also, new digital technology enables film distribution, download
and viewing via internet so this appeals to the audience and causes lose of audience in the
movie theatres. It is asserted that with digital cinema distribution and release, costs will be
lower and its positive results in the ticket prices (lower ticket price) will appeal the audience
to the movie theatres again. At this point in spite of the finance ,suspense of technological
standardization and inadequacy of craft, main concern is how to transform movie theatres to
the digital cinema. This notice focuses on observed release aspect of digital process in Turkey
cinema both in production and release field. Within this scope the question of has Turkey got
a ‘policy of digital cinema’ will be answered.

Keywords: Digital cinema, Digitization of cinemas, Policy of digital cinema
1.GIRIS

Teknoloji ile mutlak iliski ig¢inde olan sinema, tarihsel gelisim siireci igerisinde yeni
teknolojik gelismelerle kendisini siirekli yenilemis ve gelistirmistir. Dijital sinema bu siirecin
dogal bir sonucu olarak ortaya ¢ikmistir. Dijital sinema kavram olarak yapim, dagitim ve
gosterim pratiginin tamamen dijital olarak gerceklestirilmesi siirecini igermektedir. Ancak
genellikle dijital sinema derken, sinema salonunda dijital projeksiyonla gdsterim
anlasilmaktadir. Bugiin agirlikli olarak tartisilan ve bir standarta oturtulmaya ¢alisilan da
dijital sinemanin dagitim ve gosterim ayaginin nasil olacagidir. Endiistrinin gii¢lii aktorleri
olarak yapimcilar, dagitimcilar, isletmeciler ve donanim iireticileri farkli birlikler iginde bu
alanda rekabet etmektedirler. Bu ¢alisma, Tirkiye sinemasinda hem iiretimde hem de
gosterim alaninda gézlemlenen dijitallesmenin gosterim ayagina odaklanmakta ve bu zorunlu
dontistim siirecinde Tirkiye’nin bir “dijital sinema politikas1” var mi1 sorusuna da yanit
aramaktadir.

2. DIJITAL SINEMA

90’11 yillarin sonunda ilk dijital uygulamalara baslanilmis ve 2005 yilindan sonra 6zellikle 3B
(ig boyutlu film/3D/stereoskopik film) filmlerin ilgi gormesi sonucu dijital sinema
beklenilenin Gtesinde bir hizda ilerleme kaydetmistir. Dijital sinemanin diinyada ¢apinda
tahmin edilenin tistiinde bir hizla ilerlemesinde, 3B filmlerin seyirciden gormiis oldugu ilginin
pay1l biyiiktiir. Polar Express (Zemeckis,2003) ve ozellikle Avatar (Cameron,2009)
filmlerinin gise basarilari, dijital sinemanin ve 3B filmlerin oniinii agmistir. 3B filmlerin
endiistri tarafindan tercih edilme nedenleri olarak seyirci tarafindan ilgi gormeleri, diger
filmlerden farkli olarak sinema salonundan kopyalanamamalari, Real D ve Dolby 3D gibi
geliskin teknolojilerle Imax 3D sistemlerinden daha ekonomik olmalar1 ve boylece daha fazla
sayida filmin sinema salonunun gosterime girebilmesidir.
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Dijital sinema bir dizi yeni ve farkli pratigi gerektirmektedir. Geleneksel yapim pratiklerinden
hareketle dijital sinemanin is akist soyle 6zetlenebilir (Erkilig:2006): Yapim pratigi dijital
yontemle ya dijital kamerayla objektif onii gergekligin kaydiyla ya da Computer Generated
Images (CGI) yontemiyle bilgisayarda goriintii iiretimiyle gergeklestirilecektir. “Dijitalin
olanaklariyla yeniden iretilebildigi ¢agda” sinemanin yapim sonrast is akisi, DI (Digital
Intermediate) siirecini igermektedir. Bunu dagitim i¢in sikistirma, giivenlik amaciyla kodlama
ve depolama siirecini igeren DCDM (Digital Cinema Distribution Master/Dijital Sinema
Dagitim Kusagi) izlemektedir. Dagitim ve gosterim alaninda olasi {i¢ uygulama iizerinde
caligilmaktadir. Birincisi ve giiniimiizde de uygulamalarmi gordigiimiiz 35mm gdsterim
kopyasi yerine, filmlerin bir dijital ortamda (6zel hard disc gibi) dagitimlarinin yapilmasi ve
dijital projeksiyonda gosterilmesidir. Ikinci ve iigiincii secenek ise filmlerin bir merkezden
uydu ya da internet ilizerinden aymi anda farkli sinema salonlarina ulastirilmasi ve dijital
projeksiyonla gosterilmesini dngdrmektedir. Bu uygulama, zaman-mekan arasindaki sinirlar
da ortadan kaldirmasi agisindan sinema seyir felsefesi baglaminda yeni ufuklar agmaktadir.
Gosterim pratigi ise DCP (Digital Cinema Package/Dijital Sinema Paketleri) giivenlik
kodunun ¢oziimii, sikistirmanin agilmasi, sikistirllmamis hale getirme ve dijital projeksiyon
cihaziyla gosterim siirecini igerir. Digital projeksiyonlarin ilk o6rnekleri olarak 2K
(1998x1080) teknolojisi kullanilirken, giiniimiizde 4K (3996x2160) projeksiyonlarin standardi
olusturacag diisiiniilmektedir (Slater,2009).

Bu yapim anlayis1 geleneksel film iiretim patriginin ve standartlarinin tamamen degismesini
ve yeni standartlarin yerlesmesini 6ngormektedir. Giinlimiiz tam da bu degisiklik siirecine
denk gelmektedir. Dijital sinema kopyalama, degisim, kontrol ve sunum gibi avantajlarinin
yani sira standardizasyon, kusursuz bir donanima ve yazilima ihtiya¢ duymasi, teknolojinin
sirekli degisimi ve teknik eleman yeterliligi konusunda dezavatajlar igermektedir
(Swatz,2005:2-5). Bu noktada finansman, teknolojik standardizasyonun belirsizligi ve teknik
uzman yetersizligine karsin, temel sorunu sinema salonlarinin nasil dijital sinema haline
getirilecegi olusturmaktadir. Dijitalizasyonla birlikte sinema salonlarmin daha uzman Kkisilerin
yonetiminde isletilecektir. Bugiiniin makinistleri nostaljik bir unsura doniisecektir. Dijital
sinemada film gosterimi, dijital yayinciliktan anlayan, ses ve goriintii teknolojileri bilgilerine
sahip, bilgisayar ve internet altyapina hakim, 6zel olarak yetistirilmis uzmanlar tarafindan
yapilacaktir. Usta-¢irak iligkisine ve sinema sevdasina dayali bir meslek olan makinistlik
yerini daha teknik ve egitimli “dijital sinema uzmani’na/ dijital sinema salonu yoneticisi
/operatoriine birakacak. Bu isin teknik bakim onarim ve servisinde galisacak kisilerin de 6zel
egitimden gegirilmesi gerekecektir.

Teknolojinin ¢ok hizli ilerlemesi ve degisimi dijital sinema konusundaki c¢aligsmalari
etkilemektedir. En biiylik sikinti standart belirlemede ve donilisimiin  finansini
iistlenmekte/bdliismekte olusmaktadir. Oyle goriiniiyor ki yakin bir gelecekte standarta dair
sorunlar asilacaktir. Dijital donilisiimiin finansman konusu ise yeni ve farkli sinema
politikalarinin gelistirilmesine ve bunlar arasindaki uylasimlara bagli olacaktir. ABD’nin
onciiliigiinde gelisen dijital sinemanin Hollywood cephesindeki goriiniimii bu konuda bize
fikir verebilir. Stiidyolarin bir kismi bu siirecin hizlandirilmasini isterken (sahip olduklari
arsivi dijital ortamda yeniden degerlendirmek istemektedirler), biiyiik bir ¢ogunlugu ise
maliyetleri iistlenmekten kaginarak, giivenlik sorununun ¢oziilmesini, diinya ¢apinda biitlin
iirlin ve servislerin uyumlulugunu ve birbirinin yerine gegebilmesini, ortak bir dijital sistem
ve format olusturulmasint ve bu siiregte de izleyicinin dijital sinema hakkinda
bilgilendirilmesini istemektedirler. Gosterim grubu ise maliyetlerin  agirlikli  olarak
dagitimcilar tarafindan karsilanmasi gerektigini diistinmekte ve birlik 6rgiitii NATO (National
of Theater Owners), kiiresel tek bir standart, 35mm’den daha fazla goriintii kalitesi ve adil bir
is plani istemektir (Slater,2004). Bu ¢ergevede bir¢ok iilkede sinema salonlarinin dijital
donlistimii {izerine ¢alisilmakta, takvimler belirlenmekte ve bunun i¢in uygun politikalar
gelistirilmektedir. Ornegin AB, bu konuda birlik iilkelerinde olusacak standart ve gecisle ilgili
caligmalar yiiriitmektedir. Uzakdogu iilkeleri salonlarin digitalizasyonunda daha atak
caligmalar yapmaktadirlar.
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ABD’de yaklagik 36.000 projektoriin degismesi gerekmektedir. Diinyada toplam 150.000’nin
iistiinde sinema salonu oldugu tahmin edilmektedir (Pramaggiore ve Wallis,2011:446). Ancak
diinya ¢apinda yaklasik 16.000 dijital salon vardir ve bunun yarisi 3B gosterimlerine
uygundur (Karakorhsian,2011). Tablo I, diinya genelinde dijital sinema salonlarinin gelisimini
carpict bir bigimde gdstermektedir. ABD 2009°da %42’ oraninda biiyiime ile liderligi, %196
oraninda biiylimeye sahip Avrupa’ya birakmistir. Asya %137°lik biiylime ile siirece
katilmaktadir. Ozellikle Cin’deki biiyiime dikket c¢ekicidir. Her giin 3 yeni dijital salon
hizmete girmektedir. 5 yil i¢inde iilke 20.000 dijital salon ile mevcut salon sayisini 3’e
katlamis olacaktir. Ayrica bu salonlarin ¢ogu 3D kapasitelidir. David Hancock’un tahminine
gore, diinyadaki dijital salonlarinin %85’ini olusturan 127.000 dijital salona, 2015 yilinda
ulasilacaktir (Charlotte,2011).

Tablo I: Diinyada Dijital Salonlarin Gelisimi ve Dagilimi (Karakorhsian, 2011).
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Dijital sinema ile genel anlamda dagitim ve gdsterim masraflarinin kisilacagi ve bunun bilet
fiyatlarina olumlu etkisiyle (biletlerin ucuzlamasi) seyircinin yeniden sinema salonlarina
cekilebilecegi ongoriilmektedir. Ornegin dijital sinema konusunda &ncii bir rol iistlenen
George Lukacs, “35mm bir filmin baski maliyetinin yaklasik 12008, dijital baskinin ise 2003
civarinda oldugunu belirterek, aradaki farkin sinema salonu doniisiimiinde kullanilabilecegini
ve bunun 5 yil iginde amorti edebilecegini” ifade etmektedir (Ulin,2010:127). Dijital
alanindaki doniisiimiin finansmani noktasinda oncelikle sektordeki degisimden elde edilecek
gelire (dagitim ve gosterim alaninda azalan maliyetler ile 6nlenecek korsan gelirler)
bakilmaktadir.

Blue-Ray, video on demand, mobil cihazlar, 3D HDTV yaymi gibi seceneklerle ev
sinemastyla rekabet etmek zorunda kalan sinemanin ayni zamanda degisen seyirci
beklentilerine uygun olarak insanlarin evden ¢ikip sinema salonuna gitmeleri i¢in “rahat
koltuk, kaliteli ses ve goriintii, uygun saat, rahat yer bulabilme, otopark, yiyecek- icecek
segenekleri, bar-café gibi kosullar1 da saglamasi” (Costello:2000:23) gerekmektedir.
Salonlarin dijitalizasyonu, ayni zamanda bu tiir mekansal organizasyonlarin ve hizmet
diizenlemelerinin yenilenmesi i¢in de firsat sunmaktadir. Bu siiregte seyircilerin dijital sinema
konusunda bilgilendirilmeleri gerekmektedir. Dijital sinema konusunda seyircilerin
bilgilendirilmesi ve aligtirilmast hususunda sinema isletmecileri énemli adimlar atmakta,
ABD’de Megaplex sinemalarinda oldugu gibi kendi web sitelerinde dijital sinema
teknolojisini tanitmaktadirlar.

3. SINEMA SALONLARININ DIiJITALIiZASYONU iCiN DESTEK POLITIKALARI
Sinemanin sektorel yapilanmasi, teknoloji ile olan iliskisi, endiistri, sanat, toplumla etkilesimi,

uluslararast dolagima girmesi gibi farkli 6zellikleri bir arada bulundurmasi {izerine sinema
politikalar1 gelistirilmektedir. Sinema politikalari, koruma ve destek politikalarini igeren
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miidahalecilik ile pazara a¢ilma ve onun belirleyiciligini savunan liberal yaklagim arasinda
salinmaktadir. Avrupa Birligi, koruma ve destek politikalar1 gelistirirken, ABD’de liberal
politikalar belirleyici olmaktadir (Erkilig,2008). ABD'de sinema endiistrisi i¢inde olusan
konsorsiyumlar, sinema salonlarinin dijitalizasyonunda standart olusumuna ve finansmanin
nasil saglanacagina ¢6ziim ararlarken Avrupa llkelerinde, salonlarin dijitallesmesine yonelik
olarak destek politikalar1 olusturulmaktadir. Avrupa Gérsel-Isitsel Gozlemevi verilerine gore
2010 y1l1 iginde Avrupa’da toplam 10,346, Tirkiye’de ise 205 dijital salon bulunmaktadir.

Blazquez (2010) dijital sinemanin konumu ve destek politikalarini inceleyen yazisinda,
Avrupa i¢in dijital sinema yol haritasini olusturmaya g¢aligmaktadir. Bu kapsamda destek
politikalar1 agisindan Fransa, her zaman oldugu gibi 6ncii goriinmektedir. Fransa’da Centre
national du cinéma et de ['image animée (National Film Agency — CNC, Ulusal Sinema
Merkezi), farkli destek fonlariyla sinema salonlarinin dijitallesmesine destek olmaktadir. Fon
dijital projeksiyon ekipmani yatinminda sinemalar1 %75 oraninda destekleyecektir. Kiiltiir
Bakanligi ile Maliye Bakanligi himayesinde bir finansal kurulus olan IFCIC, kiiltiirel
endiistrinin gelisimine katkida bulunmak, operasyonlar1 organize ederek bu alandaki banka
finansmanlarina yon verme misyonuna sahiptir. Digital ekipman alimi i¢in yapilacak banka
borglarinin %50’sinin IFCIC tarafindan karsilanmasi garanti edilmektedir. IFCIC ayrica
bankalara sinema gosterim sektorii ve digitalizasyon silireci hakkinda uzmanlar da
saglamaktadir (Blazquez,2010:9). Almanya’da uzlasilmig bir destek politikasi olmamasina
karsilik, farkli orgilitlemeler {izerinden sinema salonlarinin dijitallesmesine destek amaciyla 5
yillik bir donem igerisinde 40 milyon Euro destek saglanacaktir. FilmFernsehFonds Bayern
(Bavaria Film and TV Fund — FFF) Bavaria’da -en fazla 6 salona sahip - ¢oklu sinema
salonlarinin dijitalizasyonunda bir destek programi yapmistir. Destek kapsaminda kiiciik
kentlerde (50.000 niifus) FFF desteginden 6’nin iizerine salona sahip ¢oklu sinema salonlar1
da faydalanabileceklerdir. Her salon i¢in maksimum 18.000 Euro’luk miktarin %25’lik
ekipman masraflar1 karsilanacaktir. Norveg’te destek politikasi birkag agidan son derece
ilgingtir. Norveg¢ kendine 06zgii bir gosterim yapisina sahiptir. Belediye tarafindan sahip
olunan ve isletmesi yapilan sinema salonlar1 pazarda %72.6’lik bir orana sahiptir. Tiim
sinemalar (hem belediye hem de 6zeller) Norvegli gdsterim organizasyonunun himayesinde
Film&Kino ile igbirligi halinde dijitalizasyonu giindemdedir (Blazquez,2010:11).

4. TURKIYE’DE SALONLARIN DiJIiTALIiZASYONU

Tirkiye’de sinema alanindaki dijitallesme faaliyetlerini birka¢ noktada Ozetlemek
mimkiindiir. Yapim alaninda dijital kameralar kullanilmaya baglanmis, 3B film (Cehennem
3D, Dalkiran, 2010) iiretimine de gecilmistir. U¢ Maymun (Nuri Bilge Ceylan, 2009) dijital
kamera ile gekildikten sonra gosterimi de dijital projeksiyonla gergeklestirilmistir. Arsiv
alaninda Mimar Sinan Giizel Sanatlar Universitesi Sinema-TV Merkezi, arsivindeki filmleri
dijital ortama aktarmak igin 4K {izerine yatirim yapmustir. Dijital sinema pratigi agisindan IF
Istanbul Bagimsiz Filmler Festivali, ‘!f 2 baslig1 altinda festival filmlerin bir kismin1 internet
lizerinden farkli sehirlere ayni anda ulastirmaktir. 2010 yilinda 13 farkli sehirde toplamda
3.000 olan seyirci sayisi, 2011 yilinda ise 26 sehirde toplamda 8.000’in tizerine ¢ikmuistir. (Bu
gosterim  merkezlerinin  bazilar1  Tirkiye simirlart  disindadir) Sinema salonlarinda
dijitalizasyon calismalar1 2007 yilindan itibaren baslamigtir. 2010 yili igerisinde Tiirkiye’de
1874 sinema salonu igerisinde 205 salon dijital projeksiyona sahiptir. Bu projeksiyonlarin
¢ogu da 2K (1998x1080) teknolojisindedir. Tiirkiye’de sinema salonlarinin dijitalizasyonu
yapilirken maliyet ve giiniin teknolojik diizeyi nedeniyle 2K kullanildig1 goriilmektedir.
Ulkemizde 2010 yili iginde 4K projeksiyonlu salon sayismin 6 oldugu saptanmistir.
Dolayistyla var olan 2K projeksiyonlarin da degistirilmesi gerekmektedir. Tiirkiye’de 3B
filmlere olan seyirci ilgisinin dijital yatirimlarin 6niinii agtig1 ve isletmecilerin bu konuda
istekli oldugu goriilmektedir (Kara,2010).

Ulkemizde bir salonunun dijitalizasyon maliyetinin 2010 rakamlariyla 120-170 bin dolar
arasinda degisebilecegi tahmin edilmektedir (Kara,2010). Dolayisiyla bu maliyetin ne
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isletmeci, ne dagitimci, ne de ithalatgr tarafindan tek basina iistlenilmesi miimkiin degildir.
Ayrica biiylik isletmecilerin yaninda kiiglik isletmelerin, bagimsiz film gosteren cep
sinemalarinin, bu biitgeler dogrultusunda rekabet ederek ayakta kalma sanslari yoktur.
Tanridver’in (2011) sinema sektorii aragtirmasinda, dagitima iliskin talepler ve hedefler
(Tablo 3) basligi altinda talep olarak 7.sirada “salonlarin dijitallesmesi i¢in kamu destegi
verilmesi” belirtilmistir. Bu maddenin paydasi olarak “ilgili Bakanliklar, ilgili kamu kurum ve
kuruluslar1” gosterilmistir. Hedef olarak ise “kopya maliyetinin diismesi, az sayida dijital
salonun sadece 3D’ye ayrilmamas1” ifade edilmistir (211). “Gosterime Iliskin Talep ve
Hedefler” tablosunda (Tablo 4) ise talep olarak 8.sirada “salonlarin dijitallesmesi i¢in kamu
destegi verilmesi” belirtilmistir. Bu maddenin paydasi olarak da “ilgili Bakanliklar, ilgili
kamu kurum ve kuruluslar1” gosterilmistir. Hedef olarak ise “dijitallesmenin agir maliyetinin
salon isletmecilerinin sirtina  binmemesi” ifade edilmistir (212). Bu saptamalardan
anlasilacagi lizere sinema salonlarinin dijitalizasyonunda sektor, kamudan agik¢a destek
istemektedir. Clinkii maliyetlerin yiiksek olmasi ve amortismanin uzun bir zaman siirecinde
almacagi aciktir. Tirkiye’de isletmecilerin kendi girisimleri diginda sinema salonlarinin
dijitalizasyonu ile ilgili bir ¢alisma yiiriitilmemektedir.

5. SONUC

Dijital sinema, sinema teknolojik ilerlemesinin yeni bir evresi olarak yorumlanmalidir.
Teknolojik determinizmin biiyilisiine kapilmadan sinema alanindaki dijital doniisiimii,
ekonomi ve standartizasyon agisindan sektorel, seyirci agisindan sosyal, destek politikalari
acisindan siyasal olarak tarihsel baglam igerisinde yorumlayip degerlendirmemiz
gerekmektedir.

Bu ¢alisma kapsaminda yapilan arastirma sonunda, 2010 yilinda Tiirkiye’de ne bir kamu
kurulusunun ne de bir sektor orgiitiiniin dijital sinema konusunda bir girisiminin olmadigi
saptanmistir. Dolayisiyla dijital doniisiim karsisinda bir iilke politikasinin olusumuna ihtiyag
vardir. Bu politikanin belirlenmesinde tiim paydaslarin katilimi sarttir. Clinkdi yatirim yapilan
alan, teknolojik degisimlere bagli olarak her yil yenilenmektedir. Dolayisiyla iilke
ekonomisinden her yil binlerce dolar disartya ¢ikmakta, bazen de yanlis yatirimlar
yapilmaktadir. Yatirim yapilacak olan teknolojik standardin saptanmasi, bu maliyetin
paydaglar arasinda adil bir sekilde dagiliminin yapilmasi, verilecek destek oranlarinin
belirlenmesi ve dijitalizasyonun belli bir takvim i¢inde gergeklestirilebilmesi igin politikalar
tiretilmelidir. Destek politikasi yalnizca djitalizasyonun ekipmaniyla smirli kalmamali, bu
ekipmani yetkince kullanabilecek olan uzmanlarin ve teknik elemanlarin yetistirilmesini de
kapsamalidir. Bu doniisiim kapsaminda bagimsiz film gdsteren sinemalar, cep sinemalart,
arthouse sinemalarin konumu da gdzetilerek bir ¢dziim arayisina gidilmelidir.
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ABSTRACT

The digital transformation of moving images in the last 30 years has resulted with
revolutionary impact on art and design fields. The increasing use of digital technologies for
creating design and artwork with moving images has united many disciplines such as graphic
design, photography, painting, cinematography, animation, three-dimensional visualization
and typography, so that the moving image is no longer pure. According to Manovich, the
combination of different disciplines within moving image has created a “hybrid” media where
the different image layers are interacting with each other and this interaction is not only in the
slight transition between different image layers, but also the transition between the production
techniques and conceptual representations of them. The shifting from real to hybrid images
provides many opportunities for creative solutions, but then the designer becomes more
dependent on digital technologies. However the “hybrid” media and visual language should
keep evolving and transforming as a combination of different disciplines, so that the design
education perspective should move from software-based education to the new visual
aesthetics. Thereby the creative solutions offered by the software will turn into new
challenges and design experiences. This paper aims to explore the understanding of “hybrid”
media’s visual language in design education through the frame of basic and new design
principles.

Keywords: Hybrid media, Design education, Visual language, Design principles
1. INTRODUCTION

“The hybrid or the meeting of two media is a moment of truth and revelation from which new
form is born” [11]

With the arise of personal computers and digital design technologies in the last quarter of 20"
century, the disciplines which described previously separate like cinematography, animation,
graphic design, photography, typography and animation, have began to unite with the help of
design software such as Adobe Photoshop, After Effects and Flash. According to Manovich,
by the end of the decade, the “pure” moving-image became an exception and hybrid media
became the norm. [10]

The combinations of different disciplines, whether they are visible or not, resulted in
unexpectedly because they were also combinations of different characteristics of different
media types. Because the content of a new medium is some other older medium, there is a
sense in which the new medium is a hybrid in that it possesses some aspects of the older
media, which forms its content but presents it in a new context and hence creates new effect.
[8] According to Davies and Parrinder, these combinations can be called articulated media,
because the tempo and the nature of each media is distinct — even they are networked.
Visualisations end up as objects in the world. [2] Long before the digital revolution on image
creation, McLuhan has already stated the crossing or hybridization of the media release great
new forces and energy by fission (as in literate media) and fusion (as in electric media) [11]
It’s much more important to understand what will be the effects of using hybrid media in
design education today. Because of many creative and artistic possibilities within the new
media, we have to define the hybrid processes first.
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The revaluation of old media through the prism of new media, or the visioning of new media
possibilities through the lens of old media, is a response to the phenomenon of convergence in
technologies and media ownership. This convergence suggest the overlapping practices,
dissolving of conceptual boundaries of potential meaning and the emergence of new hybrid
practices. [3]

2. GRAPHICS IN HYBRID MEDIA

Everything we see on the screen has already become a product of hybrid media, from
Hollywood movies to TV commercials, motion graphics, websites, animations created by
professional or amateur designers and students. Manovich states that the new hybrid visual
language of moving images has dominated the global visual culture today. [10]

First advantage of hybrid media is giving the possibility of a new stylized aesthetics, which is
impossible by only live action footage or 3d computer animations. That’s why Manovich
describes the result of hybridization process is not only the sum of previously existing parts
but a new “species”- a new kind of visual aesthetics that did not exist previously. [10]

There are several techniques to embed one image into another. Rotoscoping and chroma
keying are techniques commonly used to isolate objects from the footage. So these objects
can be overlayed with different image layers to produce non-existing scenes before. In the
movie “The 300 Spartans (2006) ” all action sequences are filmed in studio for keying
technologies and the digital landscapes embedded to the studio shots.

N )
Figure 1. War scene from The 300 Spartans movie. Director: Zack Snyder. Warner Bros.

And second advantage of hybrid media is the designer’s control ability on different image
layers whether the visibility or different visual effects such as blur and transformations. This
provides the designers endless creative design solutions.

The origin of the creativity in hybrid media comes from not only the remix of image layers
but also their way of existence. Manovich calls this as a “hybrid revolution” where everything
is in a “deep remixability” and what gets remixed is not only content from different media but
also their fundamental techniques, working methods, and ways of representation and
expression. He describes the combination of software environment, cinematography,
animation, special effects, graphic design and typography forms a new “metamedium” and the
work produced in this new metamedium can use all techniques, or any subset of these
techniques, that were previously unique to these different media. [10]
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The digitalization of image has completely changed the way we create, produce and modify
the media today. Manovich defines those changes as “extracting” the media from their
particular physical medium of origin and turning them into algorithms. So none of these
techniques will stay in their pure original state. He expresses the media techniques became
“supercharged” and amplified; their range and application were extended; and their controls
were made explicit, formalized, quantifiable and programmable. [10] So design processes is
much powerful and effective than traditional design approaches.

3. DIMENSIONS IN HYBRID MEDIA

According to Manovich, although the particular aesthetic solutions vary from one video to the
next and from one designer to another, they all share the same logic: the simultaneous
appearance of multiple media within the same frame. [10] The dimensions of the images
depend on the frame. Woolman defines the frame in film as both the image on the film and
the dimensions of projected screen; the frame in video as the video monitor; and the frame in
digital media as the rectangular bounding area that confines the sequence. [16]

Since the computers have capability to construct a three dimensional image design where
objects appear to have volume, weight and mass when they are void of such attributes has the
power to titillate the eye and the mind. That is what every designer wants to achieve, to make
the audience look twice. [4] Embedding virtual images to real footage is a real challenge for
the designer, where the total look will be artificial or seamless. That’s why it’s so common to
use the real world references on the image itself, such as depth of field, motion blur, lens
effects, where the goal is achieving the photorealist perfection. Manovich explains once that
technique became available, designers gradually realized that it could be used as regardless of
how realistic or abstract the overall visual style was as long as there was a suggestion of three
dimensional space. [10]

Figure 2. 3D Objects embedded in 2D photographs. Kevin Karsch, Varsha Hedau, David
Forsyth, Derek Hoiem. SIGGRAPH Asia 2011.

Motion tracking softwares are capable of giving the exact coordinates of the space to embed
three dimensional objects into the scene. So designer is no longer limited by two dimensional
and physical borders of the frame, instead one can obtain necessary data from the moving
image itself and use this data to embed virtual images directly to the scene; even in realtime.

Augmented Reality (AR) applications are a good example of this. Image projections on any
three dimensional objects combines architecture, modelling, sound sync, motion graphics and
games all at once. Azuma defines the Augmented Reality as users see the world around them
with virtual objects superimposed upon or composited with the real world. Augmented reality
applications combining the real and virtual worlds, interactive in real time and registered to
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three dimensional objects. So Augmented Reality enhances a user's perception of and
interaction with the real world. [1]

-

Figure 3. “555 Kubic” by UrbanScreen.Projection Mapping. Hambug,Germany.2009.

Within the new dimensions of the frame, hybrid media always keeps changing and effect the
frame as a whole. Manovich points out the transformations in the frame such as
transformation of visual elements, transparency of objects, textures of the images etc. and if
something stays same for a while, that’s an exception rather than the norm. [10]

4. TYPOGRAPHY IN HYBRID MEDIA

The word typography is already a hybrid of type and graphics. Considering that multimedia is
a hybrid of various conventional media such as cinematography, animation, graphic design
and typography, we need to acknowledge that typography is more or less a hybrid of text and
image. [5]

Although the hybridization of type has started so long ago, the process become much more
accelerated with the help of technological tools. In the 1970’s, a digital signal began to
supplant the photographic negative as the means of reproducing the typographic forms. In the
electronic environment of contemporary type design, scanned alphabets can ben endlessly
manipulated by the type designer, serving either as models for accurate reproduction or as
skeletons for new or hybrid designs. [9] Now in the digital era, there are limitless
opportunities to manipulate and embed type into the image whether it’s moving or not.
Hillner suggests that from a design perspective a typographic message is composed rather
than written. The arrangement of words, sentences and blocks lends the text an image-like
quality. Due to it’s metalinguistic architectural characteristics, typography is scanned as well
as read.[5]

Samara evaluates the relationship between type, word and image as an interaction between
them happens as a result of their similar abstract pictorial qualities. Both images and type
share the same attributes such as lighting, volume, contours, open and closed spaces and
arrangements. She emphasizes the task is to find where the specific attributes of both come
together. [13] The visual relationship between type and image is different in hybrid media,
because of the continuous movement and transformation of the image. Motion typography is
as old as the cinema, but the demand in juxtaposing type with the image is much more
challenging today. For example, embedding three dimensional typography into moving
images needs more visual attributes like shadows, depth of field, perspective and motion
rather than just overlaying layers.
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Figure 4 3D Titles for “Panic Room” movie. Director David Fincher.Columbia
Pictures.2002.

Motion typography is such a powerful tool to express the unprecedented kinds of visual
aesthetics in time based media. Hillner explores the aesthetics can only be understood in
relation to perception and we know rather little about the innovative value of multimedia
typography beyond the processes of production. He also raises the question what exactly
causes the viewer’s mode of perception to change and in what way are people’s senses being
altered within hybrid media. [5] Hillner explains that if transitions between image and text
patterns are repeated systematically, virtual typography stimulates the viewer’s mind due to
its transitional characteristics as well as the viewer’s expectation of recurring patterns. While
one word takes shape, is read and reflected upon, another one emerges so that the momentum
is sustained. The intellectual reflection that follows the cognitive phase is accompanied by the
next phase of aesthetic stimulation.[5]

5. INTERFACES IN HYBRID MEDIA

As long as the mobile devices begin to rule our communication world, Johnson states that the
interfaces define our perceptions of the space we inhabit, as well as the type of interaction
with other people with whom we might connect. [6] According to Silva, with the use of
mobile interfaces such as cell phones, netbooks and ipads, the border between physical and
digital spaces are blurred. Especially the social networks are brought into physical spaces with
the mobile interfaces. This is hybrid space which are created by constant movement of users
who carry portable devices continuously connected to the Internet and to other users. [14]

- A

Figure 5. Nearest Tube Augmented Reality Application Interface for [Phone.

The continuity is a priority concept in hybrid media because all the possible forms — visual,
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temporal, spatial, interactive — are similarly represented as sets of variables that can change
continuously. Manovich emphasizes this new logic of form is deeply encoded in the interfaces
of software packages and the tools they provide. Those interfaces quickly led to a new
aesthetics: the continuous transformations of all image elements and often the image as a
whole. [10]

The understanding of interface are also changing in hybrid media. Rather than controling the
graphical images with buttons such as play rewind and pause, O’Neill states that we should
also see hybrid multimedia applications in their own right. Just as the logic of the printed page
still dominates how we lay out our interactive screens, the logic of film still dominates how
we deal with moving images at the interface. Shots, pace, angle and narrative structure have
never been more important to understand the moving image as they are in interactive media
today. [12]

Manovich explains that although a particular software application does not directly prescribe
to its users what they can and cannot do, the structure of the interface strongly influences the
designer’s thinking. [10]

6. SOUND IN HYBRID MEDIA

Sound is a very basic design tool when considered in motion graphics. According to Strizver
the incorporation of sound with motion graphics gives it another dimension, so to speak. The
addition of music, voice and the spoken word, as well as other sound effects, adds a very
powerful, emotional element that can go a long way toward the setting of the mood,
conveying a message, as well as drawing attention to and emphasizing or reinforcing a
particular frame or segment. [15]

Sound is no longer a supporting tool to emphasize the meaning and expression of the images.
Instead, sound is directly used as the source for creating the visuals. With the help of design
softwares the data such as frequency or loops which obtained from the sound can be
transformed into highly aesthetic visual solutions and now the roles between sound and
images have changed dramatically. One of the most common examples of software for sound
visualization is the one used in media players. But sound in hybrid media is much more than
what we see in media players. Lexmann explains the relationship of sound with visuals is
based on a temporal and spatial concept while the “film space” enforces the impression of a
space outside the projection scope in which the spectators seemingly find themselves,
nowadays it may be termed the “visual space” taking into consideration the broader context of
the audiovisual expression. [7]

Figure 6. Piano Cubes by Max-Heinrich Miiller. Music Visualization of Frederic Chopin’s
Ballade No.1
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7. CONCLUSION

Hybrid media changes the way we look at the image and design. Within all elements forming
the image, all constants are substituted by continuously changing variables controlled by the
designer. Manovich expresses the idea of today’s visual culture can be called the “continuity
turn” [10]

So it’s better to arise the question of what will this continuity bring to design processes.
Working with interdisciplinary fields, the designer is face to face with a challenge for
discovering the unexplored potential of new aesthetics. The images designer creates are as
limitless as one’s imagination. But it takes talent and genius to extract the creative ideas from
the possibilities of software-using skills.

According to Manovich the hybrid image will skillfully play on the visual and semantic
differences between live-action footage, drawings, photographs with animated filters on top
of them, and other media, these differences do not create juxtaposition or stylistic montage.
Instead, various media seem to peacefully coexist, occupying the same space. Those images
offer us distinct and original visions of our world in the stage of continuous transformation
and metamorphosis: visions that are fully appropriate for our time of rapid social,
technological and cultural change. [10]

Today hybrid media requires the design education to be in a broader perspective. The image,
type, motion, time, sound and interaction should be revaluated with traditional design
principles which are still ruling the way we design. Therefore we need to prepare for new
vocabularies which will arise from the new tools, processes, dimensions and shortcomings of
digital production.

As IcoGrada (International Council of Graphic Design Associations) has declared in 2000, the
design education should focus on critical mentality combined with tools to communicate.lIt
should nurture a self-reflective attitude and ability. The new program should foster strategies
and methods for communication and collaboration.

Davies and Parrinder call attention to avoid fetishising this technology. They hope the future
designer will hi-jack these technologies to a different and more reciprocal end; that’s
engaging with the nature and tempo of technology but with human nature and tempo also
articulated. [2]
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ABSTRACT

The gap between the digital era in undeveloped places, in the 21st century, is an important
issue to be discussed. Based in the research called Antenna and Roots, developed at the Fine
Art School at the Federal University of Bahia, Brazil, called Antenna and Roots, this paper
proposes a dialogue between Visual Culture and contemporary visual languages, creative
process, its methodology, and how the students are encourage to investigate with low tech
equipments, certain that what makes a good art work is not only the equipment, but how an
artist approaches material, equipments, etc., in order to materialize ideas, along the
knowledge and understand about the world they live, without illustrating theories.

Keywords: Visual culture, Visual arts, Digital image, Antenna and Roots.

1. INTRODUCTION

The gap between the so called low and high technology can be seen in most of undeveloped
countries in contrast with developed ones, where the increase of new equipments is extremely
fast. This fact has two mainly aspect. One is the impact of the new technologies in many
cultures with an invasion of all kind of machines, such as cellular phone, i-pads, compact and
portable computer, wireless internet, etc. The second aspect is how those cultures may deal
with this fast transformation in communication, in order to preserve its own traditional roots.

With the advance of digital technology, we are officially incorporating machine words as a
universal language, and what we call now Visual Culture has many definitions and theories
approaches in different areas of knowledge, as Science, Arts, Religion, Philosophy, etc.

When Socrates was opposed to the written word because it may erode memory, he believed
that the switch from oral to written knowledge transmission would end up making people
reliant on written documents as memory, and truth could be hard to distinguish. Now we are
facing a challenge between written words, oral knowledge and machines memory. What
Socrates actually voiced was the mistrust of new technology — or ideas, for that matter — a
mistrust that has reemerged in the last 30 or 40 years as visual culture encroached on written
culture.

While many scholars are studding the impact of digitalization on written language, others are
turning towards visual languages, asking what we can do with the machine in order to be
creative. It is well known that all machines are only instruments, and when the discussion is
about visual arts, this issue has to be more considered, as the rise of new visual language, such
as video and computer art, mediums that apply digital technology, since 1970. By that time,
with a change in all areas of human knowledge, John Berger (1972) understood Visual
Culture as mainly acknowledges the reality of living in a world of cross-mediation—where
our experience of culturally meaningful visual content appears in multiple forms, and visual
content and codes migrate from one form to another, i.e., the experience of everyday life can
be described as code-switching or hacking the visual codes around us to navigate and
negotiate meaning. Therefore, since the post-modern period, contemporary studies on Visual
Culture has being focus in deconstruct potential visual/textual binary opposition, as most of
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our experience of media is a hybrid of texts, images, and sounds, rather than pure states of any
one mode.

During that time, mostly by the end of 1960s, the so called Fine Arts faced a great paradigm.
Post-modern scholars, such as Rosalind Krauss in “Sculpture in the Expanded Field” (1983),
Lucy Lippard’s “The Dematerialization of The Art Object” (1968), and Arthur Danto (1998),
who describes this period as “Pluralist”, wrote a vast amount of articles and books. The
concepts were applied to the all the new art practices outside the traditional canvas and
sculpture, mostly performance, installation, earth and land art, video, computer art, and many
others with its own hybridization of mediums.

1.1 Antenna And Roots

What does happen when digital equipment invades cultures where technological language is
not yet well understood? What does happen to a rich visual culture society and the
impossibility to follow what is called digital progress? How does society maintain its own
visual culture and take advantage of progress, at the same time? Based in these questions our
approach to Visual Culture in this paper aims to propose a reflexion about a research called
Antenna and Roots.

As a full professor from the Fine Art School of the Federal University of Bahia, teaching at
both graduate and undergraduate levels, it was very clear to see the student’s desire to
experiment with technology, in the beginning of 2000s. However, considering the socio-
financial aspect of a public university, as well as the financial condition of our country, we
had to start to think how important was the digital equipments in art, and what could we do to
work with them. Because of the so called low tech equipments became more popular and
available, they could contribute to encourage students to create images with any kind of
machine, softwares, with the understanding that a good art work does not rely only in the
equipment, but how an artist approaches it in order to materialize his/her ideas, without
illustrating any kind of theory.

Following the title-name of our project, the word antenna, that means the apparatus that
transmit information, in a mostly fast way, in short time and space, is a metaphor word
applied to progress. While root means a person or family as the source of offspring or
descendants, a person's original or ancestral home, environment, culture, affinity for a place,
habits, etc., that make a locale one's true home.

The "high art" world is both a source and destination for the whole of visual culture, but
popular forms get rechanneled through art world validated art genres and venues, when we
think about the hybridization of visual media. The Post-1980s expansion of art media and
image technologies, mostly centered in digital images, or photography, can dialogue with
other traditional visual practices and materials.

The contemporary visual languages, intrinsically, connects questions that involve man facing
a world in constant development, globalized, multifaceted, technological, where the signs
that represent things changes its meaning in function of spaces that they occupy temporarily
or of a more lasting form.

The 21st century, unlike previous periods, allows a look to the past, democratically, and
divides the same space without hierarchies. The gap of specific limits between material and
techniques — before defined as "noble" — were part of the concept that characterized the
transition of the post-modern transition. This transition became a great paradigm in the visual
arts, when concepts of transformations, appropriation, hybridization, dematerialization,
deconstruction, displacement and relocation became part of the new visual vocabulary,
permitting to the artist occupy several positions and explore organizations of work that were
not conditioned to an alone language.
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In that setting of changes in the formal structure of the visual arts, the impact of the
happenings, performances, events, actions, videos, among others, surpassed the simple
repertoire, affirming themselves as a language that permits to the artist expresses his interior
world and the things that surrounded him/her.

Upon breaking the barriers and traditional limits, visual arts approached science, penetrating
in diverse areas of the human knowledge, including the utilization of the machine as visual
support - the technological art -, esthetics considered like one of the most expressive
inventions in the history of the art.

According to Roy Ascott, in his essay called Is There Love in the Telematic Embrace? (apud
Stiles, Selz, 1990, p. 491-492) the art in 1980 has been considered one as the most powerful
computer technology, with video performances, video installations, etc.

Ascott also comments that this new approaches has influenced in human behavior, both in
society as in his private life, and it has leading researches to question what is to be human
being, what is creativity, how do people think and perceive, and finally how do people relate
to each other and with the planet as a whole.

Since the advent of the first art video work, by Nam June Paik, in 1960, the artist was
concerning with what Ascott described above, machine and man, as the following video
makers, such and Bill Viola, has done ever since.

David A. Ross, Director of the San Francisco Museum of Modern Art, San Francisco,
California, EUA, in a catalog, “Bill Viola — a 25-year Survey” (1999) explains that many
people want to know about the means by which the art and the new technologies interact. For
Ross, although Viola works with video equipment installations and hi-tech highly
sophisticated computer, his themes at the same time, is universal. He talks about life, death,
fire, water, earth, etc. The simple beauty, the impact visceral to eternal spirituality in his
work is based in a spiritual worthy assembly, which has influenced deeply and continues
providing its Buddhist Zen development, the Christian mysticism, to optical physical and the
mechanisms of the perception, the Islamic lyrical poetry Sufi. His art achieves the origins of
the knowledge that resides inside his everyday routine. Ross ends his presentation about Bill
Viola work with this phrase: “Wherever you are is the entry point” — Kabir (1440-1518).
Although it dates from the 15th century, this phrase of Kabir is considered a contemporary
concept in digital languages, mostly at the internet, as a person can be at many different
places at the same time.

However bringing this subject closer to the light of the Latin-American contemporary art, the
authors Gerardo Mosquera and Mari Carmen Ramirez recognize that Identity in the context of
globalization art scenery is a question conditioned to the legitimation, i.e., it must be
understood in the configuration of new esthetics systems. For them, the circulation of the
symbolic should be contained in an output as place of assertion of the supposed autonomy of
the artistic field in order to be exercising their hegemonic power, transgressor of any
dominant gesture. In "Beyond the Fantastic: Contemporary Art Criticism from Latin
America", Gerardo Mosquera (1996) presents the global world as a paradox, a world of the
difference.

The Latin-American art still remain analyzed by many art critics to the light of diverse
theories, where its culture is linking to illustrative and merely stereotypical narrative. One of
the most harmful consequences of the colonization is how they call native cultures through
the Europeans, i.e., it is the interpretation of complex mental and cultural structures under the
diffuse light of the ethnic fantasies of the colonizer. There is a lack of information about the
importance of Latin American artist in the contemporary international art scenery. Those who
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recognize that can appreciate big exhibitions at major museum and galleries around the world,
as well as the most famous biennials.

Joseph Kosuth (apud SANDLER, 1996, p. xxvii) considers that the artist is one of the most
important representant of his/her culture:

It is the authenticity of the cultural production of a human being connected to his or her
historical moment so concretely that the work is experienced as real; it is the passion of a
creative intelligence to the present, which informs both the past and the future. It is not that
the meaning of a work of art can transcend time, but that a work of art describes the maker's
relationship to her or his context through the struggle to make meaning, and in so doing we
get a glimpse of the life of the people who shared that meaning. [A] work of art must be so
singularly the concrete expression of an individual (or individuals) that it is no longer simply
about that individual, but rather, is about the culture that made such expression possible.

1.2 Passage — An Installation

The images that complement this paper illustrate the one of the many kinds of work that has
been done in our group. In order to develop our work, we follow some basic methods,
appropriate for the visual arts, mostly what we may call the relationship between the artist and
his creative process; the relationship between the artist and the work.

Art works, frequently, are not exhausted in his initial proposal, in what concerns the first ideas
of the artist. In this sense, it becomes part of our methodology to encourage the students to let
the work takes its own directions, no matter how many they are. Each initial work can take
many other forms. It can change from object to installations, it can be mixed together, since
the working process to the final work, i.e. after installed in its exhibition spaces, they are still
give many possibilities to grow and take others new artistic propositions.

For the solo show titled Passage, in May of 2011, in the Galeria Caiiizares da Escola de Belas
Artes da Universidade Federal da Bahia, in Brazil, Valter Ornellas elaborated an installation
that illustrates our thought for this event.

The reason to present this work in the Conference Visualist 2012 is to show the many
concepts of contemporary visual art, how this project was created, and the kind of materials
were used, and finally how digitalization with low equipment can be an important matter.

Upon covering a whole room of the gallery with white transparent fabric (silk), from the
ceiling to the floor, in a meander shape, the space became a passage where visitors could walk
thought out the path. The sensation of haze was created with the quality of light, the scenery
of transparence and brightness, that generated a mysterious expectation and anxious by what
would be found to the end of the “journey”. Figure 1

Figure 1
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The visitor had an opportunity to experiment with space, displacement, transparency, and a
perception of being walking between moving walls, as the air caused by each participant walk
interfere on the soft and light fabric. In this way, it could arouse many narratives for the
work, with only few elements: space, fabric and light.

In this case the visitors became co-participants of the work, as his/her presence was part of the
installation. Their shadow could be seeing from any point of the room, in different
dimensions. Figure 2

The lack of horizon interfering many times as a body could appear floating in the mist or
cloudy space.

Figure 2

Due to its ephemeral condition, the whole scenery changed, provoked by the light inside the
gallery, different people walking between the walls, the number of people, the lack of people,
more or less lightning, shadows, movement etc. Figure 3

Figure 3

For the artist the installation was created to enable allusions to man as part of Nature. This
theme brings others elements such as reference of Identity and Alterity, man and its
environment, and the relationship between the mundane dimension and the transcendental
dimension. From this point of view the concern with human relations continues illuminates
and highlights many other issues.

Concerning the importance of the word root on this paper, prima face, we would like to say
that “Passage” is a conceptual art work; therefore it does not tell a story step by step. The
narrative is constructed by the visitors while co-participants of the work as much as the way
they relate to it.

It goes without saying that the race in each country is a made by a complex form of

individuals, and in Brazil the existence of a significant dimension of inequality is undeniable.
The celebration of syncretism, especially in the state of Bahia, helps to the constructions of
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identity, with a great influence of African descendents. In this sense, people from this region
can fairly be seen as under many different mixtures of colors, that goes beyond black or
white. Consequently by the visitors or co-participants of this installation we can see the
presence of our culture, in a very subtle way.

On the other hand, the installation experience gave an artist a chance to create other works.
The panels gave a new idea: with an overhead projector and other digital projection
equipments, images and texts were projected direct to these fragile walls. Figure 4 and 5

Figure 4-5

Most of the images of landscape and flowers were photographs by Maria Celeste de Almeida
Wanner. Some of these flowers, such as the one bellow, are very popular in Bahia, and many
times used in Afro Brazilian spiritual manifestations. Figure 6

Figure 6

In order to register these moments it was necessary the use of photography and video.
However these visual practices are not only and simple registration, but another visual
language, as they are independent and defined by the intention and choice of the artist.

This Installation was also based in Gaston Bachelard’s book; The Poetics of Space published
in the 1960s, where home remains a deeply symbolic space.

According to many reviewers, this book is a philosophical study of how space and our
environment affect our understanding of ourselves and our society. It is many manifestations
of "home" as both a tangible place and a place of dreams. The home acts as a shelter from
outside forces as well as a space of the mind, one which inhabits an imagined as well as actual
existence. As we encounter the manifestations of that space it affects our behavior and our
understanding of both ourselves and our environment. Bachelard’s theory acknowledges how
the spaces in which we live begin to consume us, affect us, and help define who we are. By
looking at corners, attics, stairways, and rooms, Bachelard addresses how different physical
formations psychologically affect us. We are deeply affected by our environment and how we
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encounter each other depends upon this space. To describe a place as "home" is to
acknowledge its relationship to ourselves, to create a mutual sense of belonging. The space of
home is a sanctuary, a refuge from outside sources, but also, according to Bachelard, if that
space is in some ways less than ideal the crooked nature of the house will create a life that is
warped or changed by its environment. A small or oppressive physical living space can make
us feel oppressed, uncomfortable and stifled.

It serves of grass to the winds. My house is diaphanous, but is not of glass. It would have
before the constitution of the vapor. It walls condense and are expanded according my desire.
But, sometimes, I leave the walls of my house to be expanded in the space of its own that is to
extensibility infinite. The delirium permits that the image of home assumes lightness, "air
lightness," as it was integrated to the wind. Winged home that interacts with the elements of
the nature, as the wind. Then, other winds came around. Home of wind, dreamlike, of the
caves and of the labyrinth. I would like that my house went similar to the wind of the sea,
palpitating of seagulls. (Translation and selection of parts of citation by the authors)
(Bachelard, 2008)
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ABSTRACT

Special effects cinematography is as old as cinema itself. The cinematographer had a major
role in making the special effects scene either by making the whole effect in camera or
combined with the optical effects in laboratory after shooting. A question pops up after the
digital revolution: Does the cinematographer have the same role as before? Is there a need to
adopt new techniques to master the cinematographer work in the digital era? This paper
attempts to explore the differences between the conventional and the digital visual effects
from the cinematographer’s technical point of view, based on a comparative study. Before the
digital era most of the effects were done by the camera or in the laboratory. Nowadays,
however, there are new tools and techniques such as digital visual effects that overruled the
cinema industry, sometimes the only live-action elements are the actors. The term CGI
(Computer Generated Images) is currently well known to many people and filming is only the
first step to be followed by many other procedures. The mentioned procedures are called post
production, which is the region where most of the visual effects creation takes place.

Keywords: Cinematography, Digitalization, Visual Effects
1. INTRODUCTION

‘Special effects’ are created where techniques beyond the ‘normal’ film making procedures
are used. That is to say when things might be more complex or time-consuming or involve
‘special’ techniques. ‘Special’ effects, as currently defined, would be where modifications are
made physically to any of these elements or the interfaces between them.[1] visual
effects (also called optical or photographic effects) are special effects achieved with the aid of
photographic or digital technology, occurring after the principal photography, or main
shooting, of a film. Includes miniatures, optical and digital effects, matte paintings, stop-
motion animation, and computer-generated imagery (CGI).[2]

2. VISUAL EFFECTS: THE DEFINITION

Until fairly recently, the art and craft of visual effects went by the name special photographic
effects because the work was accomplished photographically on film and relied heavily on
special optical cameras called optical printers. Most of the serious visual effects work took
place in postproduction. Nowadays we simply call it visual effects. But even defining a visual
effect is far from straightforward. For one thing, some people include visual effects in the
general category of special effects, while others may refer to them as special visual effects.

Before the introduction of computer graphics, it was relatively easy to say what a visual effect
was: If a shot required some sort of treatment in postproduction and rephotographing on an
optical printer, it was called a “special photographic effect.” John Dykstra, one of the top
visual effects supervisors in the business today (and one of the main creative forces behind
the visual effects for the seminal film Star Wars of 1977), once defined a visual effect as “two
or more elements of film combined into a single image.” [3]
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AS described by the Visual Effects Society: Visual effects is the term used to describe any
imagery created, altered, or enhanced for a film or other moving media that cannot be
accomplished during live-action shooting. In other words, much of the art of visual effects
takes place in post-production, after primary image capture is complete. Visual effects can be
added to live-action capture through techniques such as matte painting; rear- and front-screen
projection; miniature or forced perspective sets; computer graphic objects, characters, and
environments; and compositing of disparate images recorded in any number of ways.[4] From
both points of view we can reach that: A visual effect is the manipulation of moving images
by photographic or digital means that creates a photorealistic cinematic illusion that does not
exist in the real world.

3. VISUAL EFFECTS, THE BEGINNING AND DEVELOPMENT

3.1. The Sielent Era

Visual effects have been a part of the filmmaker’s creative toolbox almost from the first time
a cinematographer cranked a handle on a wooden camera back in the 1890s. The first known
visual effect that seems to have survived was created in 1895 in a short film called The
Execution of Mary, Queen of Scots. Some film makers like Geoges Melies accidently
discovered techniques accidently like the substitution shot which he discovered when his
camera jammed, he soon turned this technique into an art form, many of the techniques
Melies invented are still implemented among them stop motion animation and double
exposure.[5]

In the very first years of commercial filmmaking, 1895 to 1905, any visual effect was limited
to what could be done in-camera, which included fairly rudimentary effects such as
substitution shots (stopping the camera and changing the scene before starting it again) or
simple frame splits. In this latter technique, the first part of the effect would be shot, during
which hand-drawn mattes would be slipped into the light path before the film plane, placed in
front of the camera on stands, or even attached directly to the lens of the camera. The film
was wound back to the starting point of the scene and the second element then exposed onto
the film in the area that had no exposure from the black matte. In these early days, the camera
was always locked down, which made such effects possible. [6]

Any good cameraman was capable of producing number of 'live' tricks during the hand-
cranked filming process including the basic fading and iris effects. Cameramen could also
produce dissolves, by which one image merges seamlessly into another. The effect was
achieved by reducing the camera's aperture at the end of a sequence to produce a fade to
black, rewinding the film, starting a second exposure and opening the aperture as the new
scene was shot. By varying the speed at which they cranked the camera, cameramen could
also produce fast or slow motion. Methods that required running the film through the earner
twice, such as split screens and double exposures, became much more practical after the
introduction of a new Bell and Howell earn era in 1912. [7]

3.2. Influence Of Sound On Visual Effects

From about 1933, sound recording restricted filming on location, and for the next twenty
years the great Hollywood outdoors would be filmed almost entirely within studio walls. The
coming of sound is often held responsible for this wholesale move into the studios. For
special effects departments, sound brought some new challenges. With films being made
exclusively on the studio lot, effects technicians had to find ways to bring exotic and even
everyday locations to the set. The technology that was developed enabled the first practical
use of rear projection, a process enabling background scenery to be projected on to a screen
behind actors while filming in the studio. Although rear projection often replaced the uses of
travelling mattes, effects technicians continued to perfect travelling matte photography. The
development of advanced optical printers, which enabled the separately filmed elements
involved in travelling matte photography to be combined on film with greater control than had
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previously been possible, resulted in much-improved image quality. The optical printer also
found favour in the production of many 1930s musicals whose spectacular dance sequences
needed flamboyant scene transitions, such as the star-wipe and the now iconic spinning
newspaper effect.[8]

3.3. The Digital Age

In the late 1950s and into the 1960s, John Whitney, Sr., began creating intricate and involving
images using surplus analog military equipment. He photographed moving patterns of light
and lit objects that were moved by these analog computers. The patterns recorded by a camera
synchronized to the motion were intricate and complex. This work was the inspiration for the
slitscan technique used to create the stargate sequence in the film 2001 (1968). Followed by
this many visual effects artists scientists, computer engineers and companies entered the race
of developing visual effects.

Major advancements in computing speed, power, and storage led to the creation of tools to
record and then film out scenes captured by motion picture cameras. Visual effects facilities
and visual effects and special effects artists and scientists used imagination, technical
knowledge, and an amazing amount of creativity to invent and create these first tools. In the
late 1980s Kodak, with collaboration from ILM, developed the technology for the first (more
or less) practical film resolution scanner. Along with this invention came the development of
the Cineon digital film format, which became the standard format for motion picture image
recording and filming across the world.

In 1988 audiences were excited by the use of digital “morphs” in Willow. The Abyss, with its
water character, and Terminator 2, featuring a fully CG leading man, opened 'in 1991. In 1992
the first attempt was made to replicate real, recognizable creatures in a feature film the
penguins and bats in Batman Returns.

The years since 1993, it can be argued, included as much innovation as the previous 100 years
of visual effects. Everything was open, and a legion of incredibly clever visual effects artists,
scientists, and engineers redrew the landscape such that no effect was beyond our reach. We
saw the world of optical printing fade from common use faster than any of us would have
believed possible as digital scanners and printers, augmented by new compositing, 2D
software, and fantastic developments in 3D camera and object tracking came to the fore. [9]

4. THE VISUAL EFFETS TECHNIQUE

Many of the conventional techniques are still in use even after the digital era, changes were
made and improvements while others were replaced by digital components.

4.1. Conventiinal Techniques In Categories
The technique of visual effects cinematography improved over the years by many technicians
and inventors, if we have a look at the conventional visual effects before implementing digital
techniques; we will see that some of the effects were done by the cinematographer in the
location other techniques were mainly lab process and optical printing work and sometimes a
combination of the two techniques:
1- In the camera effects: in which all of the components of the final scene are
photographed on the original camera negative:
A. Basic effects
1- Change in object speed, position or direction.
2- Image distortions and degradations.
3- Optical transitions.
4- Superimpositions.
5- Day- for- night photography.
B. Image replacement.
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1- Split screen photography. 3-  Glass shot.
2- In the camera matte shot. 4-  Mirror shot.

2- Laboratory processes: in which duplication of the original negative through one or
more generation is necessary before the final effect is produced:

A. Bi— pack printing. C. Travelling mattes.

B. Optical printing. D. Aerial — image printing.

3- Combination techniques: some of the image components are photographed directly on
to the final composite film, while others are produced through duplication or before
shooting:

A. Background projection

1- Rear projection. 2- Front projection. [10]

Some of the visual effects can be done with several techniques and the cinematographer will
decide the suitable technique. The choice of which technique to be used was mainly based on
the image quality, nature of the scene, desired effect on the screen and the cost.

4.2. Motion Controlled Cameras

Borrowing technology from developments in sound in the late 1940s and early 1950s, visual
effects artists adapted the use of synchronous motors to control pans, tilts, and dolly moves.
This allowed for accurately duplicating a camera move shot on one set or location with a
matching move back on the lot in the visual effects department. The gear was clumsy, and
true-frame accurate recording and playback of moves was not always possible or consistent,
but this precursor to motion control of film cameras provided visual effects artists with
another tool to meet the growing demands of directors and camera people for more innovative
shots. [11]

The use of motion-controlled cameras on set has been a great boon for actor duplication and
interaction. In such scenes, the lighting is exactly the same for each take, and the two per-
formances can be choreographed to interact precisely. A great example of this type of work
can be found in the Back to the Future films (1985-1990) and The Lord of the Rings trilogy,
in which actors of different scales (meaning same size actors) were made to look like giants or
dwarves interacting with one another. [12]

Nowadays with the aid of computer engineering and programming the motion control camera
has a system for the identical repetition of camerawork by computer control. It can, for
example, be used to convert a few extras into a crowd of thousands by multiplying images, or
prepare a CG background for a real scene using the sequential camera data of the original
shooting. Special operations of this kind require use of a very precise motion control camera
with great repeatability and cannot be performed by manual camera work. The motion control
camera has, therefore, come to be regarded as an essential system for VFX productions.[13]

4.3. Front And Rear Projection

Front and rear projection are both in-camera compositing techniques. By this we mean that
two (and rarely three) separate images are combined into one image in-camera at the time of
filming. In front projection, an image is projected through a beam-splitter placed in front of
the camera onto a highly reflective Scotchlite screen. In rear projection (RP), the image that is
to be combined with a live-action plate is projected from the rear onto a translucent screen,
and the live action plays in front of it.[14] In the pre-digital era of visual effects, front
projection, rear screen projection, and “side-screen” projection were processes used for
creating large-scale sets and new environments as well as for moving images out the windows
of cars and planes. Although the techniques for using these tools have changed a great deal,
the mechanics of the tools are basically the same, except for the new digital projection
systems. In the past the background plates had to be created prior to on-set shooting, and once
the on-set shooting was done, there was no fixing it in post, but it did and still does allow one
to shoot many versions of the action with the subjects to give the director a variety of takes
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from which to choose. Experimentation can be done on the set with lighting and other smoke
and debris elements to blend the subjects together. A good example of this is a shot from The
Fugitive (1993), in which dust and debris shot from an air cannon landed on top of Harrison
Ford just as a train crashed into the hillside. This was done using a front projection system
that tied in all of the dust and debris on top of Harrison with the plate for integration of the
elements [15] Today, front projection has virtually disappeared. And while film-based rear
projection is almost extinct as well, the process has made a significant comeback in digital
production, in features as well as in television and commercials. For example, the movie Get
Smart (2008) used digital rear projection for dozens of shots.

4.4. Miniatures vs. Digital Models

The first miniature ever captured on film appears to have been the recreation in 1897 of a
naval battle during the Greco-Turkish War by the French film pioneer Georges Melies. It
didn’t look very convincing by our standards, but miniatures have been an invaluable adjunct
to live-action photography ever since. We can use miniatures in various combinations with
live action or digital elements, and like other visual effects, we use miniatures when it’s
impossible to use the real thing because it’s too expensive to film, is inaccessible, or doesn’t
exist in the first place. Miniatures can be either hanging in front of the camera and the live
action in the back ground, or stand alone miniatures as in plane crashes and explosions or
miniatures with composited elements This technique involves the compositing of a miniature
either with a live-action plate, a matte painting, or some form of computer-generated
background that will supplement the miniature photography. Compositing miniatures with
other elements is probably the most common use of miniatures, and certainly one of the most
widely used visual effects techniques. The Lord of the Rings and Harry Potter trilogies, for
example, were full of such shots.

In recent years, miniatures have run into stiff competition from computer-generated
environments and objects. The trend began mainly in television and gradually spread into
feature films as software became more sophisticated, allowing digital artists to model, texture,
and paint their creations in the computer faster and cheaper than their colleagues who were
building physical models. That trend appears to have stabilized as filmmakers found that each
technique has its merits, depending on the requirements of a particular project. A good
example of this is the 2004 film The Aviator, a film starring Leonardo Di Caprio in the role of
famed aviation pioneer Howard Hughes. That film seamlessly blended both physical and CG
models. The re-creation of an aerial dogfight near the beginning of the film was realized
almost entirely with CG models, while later sequences — including a spectacular sequence of
Hughes crashing an experimental aircraft into a Beverly Hills neighborhood — were
accomplished entirely with physical models. [16]

4.5. Blue Screen Photography

Blue screen process is one of the survivals techniques; it was used in conventional VFX and
still in use with digital cinema. Blue screen was used as early as the silent period for
generating high-quality composites on black-and-white film using the Dunning Pomeroy
process. As the years progressed and color film came into being, many effects artists adapted
the idea of using a blue screen to isolate an element photographically to create color
composites. One of the early examples of the process was that developed by Lawrence Butler
for Alexander Korda's The Thief of Baghdad in 1940. The color blue was first used for the
simple reason that there is very little blue in skin tones. The blue wavelength can be isolated
while still getting a fairly acceptable color rendition for faces.

The process made use of black-and-white separations. A separation is a black-and-white film
that contains only one of the color components. It is made by placing the color negative in
contact with black-and-white film and exposing it with a primary color. There were many
problems with this method Some development were made to enhance the quality of the blue
screen mattes. In the mid-1950s that a brilliant inventor named Petro Vlahos perfected the
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system and created the color-difference process. The Vlahos system was so successful that
effects artists used the system for all the blue screen effects from the mid-1950s to the age of
digital.[17]

With the introduction of digital cinema and the ability to make the seperation digitaly it was
just easier to composite the live action with either CGI or pre-shooted live background, yet
The scene shooting can makes it either easy or painfull task for the compositer.

It is the DP’s job to to design the blue/green shots lighting; this involves three main tasks:
matching subject lighting with the background shot, making the screen very evenly lit and
ensuring that neither area interferes with the other.

The DP should fully understand certain procedures and apply them when preparing to the blue
screen shot; The DP will have to:
1- Consult with the post house, determine well in advance what components are eeded and
resolve the order in which elements should be most efficiently and creatively shot.
2- Coordinate the shooting of foregrounds and background to ensure that they will
visually and photographically match.
3- Document details of camera, lighting and scenic set-up for use by crew shooting the
foreground elements.
4- Match foreground camera and lighting to background data very precisely, with
particular attention to perspective and direction of light.
5- Choose keying colour, screen method and subject positioning carefully to maximize
separation, evenness and thus quality of composite.
6- Consider colour, texture and design of costumes and scenic elements in the foreground
shoot to avoid technical problems.
7- Provide full information to the post-production team detailing precisely what was done
during the shoot.
8- Do not degrade the foreground image by filtering or abnormal processing.[18]

5. THE ROLE OF VFX DIRECTOR OF PHOTOGRAPHY

After looking into some of the techniques involved in the making of the VFX scene and its
development we reach the question: what is the VFX director of photography role?

The camera department consists of the director of photography (DP) and a crew of camera
operators and camera assistants. The DP is in charge of all photography, including lighting
and composition. The gaffer, head of the electrical department, works very closely with the
DP on the lighting. Whatever is captured by the camera system (film or digital) will be used
as the basis for the visual effects plates and will also be used as a look reference for any
virtual shots. The DP should work with the VFX Supervisor, director, and production
designer regarding the format and look desired since these will have a direct impact on the
visual effects and post-production pipeline.

With the use of previsualization (previs) — which is similar to the storyboard - in pre-
production, some DPs are starting to rough-in lighting designs even at this stage. These
designs provide them with a guide for lighting the real sets. This information will be useful in
the post-production phase if the lighting design remains consistent. The VFX DP will pare in
mind some of the issues include film format, capture media (film/digital), color correction,
and special equipment requirements (repeatable heads, etc.). The overall look of the images
and any required VFX shooting tests should also be discussed with the VFX producer. The
VEX Director of Photography plays a major role in the art of visual storytelling. It is the VFX
DP’s job to make all visual effects elements - be they background plates, miniatures, stunt
doubles on a blue screen, aerial photography, or match the look of the 1st Unit DP’s
photography so that all the elements will ultimately look like they have been photographed
together.
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VFX DP will use the previs to:

* Help to drive the process by providing critical input on camera moves, lens choice, and
composition.

* Pre-determine equipment needs (including special rigs) early enough to figure budget
implications and build what is deemed necessary.

* Predetermine the size of a green screen.

* Design or modify a lighting scheme once lens choices and fields of view are known.

* Perform a virtual prelight, in more advanced systems, using physically accurate models for
individual lighting instruments and other main components of the scene.

* Get a sense of the rhythm and coverage of a scene, based on a preliminary previs cut put
together by the editorial department. [19]

Doing this job well requires an extraordinarily good creative eye, a thorough understanding of

cinematic techniques, and more than a dollop of technical ingenuity. The nature of visual

effects usually requires the VFX DP to photograph places, objects, and events under vastly

different conditions from those of principal photography. [20]

6. CONCLUSION

The Cinematographer role did actually change over the years since the invention of cinema as
an art through the days of classic cinema reaching the digital era. The limited crew members
at the birth of cinema (usually the director and the camera man and sometimes they were the
same person) expanded to be different departments one of them is the special effects
department which deals only with the visual effects scenes. In many cases the VFX Director
of photography is not the DOP of the entire film; his main job is to shoot the life action part of
the visual effects shot, he works more closely with the CG artist to achieve unity of the shot in
lighting, perspective and mood and also to keep in mind many other factors, such as the entire
film visual continuity and the characteristics of the medium he is using, the difference
between film and digital cameras and to be able to come up with solutions to accomplish the
shooting and reach the desired result in. The work of VFX DP requires great technical and
artistic skills. In fact the cinematographer’s role did not diminish but expanded to further
aspects.
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ABSTRACT

This research investigated Kuwaiti parliament members’ leadership behavior on Twitter by
applying Bolman and Deal’s (1984) leadership theory of framing. The study classified parliament
members according to their political party affiliation-Islamists, independents, liberals, and
populists party- and investigated the prevalence of four leadership frames through a content
analysis of eight parliament members’ messages on Twitter over a period of six months from June
15, 2011 to November 15, 2011. Results showed that, overall, the structural frame was the most
commonly used frame among parliament members, followed by the political, symbolic, and
human resource frame respectively. The use of frames depended on both the political group and
the topic of issues. The Islamist group, liberal and populist party more often used the structural
frame in their Twitter messages whereas the independent group more often used the political
frame.

Keywords: Opinion leaders, Twitter, New media, Framing

1. INTRODUCTION

In many ways social media provide an interesting space for opinion expression and political
discourse, and many people speculate its possible democratic implications for people living in
less democratic countries. Twitter as a form of social media extends the opportunity that other
social media offer due to its immediacy, great social interaction, and informal discussion.
Moreover, Twitter is ranked as the fastest-growing site in the member community category in the
U.S., while in Kuwait Twitter users’ penetration is ranked sixth among the Middle East and North
African Countries and third among the Gulf countries (Nielson, 2011; Arab Social Media Report,
2011). An increasing number of Kuwaitis are using Twitter because its free, easy to use, and
provides a space for opinion expression and research found that 24 percent of social media users
in Kuwait use it for political discussion (Alfadhly, 2011). In addition to general users, opinion
leaders in Kuwait such as parliament members (law makers), cabinet ministers, political and
social activists are using Twitter as it represents a channel where they can disseminate ideas,
build on their social capital, interact collaboratively, and build on their public image. The study is
noteworthy in many ways. First, it fills a gap in research as there is dearth of research relating to
framing social media users’ leadership behaviors. Second, the study contributes to framing theory
and the leadership theory of framing by Bolman and Deal (1984) in several ways.

The study demonstrates yet another area within mass communication scholarship in which the
framing theory may be usefully applied to social networking sites. For leadership theory of
framing by Bolman and Deal (1984), this study marks one of the initial examination of the theory
in the political communication arena. In addition, this study extends the theory by introducing a
non-organizational landscape and builds on recent effort by scholars. Lastly, Kuwait’s media
system is interesting in many ways, although the country has a strict press and publication law
that limits the criticism of the Amir and Islam, there is an unfiltered Internet access. The
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unfiltered access to the Internet and social media sites explains the high penetration rates of
Kuwaiti users of social media sites as there is a space for freedom of opinion expression online.
The freedom online that Kuwaitis have makes the Internet a political forum and opinion leaders
such as parliament member use it to reach out to their followers and gain more exposure.
Therefore, It is significant to examine how parliament members use social media through
investigating their leadership behavior expressed through their Twitter messages which can
explain their motivations.

2. LITERATURE REVIEW

Social Media Use in Kuwait

In Kuwait, according to the constitution that was agreed upon between Kuwaitis and the ruling
family in 1964, the legislature can exert its power over the executive branch. Although the Amir
maintains the final word on most government policies, the National Assembly plays a real role in
decision-making, with powers to initiate legislation, question cabinet ministers, and express lack
of confidence in individual ministers (U.S. Department of State, 2010). Recent Internet World
Stats (2011) rank Kuwait as sixth in terms of Internet usage and population percentages in the
Middle East with a 42.4% penetration. In terms of social media use, World Stats figures show that
there are 822,640 Facebook users in Kuwait as of 2010 (WorldStat, 2011). In terms of Twitter
users, statistics show that there are 113,428 active users of Twitter in Kuwait as of March 2010, a
3.24% penetration (Arab Social Media Report, 2011). The Arab Social Media Report shows that
Kuwait ranks sixth in terms of the number of active Twitter users in the Arab countries after
Turkey, Qatar, Egypt, UAE and Saudi Arabia (Arab Social Media Report, 2011).

Politically speaking, Kuwait is one of the three countries that represent 17 percent of the Middle
East identified as having a partly free press along with Morocco and Lebanon (Freedom House,
2010). Although the partly free press in Kuwait means Kuwaitis can criticize the government and
express their political opinions through newspaper articles, blogs and television, still Kuwait has
strict press laws limiting criticism of the Amir and Islam. Moreover, In 2008, Kuwait’s Public
Prosecutors office issued a bill to punish Internet offenders in the country. The penalties for
breaking the law could involve up to one year in prison, seven years if the insulted party is a
minor, and monetary fines. The law is set to criminalize immoral conduct, encouraging any anti-
government statements, divulging state secrets or offending Islam online (WAN/IFEX, 2008).
Despite the press and publication law, Kuwait has unfiltered access to the Internet (Hotheinz,
2005) compared to other countries in the region which explains the high penetration rate of
Internet users in general and social media in specific. According to Wheeler (2006) there are three
reasons for the active Kuwaiti Internet atmosphere: (1) culturally, Kuwaitis like to show-off their
social status by being the first to own the latest trend, and this attitude has made Kuwaitis anxious
to get online; (2) economically, Kuwaitis have one of the highest per capita incomes, meaning
they can afford to buy computers and Internet subscriptions, and (3) finally, the government
supports a techno-savvy culture by allowing the sale of and access to high-tech devices. There are
several reasons for the high numbers of social media users in Kuwait as Haqaq (2011) explains
that Facebook, Twitter and other channels help spread the message more widely. Moreover,
social media usage in Kuwait is not limited to social interaction between people, entertainment or
marketing but acquires a far greater role (Haqaq, 2011). Social media is used as a political tool
and Kuwaiti citizens’ use has been described as the most intriguing in the Gulf region
(AlQassemi, 2011). Recent Pew center research show that 73 percent of Americans surf the
Internet for political reasons, and the situation is pretty similar in Kuwait. Although there is lack
of research on social media usage in Kuwait, recent events showed that Twitter was a
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mobilization tool. Twitter was used in Kuwait to mobalize and organize protests against the Prime
Minister Sheikh Nasser AIMohammed Al Sabah that started on March 2011 and the increased
political discussions on Twitter prove that Kuwaitis use social networking sites for political
reasons (GetConnect, 2011). In addition, Twitter is increasingly being used as the most popular
channel for political discussion among Kuwaiti citizens because of its wide audience reach,
speed, and the short messages feature (Haqaq, 2011). Another factore that can’t be neglected is
Kuwaitis ability to own smart phones due to their middle to high incomes that makes social
networks accessible from their phones. Haqaq (2011) adds that the high number of people using
smart phones in Kuwait helped in encouraging the use of social media such as Twitter and
Facebook because people connect to these tools straight from their phones without the need to be
sitting behind a laptop anymore. In her study about the Internet in Kuwait, Wheeler (2003)
argued the Internet trasnformed the communicative practices in the Kuwaiti society. As the
traditional social forum for political discussion and gatherings has always been the diwaniya
(Male social clubs), where Kuwaiti men would gather to discuss issues, latest events, and debate
about politics. (Hagaq, 2011). But the introduction of the Intenet has changed the diwaniya
custom and many young people argue that they enjoy to surf the Net over traditional social
gatherings. Social media tools became the new public forums for the new Kuwaiti generation as
they use it for political discussion (Ismail & Mazeedi, 1998 & Haqaq 2011). Politicians, ministers
and members of parliament MPs (law makers) in Kuwaiti have followed the trend and are using
Twitter to discuss politics and interact with the public. AlQaseemi (2011) notes that social media
in Kuwait is more like an extension of the Kuwaiti parliament, where parliament members discuss
policies and interact with their followers from the general public. Wheeler (2001) believes that
some Kuwaitis are taking advantage of the Internet as a vehicle for challenging Kuwait’s
conservative society’s view on proper public interaction. The Internet supports the untraditional
chains of authority, which provides an attractive experiment in which to interact with unfamiliar
or endangerd forms of social interaction (Wheeler, 2001) Moreover, Haqaq (2011) argues that
parliament members in Kuwait joined Twitter after they have noticed the shift in the political
forums and the great participation. Social Media like Twitter is a great opportunity for parliament
members and political figures to read conversation between the public, interact with general
people, and participate in the people-government dialogue (Haqaq, 2011). AlMutairi (2011)
asserts that Kuwaiti MPs’ usage of Twitter is a phenomena and they use it to interact with their
followers and gain public support. In addition, MPs in Kuwait use Twitter messages to support
their positions on policies and use it as an alternative source to mainstream media to reach out to
their supporters especially when rumors spread about them or when they need to defend certain
positions (AlMutairi, 2011).

Members of parliament and politicians have different political agendas and might use the Internet
and social media for different purposes. Ku et al., (2003) argue that politicians have begun to use
the Internet to mobilize supporters and convery their messages through online strategies. When
studying MPs in Kuwait, it is unfair to refer to them as one homogeneous group, as they belong to
different political groups and have different political ideologies that range from Islamists to
liberals. Therefore, this study analyzes MPs’ Twitter messages as part of their political groups to
examine whether differences in leadership exist among political groups.

Kuwait Political Groups

Official political parties are illegal in Kuwait, they have not been legalized since the
independence in 1961. Yet, the Kuwaiti 1962 constitution does not prohibit political parties in
any of its articles. Nevertheless, there are several political groups that act as de facto political
parties ( Encyclopedia of the Nations, 2011). The rational for prohibitting the existence of
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political parties in Kuwait is that political parties may be a divisive factor in a tribally-based
society with many social divisions i.e. Sunni vs. Shi’a. tribal vs. town (The Estimate, 1999).
Political groups in Kuwait have their own codes, headquarters, funding from their supporters, and
have their set of objectives, yet they do not have formal memberships and therefore it is difficult
to assess exactly how much strength they enjoy in a given parliament (The Estimate, 1999).
Nevertheless, Alfuzai (2007) asserts that all political groups in Kuwait have their own
spokespersons or representatives in the parliament i.e. MPs that follow their ideology.

In elections, several major political grouping function as parties to support their candidates.
AlFuzai (2007) argues that although political parties have no clearance by the Kuwaiti law,
parties act like “big shots.” Therefore, political groups have the power of de facto parties and
there are several legislative voting blocs in the parliament (Ziegler, 2011). The main political
groups are the Islamists, liberals, populist party, and independents. The Islamists include Sunni
Islamists, Shia Islamists, Muslim Brotherhood, and Salafist group, while the liberals include the
National Democratic Alliance, Democratic Forum (left) and independent members. The
independents mostly include the pro-government MPs which include Shia, Sunni, and tribal
members. Lastly the populists group are the government opponents (Herb, 2009).

Islamists: The Islamic group is the most influential bloc in the parliament with around 19 elected
members in the 2009 national election (Herb, 2009). The Islamist group includes memebrs from
Muslim brotherhood, Salfis, Shi’a Islamists, and Sunni Islamists. Their main demand that Sharia
be the only source for all laws in Kuwait. One of the most important bills passed by the islamic
group in the past years was the elimination of co-education in 1998 between females and males in
university level. Islamists are concerned with social issues such as censorship, limiting women’s
freedom, and fighting homosexuality (Kareem, 2011).

Populist Party: The popular action bloc is headed by Ahmed Alsadoun. The party focues on
populist issues such as housing, salary raises, and unemployment. The party emerged in the late
nintees in Kuwait and has three representatives in the Kuwait National Assembly in the last
elections of 2009. The main objectives of the populist party’s are to defend the constitution of
1962, defend the public money and serve the public. Among the most prominent acheivements of
the party were the residential care act, the law of state property, Warba Bank (Islamic Bank), and
Kuwait’s third telecommunication company. The populist partly is considered the leading
governmnet opposition and its deputies.

Independents: The independent parliament members constitute of sunni, shia, and tribal
members. They tend to support the ruling family and the governmet deputies in the parliament
and have won 21 seats in the 2009 national elections.

Liberals: The liberal members of the parliamnet belong to The National Democratic Alliance,
Democratic Forum, or independent liberal members. They are progressive and liberal. Their main
goals are to acheive democracy and respect for human rights and build civil society. They are
mainly concerned with economic policies, national reconstruction and the development and
expansion of production and investment projects and to achieve social justice. In 2009 national
elections, the liberals won 6 seats in the parliamnet.

In summary, it is inevitable that opinion leaders such as politicians, parliament members and
activitsts need to be part of social media and interact with the public, and many of them already
are but what is equally important is to study their behavior. There are several approaches to
examine opinion leaders’ social media use and framing their messages can be a significant way.
Nevertheless, the analysis show that parliamnet members in Kuwait belong to diverse political
parties and groups, therefore the study will focus on the differences of framing social media usage
among MPs political groups.
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Framin Theory

Over the years scholars have developed a body of research on framing and framing effects
(Sametko & Valkenburg, 2000 & Druckman, 2001). Despite the numerous amount of research that
examines framing and its effects, there is no single definition of framing but many that have been
developed include the same characteristics (Sametko & Valkenburg, 2000). Neuman et al., (1992)
defined framing as the conceptual tools individuals and media rely on to interpret and evaluate
information (Sametko & Valkenburg, 2000). Those frames help individuals locate, perceive and
identify the information around them (Goffman, 1974). Sametko & Valkenburg (2000) argue that
there are two possible approaches to content analyze frames in the news: inductive and deductive.
The inductive way often involves small samples as it analyzes news stories with loosely defined
preconceptions of some frames and attempts to reveal an array of possible frames that may exist.
On the other hand, the deductive approach involves predefining certain frames and verify the
extent of their occurrence in the news. This approach makes it necessary to have a clear idea of
the kind of frames that may appear to avoid over looking certain frames that have not been
predefined (Sametko & Valkenburg, 2000).

The literature has identified many frames that exist in the media which usually measures the
existence of certain frames in the news such as conflict frame, economic consequences frame and
morality frame (Valkenburg & Sametko, 2000). This study does not attempt to analyze the news
media per se but social media messages of parliament members to study their leadership behavior.
Therefore, this study provides an extension of the research of Bolman and Deal’s (1984,1991) by
investigating the occurence of the different frames of leadership in parliament members’ Twitter
messages. Leadership research started in the early twentieth century with research that focused on
the personal characteristics of leaders. Research on personal characteristics of leaders initiated
trait theory which suggests that leaders have specific traits that differentiat them form their
followers (Mossers & Walls, 2002). Stodgill’s research on leaders’ behaviors rather than their
characteristics have shifted the emphasis of leadership reaserch. The behavior approach was
concerend with leaders behavior that is capable of being changed (Mossers & Walls, 2002). In the
late 1970s, the transformational leadership approach was initiated that is based on personal values
and beliefs. Furthermore, transformational leaders define the need for change, create a vision,
inspire and unite their followers to follow that vision. Mossers & Walls (2002) argue that Bolman
and Deal’s development of the leadership frames in the 1980s was the most useful typology to
examine and study leadership.

Bolman and Deal’s leadership frames notes that leaders view experiences according to different
leadership styles and frames (Sasnett & Ross, 2007). In addition, scholars argue that Bolman and
Deal’s theory (1984) is a synthesis of existing research on leadership which categorizes
leadership into ‘frames’ that are considered to be windows on the world (Sasnett & Ross, 2007 &
Mossers & Walls, 2002). The theory consists of four frames: structural, human resource, political
and symbolic. Each frame provides a specific version of leadership styles and techniques.
Structural leaders define clear goals and assign specific roles while the human resource frame
focuses on needs of people and value people’s feelings and relationships. The political frame
focuses on competition among different constitunecies for scarce resources. Lastly, the symbolic
frame provide sense of mission and identity and leaders on that frame focus on enthusiasm,
culture, and charisma (Bolman & Deal, 1991).

Scholars such as Mossers & Walls (2002) argue that research on framing leadership practices has
been conducted to examine how leaders use leadership frames by focusing on whether they
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demonstrate behaviors described in each frame. The literature on Bolman and Deal’s leadership
frames afford us to apply a deductive approach to examine the prevalence of frames in the
Kuwaiti parliament members’ Twitter messages. Although there is a body of literature on Bolman
and Deal’s leadership frames, the frames have been mostly used to assess organizational leaders
(Mossers & Walls, 2002; Sasnett & Ross, 2007; Bolman & Deal, 1984, 1991, 1997). Therefore,
this study will investigate the four leadership frames by Bolman and Deal (1984) with some
modification in the operationalization definition of each frame for them to be more relevent to
asses political leaders. Structural frame. This frame emphasizes on effeciency and effectiveness.
Structural leaders define clear goals, assign specific roles for their followers and supporters. This
frame of leadership tries to coordinate internal process with external environment and coordinate
specific activities with policies and procedures (Sassnet &Ross, 2007). Other research has also
observed that critical analysis of issues and events was highly valued in the structural frame
(Bolman & Deal, 1991). Zolner (2010) found that in structural frames, leaders frame problems in
a way that they orginate from inappropriate structures and can be resolved through reorganization
and restructuring.

Human resource frame. The human resource frame focuses on needs of people. Leaders within
this frame value feelings and relationships of people. This frame of leadership strives for a good
relationship within the work environment (parliament). Sassnet &Ross (2007) observe that human
resource frame is based on meeting the needs of the people through empowerment. Moreover,
human resource leaders attempt to be responsive to people’s needs to gain loyalty. This frame
emphasizes on support and empower people through participation( Bolman & Deal, 1991).
Political Frame. Political frame is built on negotiation. Political leaders advocate and build their
power bases through networking. In this frame, it is evident that leaders recognize the diversity of
individuals, interests and compete for scarce resources (Sassnet &Ross, 2007). The political
leader understands conflict and can deal with the different agendas interest groups may have. In
addition, political frame usually consists of reasonable compromises for negotiaitions and
conflict. Symbolic Frame. The symbolic frame emphasizes meaning, symbols and culture.
Symbolic leaders value the subjective and achieve thier goals through interpretative rituals.These
leaders rely on traditions and values. Zolner (2010) observed that the symbolic farme assumes
that humans will create and use meaning to clarify confusion and predict mystery. In addition,
leaders working in this frame instill enthusiasim and drama to their followers (Sassnet
&R0ss,2007; Bolman & Deal, 1991).

3. PURPOSE OF THE STUDY

The purpose of this study is to examine the utilization of leadership frames in Kuwaiti members
of parliament’s Twitter messages, and to examine differences between the various political
groups (Islamists, populists party, liberals, and independents). With these goals in mind, the
following research questions were devised:

RQ1: What is the most commonly used leadership frame (structural, symbolic, human resource,
or political) by Kuwaiti parliament members?

RQ2: Does the use of structural, symbolic, human resources and political leadership frames vary
by political group?

A second aim of this study is to compare the use of leadership frames in Kuwaiti parliament
members’ Twitter messages and different topics or issues that they commonly Tweet about
(political issues, for example, or social), and to consider the implications of the type of messages
they post. The third research question is:
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RQ3: Does the use of structural, symbolic, human resources, and political leadership frames by
parliament members vary by topic?
4. METHODS

This study proceeded from a quantitative contetnt analysis of the leadership frames used in
Kuwaiti MPs Twitter messages from June 15, 2011 to November 15, 2011 using a systematic
random sampling method. This period was picked as it covers the period when most MPs joined
Twitter and became active users. There are 26 parliament members on Twitter as of November
15, 2011, 52% of the total population of parliament members in Kuwait, yet some have
established their accounts and never posted a single message. Therefore, it was important to
identify active MPs first. There is no single definition of active Twitter user, according to
Barracuda Labs, an active twitter user is someone who has at least 10 followers, follows at least
10 people and has tweeted 10 times(Leggatt, 2010). Moreover, Twitter’s product lead manager
asserts that his team identify active users when users follow 30 accounts and when one-third of
the people they follow also follow them back (Carlson, 2011). On the other hand, according to
Twitter CEO Dick Cotolo, an active user of Twitter is anyone who logs into Twitter at least once
a month (Ogg, 2011). The multiple definitions of active users on Twitter, allow us to pick the best
definition that fits our research agenda, therefore, Barracuda Labs’ definition will be applied
where users are considered active when they have 10 followers, follow 10 accounts and tweeted
10 times (Leggatt, 2010). This definition qualifies with the research purspose as it takes into
consideration the message activity unlike other definitions that focus on the number of followers.
After applying Barracuda Labs’ definition of active users on Kuwaiti MPs, only 15 out of the 26
membrs were qualified as active users. Since the research focuses on members’ political groups,
the 15 members are not eqaully distributed between the political groups i.e. there are only two
liberal members that fit into the criterea of active users while there are more Islamic memebrs.
Therefore, the decision has been made to pick the top two members from the four political groups
(populists’s party, Islamists, liberals, and independents) who fit into the active user category and
have the top activity (measured by number of messages). Members of parliament’s political
orientation was identified by Kuwait Politics Database (Herb, 2009).  After the top two MPs of
each political group (Islamists, populists’s party, liberals, independents) has been identified from
each political group based on their Twitter account activity and Barcuda Labs’ definition of active
users, a systematic random samplying of their messages has been applied from June 15, 2011 to
November 15, 2011. The main purpose was to generate a systematic random sample of 25% of
every parliament member total messages for the research period. The purpose of the study is to
examine MPs’ messages and leadership behavior, therefore only initial posts by MPs were
included in the analysis. This means that any message that was sent as a reply to someone else’s
message was not included, in addition to forwarded messages (Retweets) that are not written by
the MP were excluded as well. This was identified in advance as a basis for selecting the
sampling population of messages because the research was concerned with initial messages and
statements not discussions. A full 278 MPs Twitter messages met these criteria and were
therefore used in the framing analysis. After retrieving MPs messages, a content analysis was
applied to study the topics of their Tweets, examine the most prominant topic and the differences
between members. Selected messages were coded for the main topics: politics, economics,
social, religion, and international affairs. Messages were coded for their type (a) news release or a
comment about the current issues and events (b) statement, thoughts or random ideas (c) quote by
a different author (d) use of multimedia such as pictures of videos. Each of these types were
coded (1) yes or (0) no.

Framing Measure
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To measure the extent to which certain frames appear in messages, a series of 16 questions were
developed to which the coder answered yes (1) or no (0). Each question was meant to measure
one of the four frames: structural, human interest, political, symbolic. These were questions such
as “Does the message contain any quotes from the Quraan?” (symbolic), “Does the message
suggest that the leader is assigning any roles for his followers?’’ (structural), “Does the message
message contain any conflict?” (political), and “ Is there any use of supportive words by the
message sender?” (human resources).

Intercoder Reliability

The intercoder reliability conducted on a subsample of 15% of the Twitter messages showed a
91% reliability based on Holsti’s (1969) formula.

5. FINDINGS

This study consisted of Twitter messages’ content analysis of eight parliament members, two
from each political group. A total of 278 Twitter messages were collected and analyzed to
determine the most frequent leadership frame used. The sample constituted of: two Islamists
parliament members’ messages 37.4%, two independent 7.9%, two liberal members 29.9%, and
two members from the populist party 24.8% of the total population of analyzed Twitter
messages(See Table 1 for more details). Findings show that 61.5% of Islamist members’
messages were statements, 9.6% were quotes, while 16.3% of Islamist members’ messages were
in the form of press releases. Moreover, 15.4% of Islamists’ messages included multimedia and
graphics. On the other hand, 73.5% of liberal parliament members’ messages were statements,
16.9% were press releases, and only 3.6% of their messages included multimedia. Independent
parliament members’ messages were mostly statements (81.8%), with only 18.2% press releases
and there found to be no use of multimedia in their messages. Similarly, there found to be no use
of multimedia among populist party members, while 62.3% of their messages were statements,
30.4% found to be press releases.

Use of Frames by Different Political Groups

The first research question asked about the most commonly used leadership frame among the
different parliament members in their Twitter messages. To investigate whether the use of frames
varied, a simple frequency test of the 16 questions was conducted over the total population. The
frequency test yielded many findings, and indicated that, overall, the structural leadership frame
was the most frequently used frame across the sample (n=235). The second most common used
frame by parliament members was the political frame (n=168), followed by symbolic frame
(n=125), and human resource frame (n=107) respectively. To answer the second research
question which asked whether the use of leadership frames varied among (Islamists, independent,
liberal and populist party) political groups, a frequency analysis of the prevalence of frames
among each political group was conducted. Table 2 shows the most used leadership frame by the
Islamist political parliament members was the structural frame (n=88), followed by the symbolic
frame (n=65), and the political frame came third (n=60). On the other hand, the independent
political group most used frame on Twitter was the political frame (n=18), followed by the
structural frame (n=16) and the symbolic frame came on the third place. On contrast, the liberal
political group and the populist party both employed the structural frame the most. The liberal
group used the structural frame the most in their Twitter messages (n=68), followed by the
political frame (n=62), and their use of the human resource frame came third (n=47). On a similar
note, the structural frame was the most utilized frame by the populist party members (n=63),
followed by the human resource frame (n=38), while their use of political frame came on the third
place (n=28). The third research question asked whether there was any differences in the use of
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frames with specific topic (religion, politics, international affairs, social, economics). As
mentioned earlier, the research included initial messages by parliament members and coded the
message for its leadership frames and the most prominent topic. Two topics-politics and social-
emerged as the most prominent in the parliament members messages during the six month period
of the study. Of the entire sample, approximately 62.9% of the messages were politically oriented
and about 19.8% focused on social issues. International affairs and economical issues generated
3.2% each. While religious issues generated 9.4% of the total topics. To answer the research
question, again a frequency analysis was conducted to generate the total number of times each
frame was used with the topic. The frequency analysis conducted yielded significant findings.
Table 3 shows, social topics were mostly framed in terms of symbolic frame and was
significantly correlated r( 3)=.000, p<0.001. Political topics occurred more often in the structural
frame and showed a significant correlation r(3)=.00, p<0.001. Moreover, Religious topics were
often framed in terms of symbolic framing and were significantly correlated r(3)=.000, p<0.001.

6. DISCUSSION

The study’s first aim was to assess the differences in the use of leadership frames among Kuwaiti
parliament members’ political groups. To do this, 16 framing questions were empirically used to
assess the most four common leadership frames discusses in the various literature. The study
examined the prevalence of symbolic, structural, political, and human resource frames in
parliament members and political groups Twitter messages over a period of six months. Over all,
the most common frames were, in order of predominance, structural, political, symbolic, and
human resource. The structural frame is usually associated with the notion of bureaucracy and
power, and depends on the rationality that any problem can be solved by any group if it is
organized into an appropriate structure and divided into manageable units. The coding for this
variable was done in such a way that a high score meant that the MP had well organized structural
leadership style. Structural leadership frame entails that the parliament member strives to
accomplish established goals, coordinates and control to achieve objectives and implement
strategies to fit particular circumstances.

Results showed, therefore, that among Islamist, liberal and populist party groups, structural frame
was the most common used frame. The predominance of the structural frame in the three political
groups’ messages suggests the importance and potential influence of their messages in the social
media sphere. In Kuwait, where 24% of social media content was found to be political, MPs are
expected to provide their goals, objectives, strategies, and provide answers to political problems
to their followers. Although political leadership frame was found the second most dominant
among parliament members’ messages, it was the most prevalent frame by the independent group
only and the second most prevalent frame among liberal group’s Twitter messages. As suggested
in the literature, the political frame assumes a continuing competition, focuses on conflict and
negotiation, and emphasizes individual and group interest. The independent group members don’t
belong to any political ideology or political parties, and rather act upon their own political
agendas. Therefore, they tended to use Twitter messages as a tool to defend their views, actions
and voting. Political frame was the was prominent frame among independent parliament members
as they act independently and don’t have the support of political parties for their actions and
voting in the assembly, therefore they need to justify their positions to the public as this frame
suggests that leaders advocate and negotiate their views with their followers (Comwings et al.,
1996). In addition, this frame entails interest in interest groups and understanding of diversity
which independent group members may use as a strategy to gain additional support from those
groups (Mosser &Walls, 2002). Since independent group members act independently in which
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they don’t belong to organizations or political blocs, it is inevitable to show interest in diversity
and interest groups to gain additional popularity among those groups. The study also showed that
the political frame occurred as the second most common frame among the liberal group. As
discusses in the literature, liberal group’s main objectives include respect for human rights, social
justice and interest in political developments. Therefore, the political frame was especially
evident in liberal group’s messages as it meets their objectives and their audiences'
expectations.The study revealed that the symbolic frame was the second most commonly used
frame by the Islamist group. The predominance of the symbolic frame in the Islamists group’s
can be explained by the Islamist group’s aspiration and purpose. The symbolic frame entails that
members use symbols and culture to provide a shared sense of mission and identity (Comwings et
al., 1996). The questions to answer this variable were mainly about the use of religious quotes,
culture, and human values and traditions. Therefore, as explained in the literature, Islamist
members are concerned with social and cultural issues and this frame is based on things
embedded in the culture such as Sharia law, religious values, or quotes from the Qura’an.
Although the most common used frame by the populist party was the structural frame, the human
resource frame ranked second. The populist party encourages labour unions and organizations and
represents unions’ needs in the assembly, therefore the human resource frame resembles these
objectives as the frame includes being responsive to people's needs as well as people’s
empowerment.

In addition, the human resource frame was ranked third among the liberal group framing. As the
human resource frame focuses on human needs and value feelings and relationships through
facilitation and empowerment (Mosser &Walls, 2002).The aptness for liberal members to
empower their followers and encourage political participation is inevitable as they believe in
building a civil society and achieve democracy. The final aim of this study was to investigate
whether the prevalence of frames in MPs messages varied by topic. There has been a trend in the
use of the four leadership frames-human resource, politics, structural, and the symbolic-as they
were associated with the general topic of the message. In general, political issues were especially
evident in the structural frame messages. This may be due to the finding that the structural frame
is concerned with issues of leaders’ strategies, goals and objectives. MPs strategies and goals are
usually intersected with political issues such as laws, policies, corruption, the constitution and
new regulations. The social frame was mostly associated with the symbolic frame which may be
explained by the nature of the frame that focuses on traditions and human values. Moreover,
religious issues were mostly found in the symbolic frame and that makes sense as the frame
focuses on religious quotes, values and traditions which are usually issues related to religion.To
conclude, parliament members in Kuwait utilize social media to interact, build their social capital
and gain public acceptance using various leadership frames such as symbolic, structural, political,
and human resource frame. Yet, the most dominant frame used by Kuwaiti parliament members
in Twitter was the structural frame that suggests that leaders set direction, strategy, causes and
effect, and hold people accountable. The way parliament members frame their messages in
Twitter and the differences in leadership framing among political groups that this study prevailed
can have important implications for public understanding and evaluation of political actors,
political parties, and social media literacy. For further research, it is important to identify further
characteristics that may be qualified for testing each frame on a political context as Bolman &
Deal’s leadership frames focuses on organizational leaders.
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Appendix A
TABLE 1

Frequency of Twitter Messages Among Sample for the Period of Analysis*

Parliament Member Name Political Group Total Number of Tweets for the |Total Number of Analyzed Tweets
Total Period (25% of population)

Dr. Aseel Alawadhi Liberal 212 53
Saleh Almulla Liberal 128 32
Dr.Waleed Altabtabie Islamist 244 61
Dr.Faisal Almuslim Islamist 172 43
Ahmed Alsadoun Populist Party 188 47
Ali Aldaghbasy Populist Party 88 22
Marzough Alghanim Independent 44 11
Shaieb Almwezry Independent 44 11

*The period of analysis ran from June 15, 2011 to November 15, 2011

TABLE 2

Frequency of Frames (Ranks) Among Parliament Members’ Political Groups

Symbolic Frame Structural Frame Political Frame Human Resource Frame
Islamist Group 65(2) 83(1) 60(3) 19(4)
Independent Group 5(3) 16(2) 18(1) 3(4)
Liberal Group 34(4) 68(1) 62(2) 47(3)
Populist Party 21(4) 63(1) 28(3) 38(2)
Total 125(3) 235(1) 168(2) 107(4)
TABLE 3
Issue-Frame Relationship (in numbers)
Issues Symbolic Frame Structural Frame Political Frame Human Resource Total
Frame
Social 58(52)** 17(15.3)** 8(7.2)** 28(25.2)* 111(100)
Politics 14(3.4)** 196(47.8)** 139(33.9)** 61(14.8) 410(100)
Religion 45(54.2)%* 1(1.2)** 1(1.2)** 36(43.3) 83(100)
International Affairs 1(6.2) 4(25) 8(50) 3(18.7) 16(100)
Economics 7(12.2) 17(29.8) 12(21) 21(36.8) 57(100)
Notes: Values in parentheses represent percentages.
Values with * were significant at least at p<.05.
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ZAMANSIZ BIR GORSEL KULTUR URUNU OLARAK
KAYBEDENLER KULUBU
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ABSTRACT

The movie Kaybedenler Kuliibii can be seen as an ordinary period film. Although the film
takes place in the mid 1990's, it often has no periodic indicator or any expression pertaining to
the period. Here, it is possible to say that the film has no borders between time and space.
Although the events in the film take place in the 1990's, the audience, not having any idea
about the film’s subject or the characters, can easily think that the events occur today due to
the visual structure of the film. This choice may be considered as a tribute to the past, or can
also be seen as an effort to bring the past forth into the present; to revive the past. Precisely
within the framework of the unnoticed efforts, the real characters have began began to make
the same program again, but not surprisingly, it does not meet sufficient interest. Because it is
obvious that, the radio program is a periodic product. The said effort to revive the book of
Baudrillard and Simulation Simulakrlar Ramses finds an optimistic reflection within the text
entitled The Story of the Resurrection. After its removal from the tomb, the mummy of
Ramses II decays throwing the researchers into great despair. Furthermore, the film does not
establish the basis and conjuncture of radio programs' being popular in the 1990's and
completely degrades itself into a product of “visual culture”. Usage of different framing to
divide the screen and excessive usage of music to support the film results in its being solely
consisting of form. In the film, it is possible to see neither the answer to the question “Why
are these people losers?”, nor the connection between being a loser and the 1990's. Instead,
Kaybedenler Kuliibii builds its world upon the solitude of the characters and the discourse of
the conservative world of men's fraternity.

Keywords: Tolga Ornek, Man, 1990’s, Radio
1. GIRIS: Tolga Ornek ve Kaybedenler Kuliibii

Tolga Ornek sinema hayatina Atatiirk (1998) belgesiyle baslar. Onu iinlii yapansa Hititler
(2003) belgeseldir. Ardindan Gelibolu (2005) ve donem sinemasina gec¢is yaptigi Devrim
Arabalar1 (2008) gelir. Ornek, 2011 yilinda Kaybedenler Kuliibii ve Labirent filmlerini
yonetir. Devrim Arabalari, 27 Mayis 1960 darbesinden bir yil sonra, 16 Haziran 1961°de
Cemal Giirsel’in Tarim1 da 1slah edecegiz; ancak ot satmakla neticeye varmak kabil degildir.
Bir vapur dolusu pamuk karsiligi yedi-sekiz otobiis alabiliyoruz. Bir vapur pamugun ne
emeklerle meydana geldigini takdir edersiniz. Bu cihetle sanayi de lazimdir sozleriyle 29
Ekim 1961°e dek yapilmasi talimatint verdigi ilk Tiirk mali otomobil Devrim’in hikayesidir.
Devrim’i dort ayda yapmasi i¢in gorevlendirilen ekip temel olarak TCDD’de gorevli 23
mithendisten olusur. Proje kapsaminda TCDD'nin Eskisehir Cer Atdlyesi merkez segilir,
Ankara, Sivas ve Adapazari'ndaki TCDD fabrikalar1 da gorevlendirilir. Proje Ulastirma
Bakani Orhan Mersinli tarafindan Yiik. Mith Emin Bozoglu'na verilir, Bozoglu asker
kokenlidir ayn1 zamanda Sitki Ulay Pasa'nin akrabasidir'. Projenin sonunda dért motor ii¢ de
otomobil iiretilir ancak TBMM’nin 6niinde Cemal Giirsel’in binmek istedigi siyah Devrim’in
benzini yetmez ve yolda kalir. Giirsel, yola krem rengi Devrim’le devam etse de bu durum
projenin sonunu getirir. Arabalar preslenir geriye kalan tek Devrim, Eskisehir’de
sergilenmektedir ve hala c¢alisir durumdadir.

1 http://tr.wikipedia.org/wiki/Devrim_(otomobil)
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Tolga Ornek’in s6z konusu hikayeyi yorumlama bigimine gececek olursak, her seyden evvel
filmde projenin teslim edildigi kisinin de bir asker oldugu filmsel siirecin disinda birakilir.
Ornek filme, ekibin en geng iiyesi olan Necip’in (Kemalettin Vardar®) kirk bir sene sonra
Devrim’i ziyaret etmesiyle baslar. Altmis bes yasindaki Necip Bey’in goziinden gegmis
anlatilir ve filmin sonunda Necip Bey, Devrim’in direksiyonuna oturur ve yola koyulur.
Ornek, Kirk bir y1l 6nce yolda kalan Devrim’in bugiin yiiriidiigiinii, yola koyuldugunu soyler.
Ornek’in filminde projenin aleyhinde ¢alisan iki kotii karakteri vardir, Cemal Giirsel’in
danisman1 Sami Bey ve gazeteci. Ornek’in diisiincelerini filmin bas karakteri, ekibin basi
Giindiiz Bey; O devrime ses edemeyenler bu devrimden vurmaya ¢alistyorlar ciimlesiyle dile
getirir. Dolaysi ile 27 Mayis darbesini devrim olarak yorumlayan Ornek’e gére, devrimin her
zaman i¢ diismanlar1 vardir, “Devrim” 1961 yilinda yolda kalsa da bugiin kaldigi yerden
yoluna devam edecektir. Ornek, bugiine dair goriislerini (Kaybedenler Kuliibii’'nde oldugu
gibi) Devrim Arabalari’nda da ge¢mis iizerinden dile getirmektedir.

Kaybedenler Kuliibli, 1993 yilinda Kent Fm’de tanisarak 1996- 2001 yillar1 arasinda
Kaybedenler Kuliibii adli programi birlikte sunan Kaan Caydamli ve Mete Avunduk’u
anlatir. Kaybedenler Kuliibii Filmin Oykiisii adli kitapta, Kaan otuz bes, Mete ise otuz-
otuzbes yaslarinda tanimlanir’. Bu baglamda, Kaan 1961, Mete ise 1966-65 dogumludur.
Kaan Caydamli ayn1 radyoda Gece Fanzini ve Kitapsiz adinda iki program yapmakta, Mete
Avunduk ise radyoyu yonetmektedir ve Asir1 Doz isimli programi yapmaktadir®. Kaan
Caydamli ismini Ismet Ozel’in bir siirinden alan 6:45 yayinlarinin sahibidir. Basta Beat
kitaplar1 olmak iizere Ali Simsek’e gore anarko-liberter hatta ‘sehrin kétii ¢ocuklari’na dénik’
kitaplar yaymlamaktadir. Film, Devrim Arabalari’nda oldugu gibi kadinlardan soyutlanmis,
hayata dair en 6nemli iiretimlerini ve ideallerini birlikte ortaya koyan bir erkek grubunu
anlatir. Bu baglamda kadinlari, s6z konusu romantize edilmis erkek diinyasinin karsisinda
konumlamak adina filmdeki en temel degisiklik, radyonun yoneticisinin Mete Avunduk degil
Asli olmasidir. Bir ydnetici olarak Asli, kar etmenin pesinde olusuyla, tipki diger kadin
karakterler gibi Kaan ve Mete’nin ozgirliigiinii, bireyselligini tehdit eder; Biraz daha
yumusatin sohbetleri. Programin da sizin de oniiniiz agik. Kagirmayin bu firsati. Gelin su isi
profesyonellestirelim, program basina size telif verelim siz de rahat edin ben de. Filmde
kadinlar1 erkek mutluluguna bir tehdit olarak sunan sdylemine katkida bulunan ikinci unsur
da, Kaan’in gerg¢ek hayatta sahip ¢iktigi ve evlilikle biten iligkisinin filmde kadin tarafindan
terk edilme olarak yer almasidir.

Kaybedenler Kuliibii de Devrim Arabalari gibi bir donem filmidir ancak filmde 1990’11 yillar1
tarif edecek bir gorsellige basvurulmadigr gibi 1990’lar filmin 6ykiisiinde de yer almaz.
Filmin s6z konusu dénemde gegtigini bir iki sahnede goriinen bilgisayarlardan ya da Kaan’in
yaymladig1 kitaplardan anlamak igin 6zel bir dikkat sarf etmek gerekir. Tolga Ornek’in,
Kaybedenler Kuliibii’'nde ge¢mis iizerinden séylemeye ¢alistiklari, gegmisi adeta bugiin gibi
sunmasindaki ¢aba da 27 Mayis darbesinin sdylemini yansitan Devrim Arabalari’yla
iliskilidir;

Kaan- Gegenlerde Cuma’ya gittim

Mete- Ne zaman

Kaan- Sali. Ben Salilar1 gidiyorum daha sakin oluyor

(..)

Mete- Iyi geceler sayin dinleyen. Miibarek Christmas bayramimiz kutlu olsun

Kaan- Hadi eyvallah. Allah Bismillah

Dinleyen- Ne konustugunuza dikkat edin, efendi olun (...) Insanlarin dinini adetlerini
agziniza sakiz yapmayin. Haddinizi bilin yoksa bildirecegiz.

2 http://hurarsiv.hurriyet.com.tr/goster/ShowNew.aspx?id=10417819

3 Kaybedenler Kuliibii Altikirkbes Yayin 2011 Istanbul sf 70

4 Kaybedenler Kuliibli’'niin Gergek Kahramanlari Konustu: Desifre Edilmeye Tamam Dedik
http://www.medyatava.com/haber.asp?id=79067

5 Ali Simsek Sakin Kazananlar Kuliibti Olmasin ? 29 Mart 2011 Birgiin
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Devrim Arabalari’nin sonunda, kaldigi yerden yoluna devam eden “Devrim” bu kez
Kaybedenler Kuliibii’ne adini1 veren radyo programinda karsimiza ¢ikar. Araba da radyo
programi da idealist bir grup erkegin {iretimiyse eger, otomobilin igerdigi simgesel anlami
radyo programinin siirdiirdiigiinii, hatta iki erkek grubunun ayni ruh halini (Giindiiz Bey’in
Recep Usta’nin zor adam olusunu ve sicili bozuklugunu destekleyen iyi biz de Oyleyiz
cimlesi ve kaybedenlik birbirine ¢ok da uzak diismez) paylastigini sdylemek miimkiin.

2.1990°’LARIN SiYASAL VE KULTUREL GORUNUMUNE KISA BiR BAKIS

Bilindigi tizere, 12 Eyliil darbesi 24 Ocak’ta karara baglanan ekonomik istikrar paketinin
hayata gegebilmesi igin gerekli istikrar ortamini yaratmak amaciyla yapilmistir. 80’11 yillarda
iktidar olan ANAP, Hasan Biilent Kahraman’in ifadesiyle, bir toplumun depolitizasyon
siirecinde ortaya ¢ikmis, toplumun politik birikimini ve bilincini yok etmeyi kendisine amag
olarak se¢mis bir partidir(...)Hem toplumu depolitize etmek, boylece bireyin politik bilincini
torpillemek c¢abasiyla hem de sag tabani eclinde tutma ozlemiyle ANAP daha kurulus
asamasinda dort egilimi birlestiren, neredeyse partiler {isti, daha dogru bir deyisle politika
{istii bir siyasal kimlik kazanmaya ¢alismistir ve bunu da basarmustir®. 24 Ocak kararlarinin
uzun vadede sonuglari, licretlerin diismesi ancak yabanci tiiketim mallarinin ithalati ve ihracat
gelirlerinin oldukga artmasi olur.

Fak-Fuk fon gibi uygulamalarla yoksul kesimin sinif bilinci kazanmadan ve calismadan
sorunlarinin ¢oziimiine ¢aligilir. Artik herkes hisse senedinden, tahvilden, yatirim fonundan ve
dovizden anlamaktadir. Kolay para kazanma ve kuralina gore oynayip sinif atlama 6nem
kazanir. Tiiketim mallarinin siirekli artmasi ve g¢esitlenmesi halkin alim giicliyle tezat
olustursa da insanlar i¢in umutsuzluk kaynagi olmaktan g¢ikmistir ¢iinkii devir kolay para
kazanma devridir. 1980’1i yillarin sonunda enflasyon 1980 Oncesi seviyesine doner, boylece
halkin satin alma giiciinde azalma olur. 1980°li yillarin sonlar1 ayni zamanda biiyiik bir grev
dalgasinin da baslangicina isaret eder. Ozal, Evren’in Cumhurbaskanlig1 siiresi, dolunca 1989
yilinda Cumhurbaskani segilir. 1991 secimlerinde ANAP iktidar1 sona erer. Koalisyon
hiikiimetleri donemi baslar.

1990’11 yillar toplumsal hafizada en ¢ok koalisyon hiikiimetleri, ¢ogunlukla gazetecilerden
olusan faili mechul cinayetler ve “irtica” korkusuyla yer etmistir. Muammer Aksoy (1990),
Cetin Emeg (1990), Bahriye Ugok (1990) suikastlar1 ile baslayan siirete; Ugur Mumcu ve
Esref Bitlis 1993, Metin Goktepe 1996 yilinda oldiiriiliir, Sivas katliami1 1993, Susurluk
Kazasi 1996’da yasanir, post-modern darbe olarak anilan 28 Subat kararlar1 1997 yilinda
almir, Ahmet Taner Kislali 1999 yilinda oldiiriiliir. 1994 yerel segimlerinin, galibi Refah
Partisi’dir. Refah Partisi, Aralik 1995 genel se¢imlerinden birinci parti olarak ¢ikar. RP ile
DYP arasinda kurulan 54. hiikiimet 1996 yilinda giivenoyu alsa da kisa bir siire sonra 28
Subat 1997 tarihli MGK Toplantisi'nin ardindan hiikiimeti kurma goérevi ANAP genel baskani
Mesut Yilmaz'a verilir. Bilindigi tizere 28 Subat 1997 tarihli MGK Toplantisi'nda alinan
kararlar icin postmodern darbe yorumu yapilmustir’. 1997'de sekiz yillik kesintisiz egitim
kanunu kabul edilir ve Imam Hatip Liseleri’yle Meslek Liselerinin ortaokul béliimleri
kapatilir. 1998 yilinda ise eski RP'li istanbul Biiyiiksehir belediye baskan1 Recep Tayyip
Erdogan'in belediye bagkanligi diisiiriiliir. 1990°larda ekonomiye baktigimizda, ulusal servetin
arttig1 ancak servet dagiliminin sanayiciler lehine degil, isadamlar1 lehine oldugu karsimiza
¢ikar. Yani, Tiirkiye heniiz milli burjuvazisini olusturamamastir.

1990’lar, tiim toplumsal ekonomik gelismelerin kiiresellesme kavramiyla agiklanmaya
caligildig1 bir siirectir. Farkli haber kaynaklarima ulagsmanin miimkiin olmasi1 Tiirkiye’nin
zihinsel anlamda diinyaya a¢ilmasinda énemli bir ilk adimdir. 1990’larda radyo ve televizyon

® Hasan Biilent Kahraman Sag Tiirkiye ve Partileri Imge 1999 Ankara ss178,179
7 http://tr.wikipedia.org/wiki/28 %C5%9Eubat_S%C3%BCreci ve http://tr.wikipedia.org/wiki/Post-modern_darbe
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yayinciligmin o6zellesmesi, Tiirkiye’nin kiiresellesmeye entegre olmasinda etkilidir. Mayis
1990’da yayina baslayan ilk 6zel kanal Magic Box Star 1 ve Agustos 1990°da gergeklesen
Korfez Savasi’nin batida oldugu gibi Tiirkiye’de de canli yayinla izlenir. Baudrillard’c1 bakis
acistyla®, savasin aksam yemegi yenirken izlenebilen ve reklam arasi verilebilen, siradanlasan
bir gorsel 6ge haline gelmesi kuskusuz kiiresellesmeye atilan adimin gostergesidir.

Cihan Demirci 23 Mayis 2004 tarihli Kayip Kusaktan Kayik Kusaga baslikli yazisinda Prof.
Dr. Ibrahim Armagan’m, 1979, 1997 ve 2001 yillarinda gerceklestirdigi arastirmasinin
sonuglarini aktarir’. S6z konusu arastirmanin sonuglari Tiirkiye gencliginin 1979-2001 yillar:
arasinda, toplumsal degisime paralel olarak kisisel degerler sisteminin degisimini yansitir
niteliktedir. Buna gore, 1979 yilinda izmir'de iki bin alt1 yiiz civarinda geng iizerinde yapilan
arastirmada genglerden, mutluluk agisindan kendileri igin 6nemli olan olgulari siralamalari
istenir. Mutlulugun ilk sart1 sevgi olarak belirtilirken, ardindan 6zgiirliik, meslek-is, egitim,
aile, saglik ve son sirada para yerini almistir. On sekiz yil sonra, 1997 yilinda tekrarlanan
arastirmada mutluluk i¢in ilk ii¢ sirada para- zenginlik, sevgi, meslek-is gelirken, 6zgiirliik
son siraya diismistiir. 2000-2001 yilinda yapilan son arastirmada ise 1997'deki siralama
tekrar etmistir. 2000 yilinin gengliginin yiizde 27'si hi¢ kitap okumadigini belirtirken, bos
zamanlarin degerlendirilmesinde ilk sirada miizik yer almistir. Gok¢e Aytulu’nun belirttigi
gibi 1990’lar acisiz arabeskin tahtini, pop miizige devretmesiyle garip bir kusagin ortaya
¢ikmasina aract olmustur'’. Hem pop, hem rock miizigin hem de “gurbetci sarkici” akiminin
gelistigi bir siirectir 1990°1ar.

3. RADYO VE 1990°LI YILLAR TURKIYE’SINDE RADYO YAYINCILIGI

Tugrul Eryilmaz Radyo ve Radyoculuk adli derlemeye yazdig1 boliimde; radyonun gengligini
1970°1i yillarin dncesinde yasamis kusak i¢in cok 6nemli oldugunu sdyler''. Radyo sinemaya
gitmeye lisenenlerin tek eglence kaynagi ve dostudur. Uzun yillar diinyada ve Tiirkiye’de en
hizli ve giivenilir haber kaynagi olan radyo, artik giiniimiizde ¢ogunlukla bir miizik kutusu
olmaktan ibaret bir hal almistir. Agustos 1999°da yasanan depreme dair ilk haberleri hep
radyodan aldigimiza dikkat ¢eker Eryilmaz (bu noktada Kaybedenler Kuliibii’nde 1999
depremine dair tek bir s6z bile gegmedigini hatirlatmak gerekir) ve eger bilgi bizi gl¢li
kiliyorsa bu giicii bize en hizli saglayan kitle iletisim aracinin da radyo oldugunu belirtir'?.
1980’lere dogru Tiirkiye’de televizyonun egemenligi doruk noktasindayken ve radyonun
sonunun geldigi disiiniliirken, radyo 6lmedigi gibi daha da heyecan verici hale gelmistir'
Ragip Duran ise sesin bir sekilde insan tahayyiiliinde son derece 6znel, sahsi goriintiiler
yarattigina dikkat c¢eker ve kahvede mag dinlerken tipki televizyon izler gibi gozlerini
kirpmadan radyoya bakan insanlar1 6rnek verir'*. Kaybedenler Kuliibii, Duran’in sdziinii ettigi
durumu gorsellestirir. Radyoyu dinleyen insanlari izleyiciye sunarak, onlar1 izlememize neden
olur. Yonetmen, filmi izleyenleri Kaan ve Mete karakterleri ile dzdeslestirir ve onlarin
goziinden dinleyenleri gdrmemizi saglar. Boylece radyo dinleyicilerinin nasil hayali bir
cemaat olusturduguna tanik oluruz. Duran’a gore radyonun kisisel ve dogrudan tonu hayal
giictimiize seslenmesini saglar, radyonun simirlar1 yoktur, radyo dinlemek pratik ve ucuzdur®.

¥ Bu konuda bakiniz Jean Baudrillard Sessiz Yiginlarin Golgesinde ya da Toplumsalin Sonu ¢ev: Oguz Adanir
Ayrint1 Yaynlar1 1991 Istanbul. Jean Baudrillard Simiilakrlar ve Simiilasyon ¢ev: Oguz Adanir Dokuz Eyliil
Yayinlar1 1998 izmir

? Cihan Demirci Kayip Kusaktan Kayik Kusaga 23 Mayis 2004 Radikal

12 1990'lar: Suikastlar, Koalisyonlar ve Pop Furyasi 29 Aralik 2010 Radikal

1 Tugrul Eryilmaz, Radyo ve Radyoculuk, Radyo ve Radyoculuk icinde. Derleyen Sevda Alankus IPS Iletisim
Vakfi Yayinlari, 2005, sf. 87.

12 Eryilmaz, sf. 94.

13 Eryilmaz, sf. 100.

14 Ragip Duran, Bir Haber Medyasi: Olarak Radyo, Radyo ve Radyoculuk i¢inde. Derleyen Sevda Alankus IPS
Iletisim Vakfi Yayinlari, 2005, ss 114-115.

15 Duran, ss 116 - 119.
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Tirkiye’de radyo yayimciligi 1927 yilinda baslar, Kejanlioglu, Tiirkiye yayincilik tarihinde
1950’lerin partizan radyo dénemi olarak anildigini sdyler'®. Bunun sebebi 1954 yilindan sonra
DP’nin radyoyu propaganda araci olarak kullanmasidir. TRT 1964 yilinda kurulur, TRT
biinyesinde ilk TV yayini ise 1968 yilinda gergeklestirilir. 1971 yilinda TRT nin 6zerkligine
son verilir, Eyliil 1980 Kasim 1983 arasindaki siire¢ ise Kejanlioglu’na gore baskici bir askeri
yonetim doénemidir'’. 1990 baslarinda Cumhurbaskan1 Turgut Ozal’in, ABD gezisinde yaptig
bir agiklamada, yurtdisindan Tiirkge yayin yapilmasini engelleyen bir kural olmadigini, bir
kanal kiralayanin Tiirkiye’ye yayin yapabilecegini sOylemesiyle, tecimsel kuruluslarin 6ni
acilir ve 1990-1993 arasinda yasaya aykirt dénem yasamir'®. Tiirkiye nin bir¢ok yerinde 6zel
radyolar yaym hayatina baslar. Kii¢iik bir verici, bodrum katina kurulan bir stiidyo radyo
yayinini gerceklestirmek icin yeterlidir. Ancak Tiirkiye’de radyo yayina yapma hakki sadece
TRT’dedir bu nedenle 15 Nisan 1992°de tiim &zel radyolarin yaymi durdurulur. Ozel
televizyon ve radyolarin yasaklanmasina karsi agilan “Radyomu istiyorum” kampanyasiyla
arabalarin antenlerine siyah kurdeleler baglanir. Temmuz 1993°te Anayasa’mn 133.
maddesinde yapilan degisiklikle, Kejanlioglu’ndan 6grendigimize gore radyo ve televizyon
istasyonlar1 kurmak ve isletmek kanunla diizenlenecek sartlar ¢er¢evesinde serbest birakilir,
bir kamu tiizel kisiligi olarak TRT kurumunun da 6zerkligi ve yayinlarinin tarafsizligi esasi
kabul edilir'’’. Nisan 1994’te Meclis’te kabul edilen 3984 sayili Radyo ve Televizyonlarin
Kurulus ve Yayinlar1 Hakkinda Kanun, Avrupa Sinir Otesi Televizyon Soézlesmesi’ne (ASTS)
uyumlu olarak hazirlanmaya calisilmistir. Kisa bir siire sonra, Mayis 1994 tarihinde Radyo
televizyon Ust Kurulu kurulmustur. Bugiin Tiirkiye’nin dort bir yanindan farkli frekanslarda
1000’in tlizerinde yerel bolgesel ve ulusal kanal yayin yapmaktadir.

4. KAYBEDENLER KULUBU’NDE iCi BOSALTILAN DONEMSELLIK VE
CINSIYET POLITIKALARI

Kaybedenler Kluliibii’nde 1990’lar1 gérmek i¢in Kaan Caydamli’nin sézinii ettigi 6:45
yayinlar1 tarafindan basilan kitaplarin yaymlanma tarihine bakmak ya da bugiin Olympos’un
bir kagis mekani, Kadikdy’iin de ayn1 Kadikéy olmadigini, Akmar Pasaji’nin alternatif bir
mekan degil ders kitaplar1 satilan bir yer oldugunu disinmek gerekir’. En 6nemlisi
yonetmenin kendisinin, Evet, bugiin o kadar sansiirsiiz konusamazlar ¢iinkii. 90’lardan
bugiine kadar ¢ok giizel bir sekilde isletilen oto- sansiir s6z konusu (...) Hatta tehdit bile
etmeden kapida tak diye vururlar ¢ocuklari (...) Bugiin birisi miinferit bir olayla ilgili tek bir
laf edince onun hayatini, kariyerini her seyini bitiriyoruz. Hrant Dink’i 6ldiirdiik. Insanlari
hain, kalles, satilmis yapiyoruz. Tirkiye’de, sizin bir konu hakkindaki goriisiiniize
katilmazsam size insan olarak da katilmiyorum. Birlikte var olamiyoruz. Bu ¢ok tehlikeli!*'
sozlerinde ifade ettigi gibi, Kaan ve Mete’nin radyo programinda soylediklerinin bugiin
soziinii etmek miimkiin degildir. Ancak Tolga Ornek s6z konusu donemsel niteliklerin arka
planina yer vermez, 1990’lar1 gorsel anlamda destekleyici 6geler kullanmaz.

Ornek, filmin gectigi doneme dair yorumunuz ne sorusunu; 1990’lar bir kusak icin radyo
demekti, heniiz internet’in bizi ele ge¢irmedigi zamanlarda bir siginakti. Kaybedenler Kuliibii,
1990’larda radyoya onem vermis, bir programi takip ederek, onun saatini bekleyerek vakit
gecirmis herkes i¢in 6nemli bir seyi temsil ediyor. Simdilerde yalnizligini sanal aleme kusan
kusak, o zamanlar radyo dinleyerek, hatta zaman zaman radyoyu arayarak kusuyordu
yalnizligini. O yillara dair yorumum yok ki benim filmde. Kisisel olarak da yok. Yakin
donemi yorumlayabilecek kadar uzaklastigimi zannetmiyorum. 90’lar, egitimimle, sonunda

16 Beybin Kejanlioglu Tiirkiye 'de Radyo ve Televizyon Yayinciligi Siyasasi Radyo ve Radyoculuk i¢inde.
Derleyen Sevda Alankus IPS iletisim Vakfi Yayinlari, 2005, sf 154.

17 Kejanlioglu, sf 161.

18 Kejanlioglu, sf 164.

19 Kejanlioglu, sf. 166.

2 William Blake Masumiyet Sarkilari ¢ev: Selahattin Ozpalabiyiklar 6:45 Yayinlar1 1999, Theodore Sturgeon
Insandan Ote cev: Deniz Akoglu 6:45 Yayinlari, 1999.

2 Ceyda Asar, Bugiin Olsa Vururlard: Onlari 28 Mart 2011 Radikal.
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da is hayatmma girmemle gecti. Kafami kaldirip etrafa bakmadim. Filmde o doénemi
yorumlamak gibi bir endisemiz yoktu. Sadece o iki karakterle ilgilendik. Filmde tek bir
sahnede tarih gegiyor. Cep telefonu yok, bilgisayarlar eski ama koprii bugiinkii koprii. Ben,
zamansiz bir hikaye anlatmak istedim. 1990’lara bir atif degil bu film* sozleriyle yanitlayarak
1990’larin  konjonktiiriiniin filmde gormezden gelindigini bizzat ifade etmektedir. Bu
baglamda ele alindiginda Kaybedenler Kluliibii’nde, filmin ait oldugu 1990’11 yillara dair tiim
konjonktiirel sorunlarin ve déneme ait gostergelerin erkek erkege dostluk™ temasiyla ikame
edildigini iddia edecegim. Ryan ve Kellner’in belirttigi gibi, erkek dostlugu filmlerinde
kadinlar her zaman erkekler arasindaki aligverigin gostergeleri olarak belirirler. Kadinlar eril
toplumsal iktidarin temeli olan homofilik bagliligi saglamlastirma araclaridir™.

Kaan Caydamli ve Mete Avunduk’un Medyatava adli haber sitesinde yayinlanan
soylesilerinden 6grendigimiz iizere; gergek hikaye ile filmin Oykiisii arasinda 6nemli farklar
vardir ve s6z konusu farklar filmin erkek erkege dostluk temasi gergevesinde olusturulan
ideolojisine hizmet etmektedir. Girig boliimiinde belirtildigi lizere Kaan ve Mete ikilisinin
program yaptigi radyonun sahibi filmdeki gibi “hirsli” ve “paragdz” bir kadin degil Mete’dir.
Ikinci olarak, filmde son derece capkin bir karakter olarak cizilen Mete, Kaan ile aym
dénemlerde uzun siiren bir iliski yasadigini belirtmektedir. Ugiincii ve en 6nemli farksa
filmde Kaan’nin, kadin tarafindan bitirilen iliskisinin gergek hayatta evlilikle sonuglanmis
olusudur: Evlenmeye karar vermek i¢in 16 bin kilometre motora bindim. Chicago’dan San
Francisco’ya gittim. “Ben simdi bir 16 bin kilometre yapayim da evlilik diisiineyim” degil
tabii. Ama neticede bdyle bir donem oldu. Hayatimda bir kadin var, vazgegemiyorum higbir
sekilde. Bu defa filmdekinin tersi oldu aslinda. “Hayir gitme” dedim. Ama onu diyebilmek
icin ben bir gittim (...) Mete aslinda hep uzun siireli iligkileri olan, evlenmeyle ilgili ¢ekincesi
olmayan bir adam. Ama hi¢ 6teye gegmedi. Ben bunu suna bagliyorum. Hep fazla geng
kadinlarla uzun iligkiler yasadi. O kadinlarin hayatlarinin kirilma noktasi, ayrilma noktast
oldu Mete’de. Cok rahat asik olan biridir.(...) Filmde bu yansimiyor ama aslinda benim asik
oldugum donemde Mete de asik oldu. Etrafimizdaki herkesi bir anda salladik, sadece onlar
vardi. Ama uzun siirmedi® Filmin, asil dykiide degistirdigi her seyin kadinlara dair olusu,
s0ylem yaratma konusunda bilingli bir tercihtir.

Kaybedenler Kuliibii tipki Devrim Arabalar1 gibi bir erkekler klubiidiir. Kaybedenler
Kuliibii’niin erkek karakterleri Issiz Adam (Cagan Irmak 2008) filmindeki Alper’i andirirlar.
Alper nasil ki en mutlu ve en huzurlu anlarini sahip oldugu restoranda birlikte ¢alistig1 as¢iyla
paylasiyorsa ayni sekilde Kaan ve Mete de birbirlerinin ruh esidir, birbirlerini tamamlarlar.
Filmin 35, 36 ve 37. sahnelerinde® s6z konusu durum somut bicimde ortaya konur. 35.
Sahnede Kaan motorla tek basina sehirlerarasi bir yolda ilerler ve arada yolda durarak
fotograf ¢eker. Kaan’in goriintiisiine dis ses olarak Mete’nin sesi eslik eder: Yol zamanin bir
fonksiyonu degildir hiz yolun zaman boliinmiis halidir ivme ve siirtinme katsayist bizi
ilgilendirmez yolda olmak bir hiza sahip olmayr gerektirir aksi durum yolda durmaktir
durmak sikicidir. 36. sahnede, Mete’nin banyoda ayna karsisindaki, plak koleksiyonuyla, pul
koleksiyonuyla ilgilenirken goriintiilerine bu kez Kaan’in sesi eslik eder; yolda durmak yolda
durmak anlamina gelir yolun bittigi yerde durulmaz ya 6nce durulur ya durulmaz bazen yolun
kenarindan renksiz duru sular akar, o sularda balik da vardir yolun yardi tepelerin biri yeslil
toprak digeri bej olabilir su aktigin yerin rengine biirlinmez ama sana 0yle gelebilir ayrica yol
bitmez. 37. Sahnede ise vuslat an1 olarak nitelenebilecek programda, Kaan ve Mete karsilikli
olarak ayni metni okumay1 siirdiiriirler.

2 Ceyda Asar

23 Michael Ryan ve Douglas Kellner Politik Kamera gev: Elif Ozsayar Ayrint1 Yayinlari, istanbul, 1997, sf. 237.
2 Ryan ve Kellner, sf'.238.

2 Kaybedenler Kuliibii niin Ger¢ek Kahramanlari Konustu: Degifre Edilmeye Tamam Dedik
http://www.medyatava.com/haber.asp?id=79067

26 Kaybedenler Kuliibii Altikirkbes Yayn, 2011, Istanbul, Ss: 106-107.
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Kaybedenler Kuliibii’niin basta Kaan ve Mete olmak iizere Devrim, Senol, Brit ve
Kusbeyin’den olusan erkek iiyeleri; diinyayla sorunlart olan yalnizlar, ama diinya iizerine
diisiinen akill insanlardir’’. Kadimlarsa cinsel iliski ve cinsel sohbet malzemesidir®. Programi
arayan tek bir kadin dinleyiciyle bile hayata ve Kkitaplara dair “erkek” muhabbeti
gergeklestirilmez. S6z konusu dongiiniin disinda yer alan sadece dort kadin karakter vardir.
Mete’nin annesi, Kaan’in sevgilisi mimar Zeynep, radyonun yoneticisi Asli ve Kaan ve
Mete’nin program asistanlari olan Selin. Ancak bu doért kadinin da kaybedenler kuliibiiniin
iiyeleri olduklar1 s6ylenemez. Anne figiiri hem hamarat hem dort dortliik bir entelektiiel
olusuyla, hem de sorgusuz sualsiz oglunu kucaklamasiyla miikemmel kadin Ornegidir.
Zeynep ve Asli ise erkegin 6zgiirliigiinii tehdit eden, kisitlayan, kariyerist kadinlardir. Selin
grubun etkisiz elemanidir. Filmin evreni kadinlarin terk ettigi, erkeklerin yalniz kaldigi ve
birbirlerine sigindiklari, birbirlerinde teselli aradiklari, onlar1 terk eden kadinlara inat aslinda
ne kadar miikemmel olduklarin1 kanitladiklari, erkegi anlayan tek kadinin anne oldugu bir
diinya sunar bize. Kadinlarin islevi, Ryan ve Kellner’e atifla erkekler arasindaki aligverisin
gostergeleri olarak eril toplumsal iktidarin temeli olan homofilik bagliligi saglamlastirmak ve
eril cinsel kimligin giivenceye alinmasi araciligiyla erkeklerin escinsellik korkusu olmadan
birbirilerine baglanmalarini saglamaktir™.

Kaan ve Mete ikilisine gore kadinlar tipki Kadikoy sokaklari gibi 6grenilebilecek nesnelerdir.
Kadinlar sokakla aymi diizlemde yer alirlar. Kaybedenler Kuliibii, Tiirkiye’de kadinlarin;
hayati ve erkekleri 6grendikleri ve hala 6grenmekte olduklari sokaklara gururla tesekkiir
edebilecekleri giinlere dair 6zlem yaratmaktadir.

5. SONUC

Kaybedenler Kuliibii 1996- 2001 yillart arasinda Kaybedenler Kuliibii adli programi birlikte
sunan Kaan Caydamli ve Mete Avunduk’u anlatisinin merkezine alir. Ancak film konu ettigi
radyo programini ait oldugu konjonktiire yerlestirmez. Oyle ki filmde Agustos 1999
depreminden bile s6z edilmez. Kaybedenler Kuliibii adl1 radyo programini sunan-hazirlayan
iki erkek karakterin kadinlar iizerinden birbirleri ile iliski kurmalarin1 ve dostluklarini
pekistirmelerini izleriz. Dolayisiyla donemsel arka planin, filmin maddi temellerinin yerinin
erkek dostlugu soylemi ile dolduruldugunu, ideolojik ve politik olanin cinsellik ile
savusturuldugunu séylemek miimkiindiir. Film, 1990’11 yillarin sonlarina ait her tiirli sosyo
kiiltiirel, siyasi giindemden bagimsiz adeta havada asili bir gériiniime sahiptir.
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