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Acik Erisim

Tiirkiye Medya Akademisi Dergisi, iletisim Arastirmalart adi
altinda Radyo, Sinema, Televizyon, Gazete, Yeni Medya,
Reklam, Halkla iliskiler, Siyasal iletisim alanlarinda ve alt
dallarinda hazirlanan ¢ok yénlii 6zgiin ¢alismalari kapsar.

Hedef okuyucu kitlesi; iletisimin her alam ile ilgili meslek
mensuplari, uzmanlar, arastirmacilar, uzmanlk ve doktora
Sgrencileri yani sira bu alanla ilgili 8grencileridir. Siirekli
mesleki gelisim ve arastirma kiiltiiriiniin yayginlasmasina katki
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Yayn Dili

Hakkinda

Ucret Politikas1

Arsiv Politikas1

saglamay1 hedefler.
Tiirkge- ingilizce

Tiirkiye Medya Akademisi Dergisi, Sosyal ve Beseri
Bilimler/iletisim alanlariyla (yeni medya, radyo, televizyon,
sinema, halkla iliskiler, gazetecilik vb.) ilgili konularin ve farkl
bilim dallarinin (sosyoloji, psikoloji, felsefe, siyaset bilimi vb.)
iletisim alaniyla alakali tiim alanlarla alakali konulari
kapsamaktadir. Tiirkiye Medya Akademisi Dergisi, iletisim
alanina katki saglayacak calismalari Tiirkce ve Ingilizce
dillerinde yayimlayarak bu alandaki bilginin ulusal ve
uluslararasi diizeyde artmasin ve paylasimini amaglamaktadir.
Tiirkiye Medya Akademisi Dergisi'nin hedef kitlesini
akademisyenler, arastirmacilar, lisansisti 6grenciler ve ilgili
akademik kurum ve kuruluslar olusturmaktadir. Tiirkiye
Medya Akademisi Dergisi, 2021 yilinda yayin hayatina baglamis
olup 28 Subat ve 28 Eyliil tarihlerinde olmak {izere yilda iki kez
elektronik ortamda yayimlanan ve acik erisimli bir dergidir.
Tiirkiye Medya Akademisi Dergisi'ne génderilen ¢calismalar, ¢ift
tarafli kor hakemlik sisteminin hassasiyetle isletildigi hakem
stirecine tabi tutulmaktadir. Ayrica tiim makaleler yayin etigi
ihlallerini engellemek amaciyla intihal taramasindan gegcirilir
ve benzerlik orammnin %151 gegmemesi 6n sart olarak
aranmaktadir.

Derginin tiim giderleri Tiirkiye Medya Akademisi Dergisi Edit6r
Kurulu tarafindan karsilanmaktadir. Dergimiz tarafindan
makale gonderimi, makale yayini, makale siireglerinin
yiiriitiilmesi de dahil olmak {izere hicbir ad altinda ticret talep
edilmemektedir. Yayin politikalarimiz  geregince higbir
sponsorluk ve reklam anlasmasi da kabul edilmemektedir.

1. Yayinci, yazarlara, bir makalenin kendi kendine arsivleme
(yazarin kisisel web sitesi) ve/veya yayinlandiktan sonra
kurumsal bir havuzda arsivleme icin bir makalenin (yayinci
pdf) nihai yayinlanmus siiriimiiniin kullanilmasina izin verir.

2. Yazarlar, makalelerini halka acik ve/veya ticari konu tabanl
arsivlerde kendi kendilerine arsivleyebilirler. Ambargo siiresi
yoktur ancak yaymlanan kaynak belirtilmeli ve dergi ana
sayfasina veya makalelerin DOI'sine bir baglanti
ayarlanmalidir,

3. Yazarlar makalenin ¢iktisini PDF belgesi olarak indirebilirler.
Yazarlar makalenin kopyalarini meslektaslarina herhangi bir
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stirtim, kabul edilmis versiyon, yayinlanmis versiyon) ambargo
olmaksizin yazarin tercih ettigi bir kurumsal veya baska bir
arsivde saklanacaktir.
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Understanding The Western Perspective In The Process Of
Decolonialism Through Documentary Films Influenced By
Orientalism
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Abstract

The strengths of documentary cinema in depicting cultural, social and historical issues and
the responsible use of this power are among the leading debates in the field of cinema. In
particular, the representation of Eastern cultures in documentaries is addressed as distorted
through orientalist stereotypes and prejudices. In this study, feature films that won awards
at the International Documentary Film Festival Amsterdam (IDFA) were examined, and 13
films about Eastern societies were selected as a sample and analyzed in terms of orientalist
representations. The research presents findings on how the awarding criteria at IDFA have
been based on orientalist representations over time. This study aims to raise awareness of
orientalist representations and contribute to decolonialism studies.

Keywords

Orientalism, Documentary Film, Film Festivals, Decolonialism, Eastern Collective

Tiirkiye Medya Akademisi Dergisi | e-ISSN: 2791-6014
e HEEHEHESSSSSSSSEEEEEEEEEEEEEEEEEEEEEEEEEE


https://orcid.org/0000-0001-8097-278X
mailto:huadai.ates@bozok.edu.tr%20@gmail.com
https://ror.org/search?query=yozgat+bozok+
https://orcid.org/0000-0001-7800-1685
mailto:dilek.takimci@ege.edu.tr
https://ror.org/search?page=1&query=ege%20%C3%BCniversitesi

2 « Oryantalizmden Etkilenen Belgesel Filmler Uzerinden Dekolonyalizm Siirecinde Batili Bakis Agisini...

Citation

Ates, H. ve Takimcy, D. (2024). Understanding The Western Perspective In The Process Of
Decolonialism Through Documentary Films Influenced By Orientalism. Tiirkiye Medya
Akademisi Dergisi, Sayu: 8, 1-24. https://doi.org/10.5281/zenodo.13855983

Date of Submission 01.04.2024

Date of Acceptance 27.09.2024

Date of Publication 30.09.2024

Peer-Review Double anonymized - Two External
It is declared that scientific and ethical principles have been followed while

Ethical Statement carrying out and writing this study and that all the sources used have been
properly cited.

Plagiarism Checks Yes - iThenticate

Conflicts of Interest The author(s) has no conflict of interest to declare.

Complaints admin@turkiyemedyakaademisi.com

The author(s) acknowledge that they received no external funding in
Grant Support .
support of this research.

Authors publishing with the journal retain the copyright to their work

Copyright & License licensed under the CC BY-NC 4.0.

www.turkiyemedyaakademisi.com


https://doi.org/10.5281/zenodo.13855983
https://creativecommons.org/licenses/by-nc/4.0/deed.en

Journal of Tiirkiye Media Academy, Issue: 8 (September 2024), 1-24 | Research Article

Oryantalizmden Etkilenen Belgesel Filmler Uzerinden
Dekolonyalizm Siirecinde Batili Bakis Agisin1 Anlamak

Dr. Ogr. Uyesi Hiidai Ates | ORCID: 0000-0001-8097-278X | huadai.ates@bozok.edu.tr

Yozgat Bozok Universitesi, iletisim Fakiiltesi, Radyo Televizyon ve Sinema Béliimii Yozgat,
Turkiye

ROR ID: https://ror.org/04qvdf239

Prof. Dr. Dilek Takimci | ORCID: 0000-0001-7800-1685 | dilek.takimci@ege.edu.tr

Ege Universitesi, Iletisim Fakiiltesi, Radyo Televizyon ve Sinema B&liimii fzmir, Tiirkiye

ROR ID: https://ror.org/02eaafc18

0z

Belgesel sinemanin kiiltiirel, sosyal ve tarihi konular1 tasvir etme konusundaki giiclii
yanlar1 ve bu giiciin sorumlu bir sekilde kullanilmasi sinema alanindaki 6nde gelen
tartismalar arasmda yer almaktadir. Ozellikle, Dogu kiiltiirlerinin belgesellerdeki temsili,
oryantalist kliseler ve 6nyargilar araciligiyla carpitildig: ele alinmaktadir. Bu ¢alismada
Uluslararas1 Amsterdam Belgesel Filmleri Festivali'nde (IDFA) &diil alan uzun metrajli
filmler incelenmis, Dogu toplumlarii konu alan 13 film Grneklem olarak secilerek,
oryantalist temsiller acisindan analiz edilmistir. Arastirma, IDFA'daki &dil verme
kriterlerinin zaman icinde nasil oryantalist temsillere dayandigina dair bulgular
sunmaktadir. Bu ¢alisma, oryantalist temsillerin farkindaligini artirmay1 ve dekolonyalizm
calismalarina katki saglamay1 amaglamaktadir.
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Introduction

The perpetuation of Eastern exoticism through works of art is closely linked to the
historical context of colonialism and imperialism through which the West views and
portrays the East. Said states that the West constructs a distorted and exoticized image of
the East and calls it "the Orient," and that this image is based on a set of stereotypes and
misconceptions (Said, 2017). The stereotypes and representations that have been
perpetuated from the past to the present play an active role in shaping perceptions of
Eastern cultures and societies. These representations lead to distorted and incomplete
understandings of cultures and reinforce notions of cultural superiority and otherness.
Sardar argues that the portrayal of the East as an exotic place is deliberate and the result
of an effort to create a rationale for colonization. According to him, the construction of the
Eastern narrative is not based on what the West knows, but on what it wants (Sardar, 1999).

Appiah criticizes directors who produce films from an orientalist perspective defining
them as cultural servants of Western world capitalism. According to him, Western state
administrators institutionalize the film industry in line with the interests of the West and
legitimize the source of hegemony through the extensive press and news network by
honoring orientalist directors with awards (Appiah, 1993). In this context, documentaries
produced from an orientalist perspective contribute to a uniform and static reflection of
Eastern histories, religions, and economic systems. This approach fails to recognize the
diversity of Eastern cultures and distorts the realities of their life experiences. It is
important for documentary filmmakers to be aware of the power dynamics between East
and West and to try to create films that provide a more balanced view of foreign cultures.

Thinkers such as Abdelkebir Khatibi argue that balanced approaches can only be
achieved if both sides on the East-West axis are able to get their act together. Khatibi' is
critical of fundamentalist modes of thought both in the West and in the Islamic world,
stating that the West should be neither centered (Eurocentrism) nor marginalized
(fundamentalism), but confronted through original and critical thought, thus providing a
decolonial transmodern response to Eurocentric modernity (Khatibi, 1977).

Based on Khatibi's idea that it is not easy to understand the present without coming to
terms with the past, this study examines the extent to which orientalist patterns of
representation have been effective in the award criteria of the International Documentary
Film Festival Amsterdam (IDFA) in the feature documentary category from the past to the
present. A fundamental problem is that documentary filmmakers and directors rely on
orientalist stereotypes and prejudices in their portrayals of Eastern cultures, or are
influenced by orientalist perspectives in various ways, such as portraying Eastern societies
as exotic, mysterious, or terrorists. It is important for documentary filmmakers to be aware
of the potential impact of orientalist perspectives on their work and to strive to present an
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accurate portrayal of Eastern cultures and societies, with attention to detail and without
stereotyping.

Like many works of art, documentary films are worthy of scrutiny both for the claim
that they present real information and for the reason that they do so from an aesthetic
point of view. In this study, all scenes in the documentary films that received awards in the
feature-lenght category of IDFA were analyzed in the context of orientalism. In this way, it
was revealed to what extent the directors maintained the classical orientalist perspective
in the documentary films.

1. Orientalism and International Documentary Film Festival Of
Amsterdam (IDFA)

Orientalism refers to the way in which Eastern countries and cultures are analyzed and
defined in various works from a Western perspective. According to Edward Said,
Orientalism is a Western school of interpretation that has made the East its own material
(Said, 2017). The West's way of establishing authority over the East, structuring the East,
and dominating the East led to the emergence of orientalism. To this day, orientalist
representations have continued to exist in many artistic fields, including literature,
painting, music, photography, and film, with their stereotyped formulas through constant
repetition (MacKenzie, 1995).

The concept of "Eastern societies" has emerged as a fundamental concept in classical
studies of the East-West contrast. The divergence of the two societies is based on religious
and cultural differences. The phenomenon of religion has influenced many things in social
life, from works of art to legal texts. The existence of different religions and civilizations
within Eastern societies is obvious. For example, countries such as China and India belong
to the Eastern civilization, but they have different religious beliefs. According to Edward
Said, what is meant by Eastern societies in the orientalist discourse are the Middle Eastern
societies with the Islamic faith (Said, 2017). Europe and the United States, which we can call
Western societies, and the Islamic countries, which we can define as Eastern societies,
constitute two different deep-rooted civilizations due to their neighborhood relations with
these countries, their location in the same basin (the Mediterranean), their different
religions born in the same geography, and the great wars that have taken place from past
to present. From the Crusades to 9/11, Eastern countries have been presented in literary
texts and artistic works as an "exotic/authentic" geography. In the post-9/11 conjuncture,
the East is presented as a "chaotic and uncanny" geography. In the Orientalist discourse,
the difference of the Other is emphasized in order to emphasize the uniqueness of the
East/West. According to this discourse, Easterners are portrayed as far from being
individuals, underdeveloped, deviant, primitive, false, inferior, passive, immoral, ignorant
and terrorist, while Westerners are portrayed as superior, advanced, humanitarian, active
and creative individuals.
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Said's concept of orientalism has led to the development of a critical school of thought
called postcolonialism and "decolonialism”. Many thinkers such as Anibal Quijano, Walter
Mignolo, Homi K. Bhabha, and Abdelkebir Khatibi have developed ideas critical of
colonialism. According to Quijano, the beliefs, ideas, images, symbols, and knowledge of the
colonized were subjected to "systematic repression" in the pre-coloniality period. The
people's "forms of knowing, production of knowledge and perspectives, their images,
image systems, symbols and ways of meaning" were repressed and the forms of expression
of the dominators were imposed on them. Quijano argues that this system of domination
became structuralized and diffused over time, becoming a "universal cultural model". In
the next stage, coloniality emerged as a continued and deepened form of colonialism.
According to Quijano, coloniality is "the most general form of domination in the world
today”. According to this paradigm, while the Western subject is an individual, the Eastern
people, whom he objectifies as the other, have no identity at the ontological level because
they are outside of current scientific knowledge. Consequently, they can only be the
"object" of European knowledge or domination because they are "different/unequal and
inferior" (cited in Buhari, 2021). According to him, the way out of colonialism is
epistemological decolonization, because if this can be done, a new intercultural
communication will begin and the freedom to choose between different cultural
orientations will emerge. In this context, Mignolo, in his work "Local Histories/Global
Designs", argues that the hegemonic knowledge created by Western countries must be
overcome with the concept of "border thinking". According to him, Western civilization
considers world history "its own property" and has constructed its own history with this
mentality. He notes that universal history has been explained only from a local perspective
for five hundred years, the Western perspective, and that Western civilization has been
constructed as the final stage of the human species. In other words, what Mignolo
emphasizes is that the West has gained epistemic power through the monopoly of
definition and signification, and through the narrative it has constructed on that basis. This
is where border thinking comes in, revealing the invisible functions of the discrimination
between local histories and global designs. In this context, modernity, which was
established by colonialism, is not independent of colonialism, nor can it be separated from
it. Today, the myth of a universal history based on ancient Greece and Rome is also being
questioned. Mignolo states that his problem is the "imperial belief" in the subjugation of
the non-Western part of the world to Western cosmology, arguing that this is the
underlying factor behind the success of the West's epistemic management in politics and
economics. In order to reach border thinking, one must first break with the "hegemonic
epistemology" that is seen as "absolute knowledge" and that is implanted in our minds
through repetitive patterns. (Mignolo, 1999). According to him, colonialism continues to
live under the guise of modernity and this is where the major problems of the world we live
in originate. He argues that a deeper look is needed to end colonization. For example,
instead of taking poverty as a given and trying to explain how and why it happens, he wants
to explain how to fight it.

Tirkiye Medya Akademisi Dergisi | e-ISSN: 2791-6014
e e————SSLSLSSSEEE



8 « Oryantalizmden Etkilenen Belgesel Filmler Uzerinden Dekolonyalizm Siirecinde Batili Bakis Agisinu...

Abdelkebir Khatibi discusses the concept of "border thinking" through the concepts of
"double criticism" and "other thought" (Khatibi, 1977). Khatibi's concept of double
criticism envisages a critical approach to fundamentalist forms of thought in both the West
and the Islamic world. While criticizing the colonial ideologies of Western countries, he
argues that the fundamentalist metaphysics of the Arab-Muslim world, consisting of
patriarchy, charisma, and theology, must be deconstructed. For these fundamentalist
features are the faulty foundations of the system that has kept Islamic societies in the grip
of Western "othering" for centuries. With the concept of "other thought," he argues that
the development of cultures by preserving their own characteristics without being affected
by assimilation will contribute to universal progress. In this way, it will be possible for
humanity to live together in the process of being torn apart by the mentality of
discrimination. He explains this idea by comparing it to the mechanism of "weaving. In
weaving, there is a movement that can move a thread back and forth indefinitely to
connect, overlap, and transcend different objects. Like weaving, multiple cultures, each
with their own characteristics, can interact with each other to form harmony and
contribute to each other in a polyphonic way.

Abdelkebir Khatibi' is critical of fundamentalist modes of thought both in the West and
in the Islamic world, stating that the West should be neither centered (Eurocentrism) nor
marginalized (fundamentalism), but confronted through original and critical thought, thus
providing a decolonial transmodern response to Eurocentric modernity (Khatibi, 1977).

IDFA is recognized as one of the oldest and most prestigious festivals in the world,
having been held for thirty-five years. In addition, this documentary film festival is funded
by the Bertha Foundation, which is a Western organization. Within the festival, the
selection committees play a decisive role in the selection, the presentation, and the delivery
of the content to the audience. In other words, it is known that the organizations that
organize festivals and the financial resources that support these organizations are known
to play an active role in determining the content of the films presented to the audience. In
the first year of this festival, which has been organized for 35 years, a total of 36 films
received awards, as 2 films received the best award in the feature film category. Thirty-two
(95%) of the documentary directors were Westerners. Among the Western directors, two
are citizens of Western countries of Eastern origin. The 4 (5%) directors of Eastern
nationality are from Iran, Korea, Israel, and India. Of these films, 13 (36%) are
documentaries about Eastern societies and 17 (48%) are documentaries about Western
societies. The remaining 6 (16%) documentaries are about Central and South Africa and
various island countries. While the number of documentaries filmed in the East is 13, 7
(54%) of them are set in communities in the Islamic geography and 6 (46%) are set in
countries such as China, India, Myanmar, and Korea. Among the directors of films about
the East, the directors of 7 films shot in the Islamic geography are Western citizens. Two of
them are Western citizens of Eastern origin (Lebanon and Iraq). Among the 6 directors of
films about the East outside the Islamic geography, 4 are Western citizens and the
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remaining 2 are Indian and Korean. In line with these data, it can be concluded that the
majority of the feature films that won awards at the International Documentary Film
Festival were again produced from a Western-centered point of view.

The awards given at documentary film festivals supported by Western foundations and
organizations and the objectivity of the films are still debated today. One of the questions
to be researched is the criteria by which the subjects of documentary films are selected,
how they are shaped, and with what kind of mentality they are transformed into films by
the directors as a representation of truth in cinema. It is debatable to what extent Western
films about Eastern societies are influenced by international politics and to what extent
they represent the truth. In light of these debates, this research is important in terms of
revealing the orientalist elements in the narratives of documentary films awarded at a
Western film festival. This research aims to reveal how the East is represented in the
narratives of IDFA award-winning documentaries that deal with the East and Eastern
cultures. In this context, the research is important in terms of contributing to the
development of a more nuanced and accurate portrayal of the East and Eastern cultures in
media and cultural representation, free of stereotypes.

2. Analysis Of Orientalist Representation In IDFA Award-Winning

Documentaries
2.1. Population and Sample of the Study

A total of 36 films have been awarded in the feature film category of the Amsterdam
International Documentary Film Festival since 1988, when the festival was first organized.
All these films, which constitute the universe of the research, were watched and 13 films
about the East were selected. Among the selected films, 7 films with orientalist elements
are set in the Islamic geography. 6 films are about the topics of the non-Islamic geography
of the Far East. Therefore, a purposive sampling group was included in the research and the
analysis was carried out on the following films:

Films made in the Islamic geography and representing the East

. 1991 - Dreams and Silence, Omar Al-Qattan, Belgium

2001 - Family, Phie Ambo & Sami Saif, Denmark

. 2003 - Checkpoint, Yoav Shamir, Israel

. 2004 - Shape of the Moon, Leonard Retel Helmrich, The Netherlands

. 2010 - Position Among the Stars, Leonard Retel Helmrich, The Netherlands,
. 2016 - Nowhere to Hide, Zaradasht Ahmed, Norway/Sweden,

. 2020 - Radiography of a Family, Firouzeh Khosrovani, Norway, Iran, Switzerland
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Films made outside the Islamic geography and representing the Far East:

. 1996 - Atman, Pirjo Honkasalo, Finland /Germany

. 2008 - Burma VJ - Reporting from a Closed Country, Anders @stergaard, Denmark
. 2009 - Last Trein Home, Lixin Fan, Canada

. 2014- Of Men and War, Laurent Bécue-Renard, France/Switzerland

. 2011 - Planet of Snail, Seung-jun Yi [ko), South Korea

. 2018 - Reason, Anand Patwardhan, India

0f Men and War, one of the selected films, was made in the United States and tells about
the psychological conditions and family relationships of soldiers fighting in Iraq. The film
Planet of Snail tells the story of a visually and hearing-impaired man's efforts to hold on to
life with a disabled woman in a humanistic style. There are no visual representations of
orientalism in these two films.

2.2 Research Methodology

The method of research is content analysis, which is a quantitative and qualitative
research method. Considering the elements that indicate the visual codes of Orientalism,
the main question of the research was determined as follows: What orientalist elements do
documentary films use to represent the general social appearance, gender relations, rituals,
places, and clothing of the East? In accordance with this question, the analysis data on the
orientalist features identified in each film were compiled in a single general table in the
following section, taking into account the limitations of the study. The determination of
the categories in the table is based on the stereotypes identified in the orientalism studies
conducted so far (Resource: Said, 2017; Shaheen, 2000; Kabbani, 1993; Thornton, 1985;
Khatibi, 1977; Hérner, 2001). The table of analysis is divided into two main categories. The
first category is social codes and conventions. The subcategories of social codes and
conventions are representations of general social appearance, women, men, and rituals.
The second major category, physical codes and conventions, includes the subcategories of
clothing and space. Under the subheadings, the most common orientalist qualities
appropriate to the theme are listed in order to provide concrete data for analysis. In the
table, a total of 37 codes were identified in 6 subcategories, and it is important to determine
how often these codes are mentioned in the films in order to provide systematic data. Thus,
the most recurrent stereotypical qualities can be numerically identified separately by three
coders. Thus, after processing the raw data into the coding table, the consistency of the
data is checked in terms of the reliability of the research. The quantitative data are very
important for the correct interpretation of the films and for the consistency of the findings.

Qualitative methods are more appropriate for making inferences about the problem
addressed by the research or for more in-depth investigation. Attempting to explain ever-
changing and complex human behavior, social events, and phenomena through
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measurements and observations is inadequate in some situations. Measurements and
observations, which are not sufficient to determine the cause of any behavior or event, can
only answer questions such as how many people behave in a certain way. In this direction,
qualitative research allows to explain the causes of individual behaviors or social
phenomena and events. Qualitative analysis can also identify hidden meanings that remain
in the background and reinforce the narrative through the salient data in the film text. In
this way, the message that the documentary is trying to convey, the meaning of the
content, and the focus are determined.

2.3 Findings

Table 1: Orientalist codes and conventions?!

Primitive/Backward 42%
Fatalistic 3%
) Far from individualism 15%
Eastern Society - -
Anti-Democratic 10%
Pro-violence 30%
Other -
Oppressed 58%
No public space 14%
Eastern Women Waiting for rescue 28%

2] Lustful -

5
b= Other -

154 ) Educated 7%

S Educational Status of Eastern
S Uneducated 28%
et Women -

S Uncertain 65%
__ag Brutal 20%
8 Prone to violence 65%
'§ Eastern Men Stupid / Irrational 10%
L Womanizer 15%

Other -
) Educated 27%
Educational Status of Eastern
Uneducated 13%
Men :
Uncertain 60%
Salaah 29%
Azan 10%
Eastern Rituals Praying 16%
Zikir/Ritual 26%
Other (burials, physical training, 19%

! This table was developed from Hudai Ates's PhD thesis. (Ates, 2023)
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etc.)
Desert 15%
Slums 30%
Village and Town 10%
Market Places 9%
Eastern Space -
Mosque/Minaret 20%
Church 7%
Synagogue -
5 Other (Buddhist temple, etc.) 9%
§ Bed Sheet 32%
§ Traditional Clothing (Entari, 16%
% g Shalwar, etc.)
= § | Vel 8%
—% = Headscarf 42%
= Accessories (Miscellaneous jewelry) 2%
é Other items -
i Eastern Clothing Religious clothing (robes, Buddhist 10%
monk clothes etc.)
Cellabiye 23%
S Fez 5%
= Skullcap 16%
Turbans 35%
Accessories (Dagger, Rosary, etc.) 11%
Other items =

In the table above, orientalist elements are categorized and the frequencies of these
orientalist elements in the films are shown as percentages. The frequency of orientalist
elements in a film was determined by both visual and auditory codes, and then the

distribution of these codes in the films was determined as a percentage.
2.4. Social Codes And Conventions
2.4.1 General Social Outlook

Almost all of the documentaries analyzed portray the communities living in the Eastern
geography as extremely primitive and violent. While many images that documentary
filmmakers intentionally or unintentionally place in the film show the backwardness and
primitiveness of the society that is the subject of the film, filth is also emphasized. In this
way, the director reveals the difference between East and West by focusing on the bad and
negative conditions in Eastern societies. For example, in one of the images in Dreams and
Silence, the director makes a tilting movement upward from the garbage on the ground,
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showing how dirty the ground along the street is and that people can easily throw their
garbage anywhere. In the film Shape of the Moon, as the camera follows one of the main
characters, Bakti, outdoors, it shows that a stall in the market sells dentures and people are
trying them on in their mouths. Again, Bakti is carrying poultry in a sack on his back Many
scenes support the stereotype of the primitive East, such as the fire in a house in Bakti's
neighborhood that is extinguished not by the fire brigade but by people carrying buckets
of water.

In Position Among the Stars, the sequel to Shape of the Moon, the director shows close-
ups of rats eating the leftovers in the food containers, cockroaches falling into the cooking
pot, all kinds of insects and lizards crawling on the walls of the house to show that people
live in an unsanitary environment. Again, the scene where Bakti's wife feeds her child after
an insect falls into the cooking pot in their house is especially shown. What the director
wants to focus on with these shots is primitiveness and filth. In the film Family, Sami Saif
lives a modern life in Denmark and travels to Egypt in search of his family. In Egypt, images
of the desert, old and dilapidated houses, people dressed in local clothes, unpaved roads,
and shabby places contrast with the modern people and well-kept cityscapes in Denmark.

In Atman, another film that portrays Eastern societies as very primitive, a man with
congenital paralysis of the legs makes a 6,000-kilometer pilgrimage from the Ganges River
to the holy city of Haridwar in the Himalayas in memory of his deceased mother. This film
shows the primitive living conditions of Indian society in many ways during the pilgrimage.
Basically, this film depicts a spiritual journey but paints a social atmosphere dominated by
primitiveness and filth. In Last Trein Home, people working in filthy, underdeveloped, and
crowded conditions in a sewing factory with sewing machines among piles of scattered
cloth, children sleeping on tables, and crowded public vehicles far from cleanliness are the
most obvious examples shown in the film.

In Dreams and Silence and Nowhere to Hide, the fact that children are uneducated
because of war in their countries is often mentioned, creating a judgment that future
generations may be ignorant. In the film Position Among the Stars, the reason why
children do not read is poverty. The grandmother, the protagonist of the film, provides
financial support for the education of her grandson; according to her, it is only through the
education of her grandson that she will be able to save her family from poverty.

In Nowhere to Hide, the health facility where the character Nori works is shown in the
documentary as a place devoid of all kinds of equipment and materials. The floors are full
of human blood stains and lack of cleanliness. The fact that children, women, and men are
treated in the same place under difficult conditions shows the extent of backwardness.

As aresult of the analysis of the documentary films, the second most dominant element
of social representation is that Eastern societies are violent. Particularly in films that focus
on the Middle East, such as Dreams and Silence, Checkpoint, of Men and War, Nowhere to
Hide, and Radiography of a Family, the East is depicted as intertwined with violence. In
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terms of the historical roots of Orientalism, we can see that especially after September 11,
Eastern societies are more often associated with terrorism and violence. For example, in of
Men and War, the conflicts of American soldiers in Iraq are not depicted directly, but
through the psychological devastation of the soldiers after the war. In Dreams and Silence,
the protagonist, Haifa, was forced to migrate from her native Palestine to Jordan as a victim
of war. In Checkpoint film, every Palestinian who crosses the Israeli border is treated as a
potential terrorist by the soldiers guarding the border. Shape of the Moon and its sequel,
Position Among the Stars, both by the same director, tell the story of an elderly Christian
woman and her family living in Indonesia at a particular time, but both films show the
support of violence by Muslims in the social environment through street demonstrations.
Although not directly related to the theme of these films, the actions of fundamentalist
Islamic groups are interspersed, mostly as interludes. In the opening scenes of Shape of
the Moon, uniformed Muslim men living in Indonesia demonstrate in large groups in the
streets in support of Osama Bin Laden after 9/11. At the forefront of the demonstrators are
young men carrying guns. In mosques, the masses perform Salaah and pray for the
mujahideen fighting for their religion in Afghanistan, Palestine, and Irag. In the film
Position Among the Stars, large crowds demonstrate in squares, shouting war cries, and
calling for jihad for Islam. Crowds also perform Salaah en masse, dressed in white. Rather
than contributing to the story of the film, these images serve to show the radical
fundamentalist characteristics of the Islamic community. Nowhere to Hide depicts many
victims of terrorism as people who have lost loved ones and been injured or maimed. It also
shows bomb explosions, dead bodies, destroyed buildings, and vehicles used in the attack.

The image of the East created through the language of images is precisely the center of
terror. In Radiography of a Family, the audience is informed that after the Iranian
revolution, society was terrorized and the streets were the scene of clashes. In Burma VJ -
Reporting from a Closed Country, the saffron revolution against the military regime in
eastern Burma (Myanmar) is depicted with hidden cameras, and the film shows crowds of
people constantly demonstrating. The hidden camera footage shows people being beaten,
and guns exploding, and portrays an eastern country that is trying to get rid of oppression.
The film Reason, set in India, also shows crowded demonstrations, people being beaten,
tortured, hanged from trees, people walking through the streets armed with guns, vehicles
being burned, and the carcass of a cow, considered sacred, being left to rot. In this film,
India is shown as a primitive country, dominated by violence and fear, which has lost its
sacred values. 9 of the 13 documentaries analyzed associate the East with terrorism and
war, and the uncanny stereotype of the East as the center of terrorism stands out as a
prominent stereotype.

Another characteristic of Eastern societies that is coded in the films according to the
orientalist perspective is that Easterners are far from individuality, they think of society
rather than personal needs, and they act in masses. Documentaries often show Muslims
performing or praying in large groups. On the other hand, the documentary also shows that
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large groups are sometimes led and directed by a single person. In particular, the
phenomenon of the family is given priority over individual desires and needs. This applies
to all films, but the most striking examples are Shape of the Moon and Position Among the
Stars. In these films, the main characters are shown to prioritize the expectations of family
members and society over their own needs. On the other hand, the documentary
Checkpoint shows how people act collectively rather than interacting with one another for
fear of harsh intervention by soldiers. In Shape of the Moon, Position Among the Stars,
Nowhere to Hide, and Radiography of a Family, Muslims are uniformly dressed and perform
actions and prayers in crowds. Fighting in the name of religion is shown to be more
important than individual safety.

In documentary films, indicators such as the situation of opposition groups within
society and the attitude of governments toward opposition groups provide data about the
social structure in terms of despotism. This is evident in the documentaries Dreams and
Silence, Radiography of a Family, Reason, and Burma VJ - Reporting from a Closed Country.
In Dreams and Silence, Haifa and her son watch an interview on television about Saddam
Hussein's regional decisions. Haifa tells her son that he should fight on Saddam Hussein's
side if the US declares war. In this context, we see that the rhetoric of US democracy is not
convincing to ordinary people. The documentary Radiography of a Family, while
expressing the suppression of dissent in the country, shows how anti-democracy in these
societies is supported by Khomeini supporters. It explains that after the Iranian Revolution,
political bans began, civil rights were violated, and dissidents were not allowed to organize.
On the other hand, one of the anti-democratic structures shown in the documentary is the
patriarchal nature of Iranian society, which limits the role of women and restricts their
access to political and economic power. The film shows how her life is shaped by the
changes brought about by the Islamic Revolution and the expectations placed on her as the
daughter of a privileged family. The film also explores the role of media censorship and
control in limiting access to information and stifling political dissent. On the other hand,
the democratic structure in Europe is explained through the director's father, who lives in
Europe, and the film shows the audience that protest marches criticizing the government
are allowed when necessary. In Burma VJ - Reporting from a Closed Country and Reason,
the violent acts of dictatorial tyrannical regimes against opposition demonstrators are
shown.

2.4.2 Representation of Gender

An analysis of the Eastern male characters in the documentaries shows that while
uncertainty is generally prevalent, there are fifty percent more educated characters than
uneducated ones. Educated characters include the religious scholar in Dreams and Silence,
the teacher in Checkpoint, the journalist in Burma VJ - Reporting from a Closed Country,
Nori in Nowhere to Hide, and the director's father in Radiography of a Family.
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Clear information about the education of the male characters can be found in their
professions. Since the female characters in the documentary films do not take part in social
life and are mostly seen at home, either events are shown to the audience that clearly show
that they are uneducated, or this situation remains unclear.

According to the analysis of protagonists and supporting characters, the predominant
educational status of Eastern female and male characters is unclear. The educated men
outnumber the uneducated women by about three to one. In Dreams and Silence, the main
female character, Haifa, was unable to receive an education because of the war. Despite her
advanced age, Haifa attends classes to learn to read and write. Analyzing the educational
processes in Eastern societies, it can be concluded that in Dreams and Silence and
Radiography of a Family, girls are veiled in accordance with Islamic beliefs. Only female
teachers teach girls, and education is religiously oriented.

In the film Position Among the Stars, the protagonist old woman and her
granddaughter are dressed in modern clothes. In the school, female teachers teach a mixed
group of boys and girls, while Muslim students wear hijab.

As in the characters' educational lives, there are uncertainties in their working lives,
and the characters are largely unemployed. The working characters, both male and female,
are in professions such as teachers, clergy, and health workers. In Family, the film's female
director appears in two scenes. In Burma V] - Reporting from a Closed Country, we are
informed that the person using the hidden camera is a journalist, but he/she is not seen. In
the film Dreams and Silence, it is noteworthy that the clergyman and the doctor
interviewed in the film Dreams and Silence are educated. In Checkpoint, there is a chaplain,
and only in this documentary do soldiers work. In Nowhere to Hide and Radiography of a
Family, one of the characters is a trained health worker. The education of the characters in
Atman is unclear. In Last Train Home, the education of the textile worker characters is
unclear, but they work as textile workers in another city so that their children can study
and have better living conditions.

The films focus on the characters' family roles, not their professions. The men's roles
as fathers and sons are at the forefront. For example, Haifa's son in Dreams and Silence is
seen more as a son than as a public figure. Sami's brother in the documentary Family is
more prominent in his role as a father, as seen in the images and dialogues in the house. In
the movie Checkpoint, two of the men trying to cross the border fight for their children.
These two men, who argue with Israeli soldiers when necessary for the health of their
children, speak on their behalf, and try to cross the border for their children, draw
attention to their role as fathers. Another man in the same movie tries to cross for his wife
and talks to the soldiers about her. Therefore, he also plays the role of a husband in the
movie. Bakti in the movie Shape of the Moon stands out in the role of a son. Bakti is in
constant dialog with his mother as a character who longs to get married. In Position Among
the Stars, Bakti's irresponsibility towards his wife is emphasized. In Nowhere to Hide, Nori

www.turkiyemedyaakademisi.com



Understanding The Western Perspective In The Process Of Decolonialism Through Documentary Films ...
17

appears as a father who cares for his children. In Radiography of a Family, the male
protagonist's relationship with his wife is constantly depicted, and his photographs with
his wife are included. Therefore, his prominent role in the documentary is as a husband.

Women in documentaries are usually seen as mothers and wives. The character of Haifa
in Dreams and Silence is often shown in relation to her son, emphasizing her role as a
mother. In the film Checkpoint, women taking care of their children and trying to cross the
Israeli border with their children also come to the fore with the role of motherhood. The
grandmother in Shape of the Moon, on the other hand, questions her son's conversion
process. Her conflict with him and her concern for his future show that her role as mother
is dominant. Similarly, in the sequel, Position Among the Stars, the grandmother maintains
her maternal role by trying to mend the relationship between her son and daughter-in-law
and by providing financial and moral support to her grandson. In Nowhere to Hide, Nori's
wife is mostly shown doing routine household chores such as cooking, cleaning, and
washing dishes.

Bakti, one of the male characters in Shape of the Moon and Position Among the Stars,
wants to brutally fight all kinds of animals to earn money, reinforcing the notion of Eastern
men as "wild" from the orientalist perspective. Among the orientalist elements that attract
attention in male characters, the most common one is "being active against those weaker
than oneself". The film Checkpoint shows Israeli soldiers dominating unarmed people
trying to cross the border. Similarly, the character Bakti in Shape of the Moon and Position
Among the Stars is shown to be violent against those who are weaker than him, both in his
slapping of his nephew and in his rude, abusive behavior toward his wife. Another
prominent characteristic of Bakti is that he is stupid and lazy. The profile of the stupid
Eastern man seen in classical fictional films is clearly shown through Bakti. Bakti, who does
not work at a real job to support the family and spends the little money they have on
gambling, is an example of stupidity. The "womanizing" characteristic of the Eastern men
is supported by male traits such as the two border soldiers in Checkpoint who verbally
harass young women trying to cross the border, Bakti's willingness to change his religion
for the sake of marriage in Shape of the Moon, and Haifa's husband's one appearance in
Dreams and Silence, where he sits on the balcony of his house and expresses his pleasure
in watching the women pass by.

There is no element that foregrounds female sexuality in terms of nudity or sexuality
in any of the films analyzed. In the film Dreams and Silence, when the character Haifa
argues with her husband, the husband dominates and silences Haifa, showing the passive
role of the woman against the man in marriage. At the same time, the fact that Haifa does
not go to the hospital alone and that her son follows the procedures shows that she is "not
present in the public sphere" throughout the film. In the film Checkpoint, the fact that the
three women never interact with the soldiers at the Israeli border and that their identity
documents are given to the Israeli soldiers by their husbands shows that they have a more
passive personality than their husbands. In Shape of the Moon, the fact that Bakti does not
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listen to his mother in every argument he has with her and acts according to his own ideas
shows that Bakti is active, while his mother is a passive woman who cannot control her son.
In the sequel, Position Among the Stars, Bakti puts pressure on his mother, his wife, and his
adult niece, making these three characters passive. In Nowhere to Hide, Nori wants his wife
to stay home for safety reasons. In this context, she is both passive and waiting to be
rescued.

When we look at the relationship between Eastern men and violence, the religious
official's statements about the concept of jihad in Islam in the film Checkpoint are a call to
violence. Men demonstrating in the streets being beaten and guns exploding in the film
Burma V] - Reporting from a Closed Country, and crowds of men walking through the
streets armed with guns, people being beaten, tortured, hung from trees, and burned
vehicles in the film Reason show that Eastern societies are intertwined with violence. In
these images, Eastern men are portrayed as violent and ruthless perpetrators of violence.

According to the analysis of the relationship between Eastern women and violence in
the documentary films, it is understood that they can be subjected to verbal and physical
violence as well as state oppression. In Dreams and Silence, which tells the story of being a
woman in the East, the audience is told at the beginning of the documentary that Haifa
escaped from Israeli persecution and began living in Jordan. In all the films, women are
responsible for household chores because they belong to the domestic sphere. The films set
in Islamic geography show men and women as uniform in their social position and
appearance according to the rules set by religion. Radiography of a Family shows that
before the Islamic revolution in Iran, both men and women conformed to Western
standards in terms of clothing and lifestyle, but after the revolution, the mother moved
away from the Western lifestyle and became a religious woman. The film Atman shows that
in India, which is outside of Islamic geography, there is no distinction between men and
women in social life, men and women wear traditional clothing, and women wear
traditional styles of clothing instead of covering up in the name of piety. In Last Trein
Home, while women and men in China struggle together as equals under harsh working
conditions, only women perform household chores. The women both work in the sewing
factory under harsh conditions and take care of the children and the house. Planet of Snail
approaches two disabled people living together in South Korea with a narrative style that
is far from sexist. As a result, it is found that gender discrimination is most prevalent in
films set in Islamic geography.

2.4.3 Eastern Rituals

Images of various religious rituals are very important for the construction of group
image and identity in documentary films. While cultural representations created through
rituals are used in the construction of the "other," differences are revealed through the
image obtained. Rituals of the Islamic religion predominate in the documentary films
analyzed in this study. The documentaries Nowhere to Hide and Planet of Snail do not
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include religious rituals. Although the film Checkpoint takes place between Israel and
Palestine, there are no rituals related to Judaism. On the other hand, in Shape of the Moon,
the grandmother prays as a Christian in only one scene. The film Atman, on the other hand,
includes Buddhist prayers and rituals. While the main character's long pilgrimage in
memory of his mother constitutes worship itself, there are scenes such as bathing in the
Ganges to wash away sins with prayers, rituals involving riverside fires, various funeral
rites, and scenes of ascetic men smoking marijuana or torturing their genitals in
compartments reserved for them to discipline their souls and bodies in the name of
religion.

While there are many rituals of the Islamic faith in documentary films, salaah is the
most important of these rituals. To emphasize the differences, the directors show
characters praying alone or with their spouses, as well as in crowds. Often, just before or
after salaah, crowds of bearded and turbaned men and veiled women are shown

demonstrating and shouting threatening slogans.

Another stereotype created about the East is the foregrounding of Eastern mysticism
through religious rites In the opening scene of Dreams and Silence, a baby is circumcised
and his name is called out with the azan. In another scene, a group of men are shown in a
dhikr ritual, shaking their heads and bodies in ecstasy to percussion instruments such as
the tambourine and hymns. This dhikr scene, which is shown 6 times in the film from
different angles, shows the diversity of beliefs in Muslim societies and creates a mystical
atmosphere that emphasizes the fundamentalist difference for the viewer. Position Among
the Stars shows a mass circumcision of children by the state. The film Atman begins with a
male dancer performing a cosmic dance with spiritual meanings, which is shown three
times at different points in the film. Women in traditional dress sit on the floor of the
temple and chant while the protagonist faints while trying to join them. On the other hand,
as people bathe in the Ganges to wash away their sins, images are inserted to draw attention
to the animal carcasses thrown into the river. A boat is taken down the river, hymns are
sung, and rituals are performed by lighting candles and torches by the river. A funeral
cremation is shown with torches and rituals. All these different rituals take place in the
films as interstitial images, independent of the stories of the films, as narrative elements
used in the construction of the East-West contrast.

The Azan is recited to call Muslims to prayer. The Salaah after the Azan continues with
prayers for the success of Muslims in wars in other countries. At the same time, the azan is
used as an auditory code to remind viewers that they are in an eastern geography.

2.5. Physical Codes And Conventions

The image of the desert is at the forefront of the images representing the East. Deserts,
which give the viewer a sense of infinity, also show the helplessness of the characters. In
the documentaries Family and Nowhere to Hide, there are images of the main characters
feeling helpless in the middle of the desert. Most of the time, it is shown how bad the living
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conditions are in the slums of the cities between these deserts. That is why slums are one
of the most common locations in documentary films. Except for Planet of the Snalil, all the
documentaries show people trying to survive in filth between makeshift houses. The slums,
with houses full of bomb and bullet holes, are a symbol of disorder and chaos, a testament
to the East, a region known for war, civil strife, and terror. Last Train Home specifically
shows the miserable living conditions in the city's slums. While old worn-out minibusses
and trucks are usually shown in traffic, wheeled vehicles, and ox carts carried by people are
also included in the Atman film. One of the most common places depicted is the
marketplace. These marketplaces are always very crowded, vegetables and fruits are
thrown on the ground, and they are dirty and disorganized. Villages and towns are also
shown as one-room, unfurnished places where people sit on the floor in primitiveness and
disorder. At the beginning of Radiography of a Family, the director shows a very modern,
high-ceilinged, luxurious, large bedroom furnished with Western furniture before the
Iranian revolution. Over time, the changes in the country are reflected in the home of two
married people. After the Iranian revolution, the modern furniture in the room completely
disappears and only floor cushions are placed and the floor table is shown being prepared.

According to the analysis of the distribution of images of places of worship in
documentary films, mosques, and minarets are shown more often than other places of
worship. After the images of mosques and minarets, the most common images are of
churches. While the documentaries do not include images of synagogues, only the film
Atman includes Buddhist temples. The fact that the documentaries mostly show mosques
as places of worship creates the impression that Islam is the dominant faith in the East.

2.5.1. Representations of Eastern Clothing

Clothing is also a part of identity and an element of social culture. While cultural
differences are evident in clothing, the parts of Eastern people's clothing preferences
reflected in documentary films also reveal these differences.

In the analysis of Eastern women's clothing in the documentary films analyzed, the
headscarf is in the forefront as a basic element of the Islamic way of dressing. Chadors,
which are worn as another form of female veiling and cover the entire body with a single
color (usually black) fabric, are the most frequently shown garment in the documentaries
after the headscarf. These women in chadors are not the main characters in the
documentaries, but are placed in the film as an intermediate image to show difference and
create mystery. After the chador, one of the most common garments worn by women is
the traditional robe. Especially Eastern women who wear the headscarf wear the robe,
which is a long, loose, one-piece dress. Like the chador, the robe is in a style that does not
reveal body lines.

The veil, which we are accustomed to seeing in fictional films, is the least common style
of clothing in documentary films. Some of the women who wear headscarves also wear veils
to hide their faces. In Orientalism, the veil also represents the mysterious and undiscovered
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aspect of the East. For this reason, veiled women are shown in some scenes in documentary
films, especially with short intercut images, even though the main characters are not

wearing veils.

The turbans worn on the heads are the most prominent feature of Eastern men's
clothing. In addition to the main characters, masses of men are seen wearing turbans. The
fact that turbans appear in all documentaries set in Islamic geography shows how much
Eastern men prefer this accessory. One-piece men's clothing, called cellabiye in some
regions and kandura in others, is the second most common garment in documentary films.
Just like women's clothing, men's clothing is long and loose so as not to reveal the body
lines. In addition to the scorching weather of the East, it is seen that Muslim men prefer
these clothes because of their beliefs.

The skullcaps that Eastern men wear on their heads after the turban are among the
most distinctive pieces of clothing. Simpler in appearance than the turban, the skullcap is
an accessory used by men to cover their heads during worship rather than for everyday
use. The fez, another head covering that we are accustomed to seeing in fictional films, is
only seen in one film. In Shape of the Moon, the fez is the first piece of clothing worn by
the main character, Bakti, after he becomes a Muslim. Thus, the fez appears in the
documentary as an indicator of a change of faith. Among Eastern men's clothing, the fez is
the least common. Unlike the cellabi, open-front robes are usually worn by clergymen.

In the context of the Islamic faith, the rosary is also shown as an accessory. In Dreams
and Silence, the rosary in the hands of the cleric being interviewed is shown in detail in
close-up. The dagger, an exotic accessory in documentaries, is seen only in Family, which
shows it at a distance on the hips of men walking in the street. The image of men with
daggers serves no other function than to make the film more interesting as an orientalist
Another accessory of the Eastern man is the keffiyeh. These accessories, worn around the
neck, come in different colors and are used for different purposes depending on the season.
In the film Atman, women and men in Indian social life are represented with traditional
clothing, ornaments, and accessories specific to Indian culture. In Last Trein Home and
Planet of Snail, men and women are depicted wearing modern styles of clothing.

In Islamic geography, the factor of religion is effective in the representation of clothing.
Therefore, in the Islamic geography, the dress codes of the Eastern people who live in a
faith-centered life are depicted with clothes for the purpose of "veiling," while in India they
are depicted as traditional clothes rather than for the purpose of veiling. In films set in
Korea and China, regions far from the Islamic geography in the East, people are shown in
modern clothes. In this context, especially regarding Islamic geography, clothing, just like
location, becomes a signifier in the documentary narrative as a means of marginalizing.
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Conclusion

According to the research data, IDFA award-winning documentaries about Eastern
countries have features that contribute to the reproduction, continuity, and reinforcement
of orientalist knowledge. In films about Islamic countries, China, India and the Far East,
special shooting strategies are used to create the perception that primitivism, ignorance,
oppression, terrorism, chaos and poverty are everywhere in the East. To reinforce this
perception, the films include close-ups and intercut images that do not contribute much to
the main theme, but are specifically designed to perpetuate orientalist stereotypes. In this
context, the perception is created that Eastern societies need Western civilization to learn
to live in humane conditions and to get rid of oppression and chaos. These films, through
the filter of Western or Eastern directors with an orientalist point of view, consist not only
of films from the farthest corners of the world, but also of films that reflect living conditions
and fundamentalist beliefs that are farthest from Western understanding and lifestyle.
According to the politics of the time, the selected films emphasize exoticism, authenticity,
and chaotic situations.

The most prominent orientalist element in Eastern male characters is that men are
violent against those weaker than themselves, uneducated, religious, pro-terrorist, brutal,
stupid, and womanizing. Women, on the other hand, are mostly passive, uneducated,
absent from the public sphere, and waiting to be rescued. With the exception of Planet of
Snail, the protagonists in the films are either uneducated or their level of education is
uncertain. Personalities are portrayed with fatalistic identities, far from individuality,
defined by family relations, social traditions, and living conditions. Rituals such as
collective dhikr and salaah are performed to raise group consciousness. In the films, certain
clichéd images of Eastern places, such as neglected streets, ruined buildings, unorganized
traffic on crowded streets, and unkempt and dirty marketplaces, are repeated often enough
to prejudice the viewer about how backward Eastern societies are. In the representations
of clothing, the religiously mandated way of dressing in Islamic geography for veiling has
generally uniformed men and women. Traditional dress has an exotic appearance in the
films set in India, one of the countries of the Far East.

If we evaluate the results of the research from the perspective of Hatibi's double
critique, we see that in addition to poverty and primitiveness, fundamentalist actions and
religious rituals are shown as negative orientalist features in the films as images that are
specifically selected and inserted into the film independently of the story. In this context,
the fundamentalist characteristics of Eastern societies continue to function as negative
representational material for Western orientalist understanding. Eastern countries have
to reconstruct their own metaphysics of patriarchy and fundamentalist theology in order
not to be used as material for Western interests through these negative representations.

As aresult, IDFA award-winning documentaries have, from the beginning, contributed
to reinforcing the perception of otherness by reusing orientalist codes previously
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established in other art forms. This marginalization of Eastern societies is based either on
highlighting certain aspects of the existing reality or on a completely constructed reality
from an orientalist perspective. In line with these findings, it is important that our study
contributes to decolonialism studies and raises awareness of orientalism in the award
criteria of festivals.

In recent years, the IDFA has shown its sensitivity to decolonization with a selection of
short, medium and feature-length films under the slogan "Decolonize!" with the desire to
think and make us think about the reflections of the colonial past on the present or the
various forms of the colonial past that still exist today. In this context, it aims to bring
together powerful films that provoke changes in the forepassed power relations in
societies, cultures, and minds. In order to be able to analyze the films in this selection in
the future, this study will contribute to the literature on decolonialism in order to see how

far we have come.
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Calismanin amaci, Kizil Goncalar dizisi 6zelinde muhafazakir ve sekiiler kesim
temsillerinin, dizide hangi mesajlar1 verdiginin, dizinin izleyenler iizerindeki etkilerinin
ortaya konulmasidir. Bu amaglar dogrultusunda calismada “Dizinin izlenme nedenleri
nelerdir?”, “Dizide yer alan aile yapilar1 hangi kelimelerle tanimlanmaktadir?”, “Dizide
izleyicilerin kendine yakin hissettigi karakterler kimlerdir?”, “Dizide yer alan aile yapilari
nesnel bir sekilde aktarilmakta midir?”, “Muhafazakar ve sekiiler kesim nasil temsil
edilmektedir? Bu temsillerle hangi mesajlar verilmektedir?”, “Dizide politik mesaj
verilmekte midir?”, “Muhafazakar ve sekiiler kesim temsilleri izleyenler tizerinde nasil bir
etki birakmaktadir?”, “Dizi glindelik sohbetlerde yer almakta midir? Hangi agilardan?”
seklindeki sorularin yaniti aranmaktadir. Calismada alimlama analizi ydntemi
kullanilmistir. Calismada kartopu érneklem yoluyla Kizil Goncalar dizisini takip eden ve
Sivas’ta yasayan on katilimciya ulasilmistir. Calisma sonucunda, dizide iki kesime yonelik
duygudaslik, karsilikl etkilesim ve iletisim, dayanisma mesajlar1 verildigi, yasam tarzlari
baglaminda iki kesimin de asiriya kagmamasi gerektigi, dizinin kiz gocuklarinin
okutulmasina ydnelik mesajlar icerdigi tespit edilmistir. Ayrica dizide yakin gegmisle ilgili
politik mesajlar verildigi gériilmiistiir. Bununla beraber katilimcilar tarafindan dizinin
genellikle farkli kesimleri konu edindigi igin takip edildigi, iki kesimin dizide keskin
ayrimlarla temsil edildigi, dizide yer alan aile yapilarinin genellikle muhafazakar / laik,
sekiiler seklinde tanimlandigi, dizinin izleyenler tizerinde etkili oldugu, aile yapilarinin
nesnel olarak aktarildig1 gériilmustiir.
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Abstract

The aim of the study is to reveal the representations of the conservative and secular segments,
the messages given in the series, and the effects of the series on the viewers, with a special
focus on the series Red Rosebuds. In line with these objectives, the study aims to answer the
following questions: "What are the reasons for watching the series?", "With which words are
the family structures in the series defined?", "Who are the characters that the viewers feel
close to in the series?", "Are the family structures in the series conveyed objectively?", "How
are the conservative and secular groups represented? What messages are given through these
representations?", "Are there any political messages in the series?", "What kind of effect do
the representations of conservative and secular groups have on the viewers?", "Does the
series take place in daily conversations? In which ways?" are sought to be answered.
Reception analysis method was used in the study. In the study, ten participants who follow
the Red Gonbons series and live in Sivas were reached through snowball sampling. As a result
of the study, it was determined that the series gives messages of empathy, mutual interaction
and communication, solidarity for the two segments, that both segments should not go to
extremes in terms of lifestyles, and that the series contains messages for the education of
girls. It was also observed that the series gave political messages about the recent past. In
addition, it was observed that the series was generally followed by the participants because it
was about different segments, the two segments were represented with sharp distinctions in
the series, the family structures in the series were generally defined as conservative / secular,
secular, the series was effective on the viewers, and the family structures were conveyed
objectively.

Keywords

Conservative and Secular Distinction, Conservative and Secular Identities, Conservative and
Secular Representations, Red Rosebuds Series, Reception Analysis
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Giris

Muhafazakir ve sekiiler kavramlar1 tarih boyunca hem halk nezdinde hem de
entelektiiel diizeyde tartisilagelen, bugiin de ilgi ceken konulardir. Laiklik ve modernlesme
eksenlerinde tartisilan muhafazakarhik ve sekiiler olgulari, Tiirkiye'nin laiklesme ve
modernlesme siiregleri icerisinde bir¢ok degisim ve doniisiimiin acik sekilde ortaya
konulmasini elzem kilmaktadir. Bu baglamda ¢alismada Tiirkiye’de muhafazakar ve sekiiler
ayriminin tarihi kokenleri erken cumhuriyet dsneminden itibaren kisa da olsa agiklanmaya
calisilmistir.

Bu calismada laik yerine sekiiler kavrami secilmistir. Bir¢ok akim ve teoriyi iginde
barindiran sekiiler kavrami, diinyaya ait olana isaret eder ve diinyanin nesnel olarak
dikkate almmasini ifade eder. Kavram ahlaki anlamda, herhangi bir dini inanca
dayanmadan deger ilkelerinin olusturulmasini, inanci esas alan tiim diisiincelerden
arindirilmasim dikkate alir (Aydin, 2011, s.4). Sekiiler kavrami hayatin temel alanlar:
iizerindeki dini hakimiyet veya etkinin azalmasi anlayisina dayanir (Keddie, 2003, s.14).
Dolaysiyla sekiiler kavrami “diinyaya ait olan” seklinde genis bir yelpazeye sahiptir. Siyasi
bir proje ve ilke olarak laiklik ise, dinin ve devlet islerinin birbirine karistirilmamasi
anlamina gelmektedir (Ertit, 2014, s.103). Dolayisiyla ¢alismada laiklik gibi yalnizca din ve
devlet islerinin ayrimina vurgu yapan kavram yerine daha genis bir perspektife sahip olan
sekiiler kavrami seilmistir.

Calismanin temel kavramlarindan biri olan muhafazakar kavrami genellikle ¢ok fazla
yapilandirmaci, séylemsel diisiinmenin konusu olamamus, séniik tanimlamalarla ¢ercevesi
cizilmeye calisilmistir. Cocuk bilyiitmekten modaya kadar her konuda degisime karsi
direng ve geleneklere bagli kalmayr tamimlamak amaciyla kullanilmasi kavramin
belirsizligini daha da artirmaktadir (Clean, 2018). Muhafazakar kavraminin rolii ve dnemine
yoénelik biiyiik olciide farkliliklar bulunmaktadir (Hungtington, 1957). Kimine gore
muhafazakarlik savunulmasi gerekmeyen toplumsal diisiincenin gévdesi iken (Wilson,
1941), kimine gore celiskilerle doludur. Buna gdre desigime karsidir; fakat yine de degisimi
kabullenir. ideolojiye karsidir; fakat bir ideolojidir. Tepkiye karsidir; fakat tepkiyi igerir
(Alexander, 2013). Kimine gore ise muhafazakarlik, “insanin akil, bilgi ve birikim
bakimindan siirliligina inanan, bir toplumun tarihsel olarak sahip oldugu aile, gelenek ve
din gibi deger ve kurumlarini temel alan, radikal degisimleri ifade eden sag ve sol siyasi
projeleri reddederek 1limh ve tedrici degisimi savunan ve siyaseti, bu deger ve kurumlari
sarsmayacak bir cerceve iginde sinirli bir etkinlik alan: olarak géren bir diisiince stili, bir
fikir gelenegi ve bir siyasi ideolojidir.” (Ozipek, 2007). Muhafazakarlik bir ideoloji olmaktan
ziyade bir disiiniis, duyus sekli olmasi sebebiyle kolayca diger ideolojilere
eklemlenebilmektedir. Bu durum muhafazakirlik kavraminin yumusayarak cesitli
sekillerde isim ve sifat olarak kullanilabilmesine olanak tanir. Muhafazakarlhk kavraminin
bu &zelligi Tiirkiye'de islamci, gelenekgi, liberal, devrimci, milliyet¢i muhafazakarhk
seklinde goriiniir olmustur (Tiirkdz, 2011, s.41). Bu agiklamalardan da anlasilacagi iizere
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muhafazakarlik kavrami farkli kisiler, kesimler tarafindan farkli sekilde algilanip
tanimlanmaktadir. Dolayisiyla ittifakla kabul edilen bir tanimi yoktur. Bununla birlikte
muhafazakirlik kavramimin gelenek, inan¢ ve tarihsel siirecte yasanan birtakim
gelismelerle yakindan iliskili oldugu bilinmektedir.

Erken cumhuriyet déneminde yapilan reformlar ve bu reformlar esas almarak ilerleyen
ddnemlerde yapilan diizenlemeler muhafazakar ve sekiiler tartigmalarini alevlendirmistir.
80’li yillardan itibaren Tiirkiye’de yasanan gelismeler muhafazakar kesimin siireg icerisinde
kendisini sorgulamasina, diisiince yapilarinda degisime neden olmustur. Muhafazakar
kesim zamanla siyasal, sosyal ve ekonomik yonden giiclenmeye baslamis, bunun
neticesinde ¢esitli kavram, uygulama ve etkinlikler muhafazakar kesimin bakis agisiyla
sekillendirilerek bu kesime hitap eder hale gelmistir. 90’1 yillarda glindeme gelen bugiin de
etkisini siirdiiren islami moda, Islami tatil, Islami radyo televizyon bu durumun birer
gostergesidir. Ayrica 80’li yillardan itibaren yiikselise gegen muhafazakar partiler, 28 Subat
stireciyle etkisini gecici olarak yitirse de muhafazakar kesimin siyaset alaninda s6z sahibi
olmasini temin etmis, sosyal ve kiiltiirel alanda olan giiclenme siyasal alanda da kendini
hissettirmistir. Siyasal, sosyal ve kiiltiirel alanlarda giderek gii¢ kazanan muhafazakar
kesim kamusal alanda daha fazla gériiniir ve s6z sahibi olmustur. Onceleri sekiiler kesim
tarafindan kontrol altinda tutulmaya calisilan kamusal alanda muhafazakar kesimin
giderek daha fazla yer almas iki kesim arasindaki Géle’'nin de (2013, s.12) belirttigi gibi,
catismali bir etkilesime neden olmustur.

Glintimiizde iki kesim arasinda olan ¢atigmali etkilesim yalnizca sosyal ve kiiltiirel
alanlarda degil sinema, televizyon gibi kitle iletisim araglarinin igeriklerinde de yer
almaktadir. Ozellikle de son dénem dizilerinde bu durumu gérmek miimkiindiir. Dizi gibi
medya iceriklerinin kurgusal da olsa konusunu mevcut sosyal, siyasal ve kiiltiirel hayattan
aldig1 g6z oniine alindiginda bir sosyal gerceklik olan muhafazakar ve sekiiler ayriminin
dizilere konu olmasi, iki kesimin ekranlarda nasil temsil edildigi noktasinda arastirmaya
deger bir konudur. Bu diisiincelerden hareketle ¢calismanin amaglari, Kizil Goncalar dizisi
6zelinde muhafazakar ve sekiiler kesim temsillerinin, dizide hangi mesajlarin verildiginin
izleyenler tarafindan nasil algilandiginin, dizinin izleyenler tizerindeki etkisinin ortaya
konulmasi seklinde belirlenmistir. Calismada Kizil Goncalar dizisinin tercih edilmesinde
mubhafazakar ve sekiiler birlikteligine yer verilmesi, iki kesimin yasam tarzlarini konu
edinmesi dnemli kriterler olmustur. Ayrica dizinin reyting oraninin yiksek olmasi da
dizinin se¢iminde 6nemli olmustur. Calismada nitel arastirma yontemlerinden biri olan
alimlama analizi tercih edilmistir. Katilimcilarin belirlenmesinde olasiliga dayali olmayan
orneklem tiirlerinden olan kartopu drneklem yoluyla Kizil Goncalar dizisini izleyen ve
Sivas’ta yasayan 10 katilimciya ulagilmistir. Birinci sezonunda 19 boliim yayinlanmis olan
dizinin tamamini izlemis olmalar1 katimcilarin belirlenmesinde dikkate alinmistir,
Diizenli olarak diziyi takip ettigi belirlenen bireylere ¢alismanin amaglar1 dogrultusunda
toplam 10 soru yoneltilmistir.
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Yapilan literatiir taramasi sonucunda diziler 6zelinde muhafazakar ve sekiiler kesim
temsillerine yonelik baz1 arastirmalara rastlanmistir (Oviir, 2013; Cetin, 2023; Karakoyunlu,
2023; Efe, 2024). Bu ¢alismalarin genellikle “Kizilcik Serbeti” adli dizi 6zelinde yapildig
goriilmistiir. Kizil Goncalar dizisi 6zelinde herhangi bir calismaya rastlanmamistir. Yapilan
sinirh calismalar g6z dniine alindiginda ¢alismanin sinirh literatiire katki saglayacag: gibi
gelecek calismalara bir kaynak teskil edecegi diisiiniilmektedir. Ayrica muhafazakar ve
sekiiler kesimlerin kendi yasam bicimlerinin dizilerde nasil temsil edildigini gérmesi
agisindan da calisma 6nem arz etmektedir. Bu sekilde kimlikler {izerinden yapilan keskin
ayrimlara dikkat cekilerek bireylerin ayrimciligin sebep ve sonuglari iizerine diistinmeleri,
kimliksel ayrimlarin/ayrimciligin farkinda olmalar1 ve bu durumu sorgulamalar:
amaglanmistir. Ayrimciligin, toplumda bireyler arasinda ¢atisma ve ayrismayi beraberinde
getirdigi bilinen bir gercektir. Toplumlarin gelecegi birlik ve biitiinlik iginde ortak
amaglara yonelik calismalariyla tesis edilebilir. Ayrimin ve ayrimciligin oldugu bir
toplumda gelecek bireyler agisindan belirsizlik tasiyacak, hak kullanimi ve firsatlara erisim
olumsuz sekilde etkilenecektir.

1. Tiirkiye’de Muhafazakar ve Sekiiler Ayriminin Tarihsel Kokleri

Tarih boyunca tilkelerin kendine 8zel sartlari, aldigi kararlar, yaptigi reformlar birtakim
ideoloji, diisiince ve tartigmalarin ortaya ¢ikmasina ve yiikselmesine zemin hazirlamistir.
Sisman’in da (2011, s.71) belirttigi gibi, “kavramlar, zaman ve mekanla, tarihsel, siyasal ve
toplumsal tecriibeyle baglantili olarak ortaya ¢ikar ve anlam kazanir.” Bu 6n kabullerden
hareketle Tiirkiye’de muhafazakir ve sekiiler tartismalarin temelinin cumhuriyetin ilk
yillarinda yapilan birtakim degisim ve doniisiimlere dayandirmak dogru olacaktir.

Ozellikle, modernlesme diisiincesi ve laiklik ilkesi ve bu iki kavrama dayanilarak yapilan
reformlar ve bu reformlar sebep gésterilerek yapilan diizenlemeler (basdrtiisii yasaklari
gibi) muhafazakir kesimin tepkisine, protestolarina neden olmustur. Modernlesme,
“medeniyet degisimi anlamina geliyordu, yani {lkenin biitiin kurumlariyla beraber,
toplumun kendisinin de Batililastirilmasi séz konusuydu.” (Tiirkmen, 2013, s.119).
Modernlesme laik olmakla miimkiindii. Ttirkiye’de laiklik ilkesi, 1922 yilindan 1937’ye kadar
basamak basamak yapilan cesitli diizenlemelerle kabul edilmis ve 1937°de devletin énemli
bir 6zelligi olarak anayasaya girmistir. Erken cumhuriyet déneminde yalnizca hukuksal ve
siyasal alanlarim degil, sosyal hayatin da laiklestirilmesi hedeflendi. Hukuk ve siyaset
alaninda gergeklesen laiklesme, toplumsal alanda aym basariyi saglayamadi (Unal
Ozkorkut, 2023, s5.161).

Tiirkiye’de muhafazakarlik erken Cumhuriyet dénemiyle beraber gelismis, zamanla
doniisiime ugramis ve siyasal alanda 6nemli bir giic durumuna gelmistir. 1950 yilinda
Demokrat Parti’'nin (DP) muhafazakir kesimin dnem verdigi temel dini, manevi ve
geleneksel degerleri 6ne ¢ikararak iktidar olmasi Tiirkiye’de muhafazakér kesimin siyaset
sahnesinde énemli bir aktér durumuna gelmesinde bir déniim noktasidir (Akargay, 2008).
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Tiirkiye’de 1980’li yillar, kurgulanan ulusal kimligin ve Cumhuriyet rejiminin daha fazla
sorgulandigi ve tartisildig1 yillardir. Ozellikle 1980’lerin ortalarinda muhafazakar kesim,
etkisini artirmistir (Azak, 94, s.2013). 80’lerden itibaren muhafazakar kesimin onceki
deneyimlerinin ve liberal politikalarin etkisiyle din anlayislarinda bir farklilasma ortaya
¢ikmaya baslamistir. Onceki yillarda kati ideolojik yénlendirmeler icerisinde dine bakan
muhafazakir kesimin bakis agisi toplumsal ve kiiltiirel bir icerik kazmaya baslamistir
(Tekin, 2004, s.12). Bu degisime sebep olan olaylarin aktarilmasi yerinde olacaktur.

80’li yillarda deginilmesi gereken ilk konu 1980 askeri darbesidir. 12 Eyliil 1980’de askeri
darbe ile Tiirkiye’de yonetim “Milli Giivenlik Konseyi'ne (MGK)” ge¢mis, 1983 yilana kadar
yOnetim MGK tarafindan icra edilmistir. Askeri yonetim 6 Kasim 1983’de yapilan genel
secimlerle 13 Aralik 1983 tarihinde Turgut Ozal'm Genel Bagkani oldugu Anavatan
Partisi’nin iktidar olmasiyla sona ermistir (Diindar, 2016, 5.127). Askeri miidahale sonrasi
MGK'nin i¢inde bulundugu Kurucu Meclis tarafindan diizenlenen yeni Anayasa, 7 Kasim
1982’de halkoyuna sunulmus, yeni anayasa yiizde 91.37 oranla kabul oyu almistir (Soysal,
2022, 5.977). Yeni anayasada laiklik 6nemli bir ilke olarak yer almistir. Erken Cumhuriyet
Déneminden itibaren laiklige cok 6nem verildigi goriilmektedir. Laikligin kisi ve Allah
arasinda bir iletisim mekanizmasi oldugu g6z 6niine alindiginda, alani daraltilan dinin yeni
bir kamusal alan diizenlenmesine kap1 araladigi sdylenebilir (Tekin, 2004, 5.100). Darbeden
sonra 21 Eyliil 1983 yilinda kurulan Refah Partisi 1984 yerel secimlerinde % 4,8 oraninda oy
almus, sonraki secimlerde oylarini artirmustir. 90’li yillarda da segimlerde 6nemli basarilar
elde etmistir. Gdle’nin (2013, 5.20) de ifade ettigi gibi, 1996 Temmuz ayindan itibaren RP’nin
koalisyon hiikiimeti olusturmasiyla islami sdylem Tiirk politikasinin giindemine ve
kamusal alana bariz sekilde girmistir. RP, 28 Subat 1997’de “Milli Glivenlik Kurulu” karar1
ile yeni bir siirece girdi. 16 Ocak 1997 tarihinde Anayasa Mahkemesi tarafindan RP’nin,
laiklige aykir1 eylemleri sebep gosterilerek kapatilmasina karar verildi (Manas, 2005, s.529-
542). 28 Subat siirecinin politik bakimdan muhafazakar kesim icin iki nemli sonucu oldu.
Bunlardan birisi muhafazakar partilerin ve politikacilarin Islami séylemlerini kademeli
sekilde terk etmeleri ve muhafazakar kesimin kimlik politikasinin gii¢ kaybetmesidir ki
“bireylerin kendilerini siirekli olarak Stekinin durumuna gore algiladig1 bir ortamda, kimlik
bir sorun olarak ortaya ¢ikar (Barbarosoglu, 2015, s.19).” ikincisi ise muhafazakar kesimin
politik anlamda giiciinii kaybetmesi ve siyasi alanda mevcudiyetinin azalmasidir
(Demirezen, 2015, s.71).

1980’li yillar agisindan deginilmesi gereken bir baska konu ortiinme sorunudur.
Basortiilii muhafazakar kizlarin 80’li yillarda {iniversitelerde okuma istekleri basortiisii
sorununun Tirkiye’'nin giindemine girmesine neden olmustur (Cayir, 2013, s.41). Bat1 tipi
modernlesme ve laiklik uygulamalari Tiirk toplumunun kilik kiyafet y6niinden de modern
ve laik olunmasi gerekliligini esas almistir. Bu kapsamda 1925’te sapka kanunu, 1934’te de
kilik kiyafet kanunu kabul edilmistir. Kanunlarda kadinlarin kilik kiyafetiyle ilgili bir
diizenleme olmamasina ragmen kadmlarin da kilik kiyafet bakimindan modernlesmesi
isteniyordu. Kadimn kilik kiyafeti de laikligi yansitmaliydi. Bu diisiince 1960’1 yillarda

www.turkiyemedyaakademisi.com



The Reception of the Conservative and Secular Distinction in Television Series: The Case of Red...» 33

liniversitelerde basortiisii yasaklarinin uygulanmasina temel teskil etmistir. Tiirbanh
dgrencilerin Universitelere girmelerinin yasaklanmasiyla ortiinme sorunu muhafazakar
hareketin radikallesmesinde biiyiik rol oynadi. Bu yasak, daha dogrusu “yasaklarla bertaraf
edilen bu istenmeyen sosyal gerceklik (Sisman, 2011, 5.17)” tiirbanh 6grencilerin eylemler
ve gosteri yiirilyiisleri yapmalarina, muhafazakar kesimin seferber olmalarina neden oldu.
Tesettiir sorunu muhafazakr ve sekiiler kesimler arasinda kutuplasma ve politik bir
catisma sebebi olmus, 6rtiinme sorunu ¢esitli mecralarda siddetli tartismalarin kaynagi
olmustur. Bu tartismalarin en 6nemli sonucu ise sekiiler ve muhafazakir kesimler
arasindaki kiiltiirel bdliinmeyi agi§a ¢ikarmasidir (Gole, 2016, ss.12-13). Muhafazakar kiz
dgrencilerin tiniversitelere Islami esaslara uygun kiyafetle girme istekleri sekiiler kesimin
laiklik projesine yonelik gorsel bir meydan okuma sayilmis, bu kiyafetlerle tiniversitelere
girilmesini laik¢i seckinler kendilerine ait gordiikleri kamusal alanin ihlal edilmesi olarak
algilamistir (Gole, 2013, 5.27).

RP’nin kapatilmasi kararindan sonra, 17 Aralik 1997°de Fazilet Partisi (FP) kuruldu.
Kapatilan RP milletvekilleri FP’ne gecti. 18 Nisan 1999 tarihinde yapilan secimlerde Milli
Goriisiin oylarinda diisiis goriilse de bu se¢imde 111 milletvekili ¢ikararak 6nemli bir basar
yakalad1. Fakat FP de laiklik ilkesine aykiri eylemleri sebep gosterilerek Anayasa Mahkemesi
tarafindan 2001 yilinda kapatildi (Manaz, 2005, ss.529-543). Muhafazakar partilerin
kapatilmalar1 partilerin tabanimi olusturan muhafazakir kesimi rahatsiz ettigi gibi
muhafazakdr ve sekiler ayrimini da derinlestirdigi soylenebilir. Ayrica RP’nin
kapatilmasiyla Milli Goriis hareketinin bolinmesi, hareket icerisinden yeni parti
kurulmasinin temelleri atilmistir (Ezikoglu, 2021, 5.92).

1990’11 yillar muhafazakar kesim agisindan biiyiik degisim ve déniistimiin gerceklesmesi
agisindan 6nemlidir. 1980’li yillarda muhafazakar kesim modernizme tepkisel yaklagimlar
sergileyen siyasal sdylemin etkisindeyken (Cayir, 2013, s.51), 1990’l1 yilarda 1980’lerdeki
antimodernist ve tepkisel tavirlarii yumusatmistir. 1990 sonrasi Tiirkiye’de yasanan
siyasal, ekonomik, toplumsal degisimler bir¢ok alani oldugu gibi muhafazakar kesimin de
diisiincesini etkilemistir. Bu dénemde meydana gelen degisimler muhafazakér kesimin
kendilerini sorgulamasina sebep olmus, bu sorgulama beraberinde birtakim degisimleri
getirmistir (Yagli, 2005, s.239). Denilebilir ki 90’li yillarda “laik kamusal alan icinde
dznelesme arayis1”, (Suman, 2013, s.83), “siyasal ve kiiltiirel bir meydan okuma” (Bilici,
2013, 5.216) s6z konusudur.

90’l1 yillarda deginilmesi gereken dnemli bir konu da tesettiirlii kadinlarin ortiinme
sorununu “kadin haklar1” baglaminda dile getirmeleridir. 1970 ve 80’li yillarda ayet ve
hadisler esas alinarak savunulmaya calisilan 6rtiinme meselesi, sekiiler kesime karsin kadin
ayrimcilig1 {izerinden savunulmaya baslanmistir (Barbarosoglu, 2015, s.42).

90’ yillar muhafazakar partilerin iktidar oldugu, muhafazakar kesimin ticarette
etkinlik kazandig1, gériintiiniin, gériintirligiin éne ¢iktig1 yillardir (Aktas, 2016, 5.32). 90’h
yillarda muhafazakar bireyler, laik egitim kuramlarini bitirmis, meslekleriyle belirli oranda
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dzerklik elde etmis, islam’da tatil, eglence, diigiinlerin nasil yapilacag: gibi inceltilmis
hususlar1 tartismaya baslamistir. Bu yillarda iilkenin en iyi iiniversitelerini bitiren
muhafazakar kesim, kendi televizyonlarini, gazetelerini, isyerlerini, tatile gidebilecekleri
bes yildizli otelleri agmislardir. Bu dénemde muhafazakir kesim tatil mekéanlariyla,
mizikleriyle, radyolariyla, televizyon kanallariyla, tesettiir defileleriyle, moda dergileriyle
farkli bir yasam tarzini yansitmaktaydilar. Ayrica bu dénemde (1994 yih) Tiirkiye'de
muhafazakdr kadmlarin ilk platformu olan “Gékkusagi istanbul Kadin Platformu”
kurulmustur (Cayir, 2013, ss.54-55). Bu durum kamusal alanda yalmzca muhafazakar
erkeklerin degil muhafazakdr kadinlarinda 6nemli oranda goriiniir oldugunu
gostermektedir. 90'li yillardaki bu gelismeleri, “Islami {ist orta siniflarin tiiketim talep ve
pratiklerinin goriiniirliik ve bir anlamda kamusallik kazandig1 bir esik (Bilici, 2013, 5.221)”
olarak diistinmek miimkiindiir. Ayrica muhafazakar kesimin kamusal alanlara déntk
yasadigi bu dontisimler, muhafazakdr kesimin, mevcut kamusal alanin kendilerini
dislamasina, yok saymasina yonelik bir tepkisi, varliklarim ortaya koyma durumu olarak
okunabilir (Sever, 2006, s.9).

Fazilet partisinin kapatilmasi1 Adalet ve kalkinma Partisi'nin (AKP) ve Saadet Partisi'nin
(SP) kurulmasini sagladi. Recep Tayyip Erdogan énderliginde 14 Agustos 2001 tarihinde
kurulan AKP, 3 Kasim 2002 tarihinde yapilan milletvekili secimlerinde biiyiik basari sagladi.
Sonraki secimlerde de bilyiik basarilar kazanan AKP giiniimiizde de (Bu satirlar 17.05.2024
tarihi itibariyle yazilmistir.) iktidarini siirdiirmektedir. AKP'nin secimlerde biiyiik basar:
kazanmasi muhafazakr kesimin siyasi tezahiirii seklinde ortaya ¢ikmaktadir. 80’lerde
kapitalizme ve moderniteye karsi olan muhafazakar kesim 90’larda hem kapitalist sistemin
hem de modern kurumlarin islamilestirilmesini istiyordu. 28 Subat siirecinin etkisiyle de
muhafazakar kesim ekonominin ve devletin islamilestirilmesi gayretinden kismen de olsa
vazgecti. Bu vazgecisi AKP temsil etmekteydi (Demirezen, 2015, ss.73-75).
“Muhafazakirligin 6ziinii; geleneksel kurumlara ve degerlere saygi, mevcut toplumsal
isleyisin radikal ve tepeden inmeci degistirilmesine karsi olma, toplumsal degisimin
kendiliginden gerceklesmesine verilen 6nem olusturur. Bu baglamda AKP’nin muhafazakar
demokrat kimliginin sahiplenip Islamci benligi arka planda birakmayr hedefledikleri
sdylenebilir. Bu bakis agisi siyasal islamci kimligin muhafazakir demokrat kimligin
gerisinde kalmasina neden olmustur (Siikiir, 2020, s.688).”

Ak Parti’nin giiniimiizde de devam eden iktidarhg: déneminde muhafazakar kesim
yalnizca siyasal agidan degil ekonomik ve sosyal agilardan da giiclenmis, kamusal alanda
daha ¢ok goriiniir ve sz sahibi olmustur. Ayni zamanda bir¢ok kavram ve faaliyet
mubhafazakar kesimin dahil oldugu bir yapiya déniismiis, Aktas'in da (2016, 5.97) belirttigi
gibi, kozmetik iirtinleri, moda, pop miizigi, demokrasi gibi bircok kavram, kurum ve olgular
dini agiklamalarla muhafazakir kesimin kullanimina agilmistir.  Aynmi zamanda
iiniversitelere basdrtiisityle girememe sorunu da Ak Parti ddneminde son bulmustur.

Catismact bir sekilde de olsa, gliniimiizde muhafazakar ve sekiiler kesimlerin, yasam
tarzlarinin, sGylemlerin birbiriyle kaynasmaya basladigi, birbirini etkileyip degisime
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ugrattigi goriilmektedir. Muhafazakar kesim cemaat, aile, islam, vicdan kavramlarimimn
disina ¢ikip, piyasa ekonomisi, egitim, tiiketim, iletisim ve sivil topluma dogru yoneldikce
kendi sinirlarinin disina ¢ikmak zorunda kalmakta, 6te yandan da bu alanlar1 déntsiime
ugratmaktadir (Géle, 2013, 5.12).

2.Yontem

Calismanin amaci, Kizil Goncalar dizisi 6zelinde muhafazakiar ve sekiiler kesim
temsillerinin, dizide hangi mesajlarm verildiginin izleyenler tarafindan nasil
algilandiginin,  dizinin izleyenler Uzerindeki etkisi/etkilerinin ortaya konulmasidir.
Calismada Kizil Goncalar dizisinin tercih edilmesinin nedeni dizide muhafazakar ve sekiiler
sdylem, kod ve gdstergelerin 6nemli yer tutmasi, muhafazakar ve sekiiler birlikteligine yer
verilmesi, iki kesimin yasam tarzlarini da konu edinmesi 6nemli kriterler olmustur. Ayrica
dizinin reyting oraninin yiiksek olmasi da dizinin tercih edilmesini etkileyen bir baska
etkendir. Calismada 6 May1s 2024 reyting sonuglarina bakilarak degerlendirme yapilmistir.
cnnturk.com.tr adresinde 07.05.2024 tarihli haberde 6 Mayis 2024 reyting sonuglarina gore
Kizil Goncalar dizisi reyting acisindan birinci sirada yer almaktadir. Kizil Goncalar dizisinin
20 Mayis 2024 tarihi itibariyle sezon finali olarak 19. bélimii NOW TV’de yaymlanmistir.
Galismada dizinin birinci sezonunu olusturan 19 bolimii dikkate alinmistir.

Calismada, belirlenen amaglarla uyumlu olarak Kizil Goncalar dizisi 6zelinde
yapilar1 hangi kelimelerle tanimlanmaktadir?”, “Dizide izleyicilerin kendine yakin
hissettigi karakterler kimlerdir?”, “Muhafazakér ve sekiiler kesim arasindaki farkliliklar
hangi unsurlarla aktarilmaktadir? Bu farkliliklar sosyal gergeklikle ortiismekte midir?”,
“Dizide yer alan aile yapilar1 nesnel bir sekilde aktarilmakta midir?”, “Muhafazakir ve
sekiiler kesim nasil temsil edilmektedir? Bu temsillerle hangi mesajlar verilmektedir?”,
“Dizide politik mesaj verilmekte midir?”, “Muhafazakdr ve sekiiler kesim temsilleri
izleyenler tizerinde nasil bir etki birakmaktadir?”, “Dizi giindelik sohbetlerde yer
almaktadir? Hangi agilardan?” seklindeki sorularin yaniti aranmaktadir.

Galismada nitel arastirma yontemlerinden birisi olan alimlama analizi ydntemi
kullanilmistir. Alimlama analizi, anlamin hedef kitle tarafindan belirlenmesi ve
olusturulmas: esasma dayanan bir yéntemdir. Alimlamanmm oziinde, kitle iletisim
araglarindan aktarilan mesajin genellikle birden ¢ok anlama sahip olmasi ve mesajlarin
yorumlanmasi mantigi s6z konudur (McQuail ve Windahl, 2005, s.182). “Ingiliz Kiiltiirel
Galismalar” geleneginin dnemli bir unsuru olan alimlama analizi arastirmalarinda, izleyici,
okuyucu veyakod agici medya metinleri tarafindan tavsiye edilen, 6ne ¢ikarilan hegemonik
veya egemen iletilere kars1 direng gosterme ve izledigi seyleri kendi deneyimleri ekseninde
anlam verme giiciine sahiptir (Yaylagiil, 2014, 5.134). Yani alimlama analizinde bireyler éne
¢ikarilani, dayatilani degil, kendi hiir iradeleri ve tecriibeleriyle verileni degerlendirme,
anlamlandirma, yorumlama, sonug ¢ikarma giiciine maliktir. Dolayisiyla izleyici veya kod
acic1 aktif bir algilama yapisina sahiptir.
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Calismada olasiliga dayali olmayan 6rneklem tiirlerinden olan kartopu 6rneklem
yoluyla Kizil Goncalar dizisini izleyen ve Sivas’ta yasayan 10 katilimciya (7 kadin, 3 erkek)
ulasilmistir. Zincir 6rnekleme olarak da adlandirilan kartopu 6rneklemenin temel mantig,
“tamimlanmig bir evrende bir birimi arastirma 6lgiitlerine uygun olan belirli 5zelliklerine
gore baslangi¢ birimi olarak belirlemek ve ardindan bir birimle tiirdes 6zelliklere sahip
diger birimlere ulasmaktir.” (Taylan, 2015, 5.76).

Katilimcilarin birbirlerini etkilememeleri amaciyla her bir katilimc: ile ayr1 gériisme
yapilmustir. Birinci sezonunda 19 bélim yayinlanmis olan dizinin tamamini izlemis

olmalari katilimcilarin belirlenmesinde dikkate alinmistir.

Calismada, bireylerin 6ncelikle Kizil Goncalar dizisini diizenli olarak takip edip
etmedikleri sorulmustur. Diizenli olarak diziyi takip ettigi belirlenen bireylere calismanin
amaglar1 dogrultusunda toplam 10 soru yéneltilmistir. Bu 10 soru su sekildedir: (Sorularin
belirlenmesinde “Efe’nin (2024) “Muhafazakar ve Laik Kimliklerin Televizyon Dizilerinde
Almlanmast: Kizilcik Serbeti Dizisi” adli makalesinde kullandigi sorulardan kismen
yararlanilmistir.)

1. Kizil Goncalar dizisini izleme nedeniniz nedir?
2. Dizide yer alan aile yapilari hangi kelimelerle tanimlanabilir?
3. Dizide kendinizi yakin hissettiginiz karakterler kimlerdir?

4. Mubhafazakir ve sekiiler kesim arasindaki farkhihklar dizide hangi unsurlarla
yansitilmaktadir?

5. Dizide muhafazakir ve sekiiler kesim arasindaki farkhliklar sosyal gerceklikle
drtiismekte midir?

6. Dizide yer alan aile yapilari nesnel bir sekilde aktarilmis midir?

7. Dizide hangi mesajlar verilmektedir?

8. Dizide politik mesajlar verilmekte midir?

9. Dizi muhafazakar veya sekiiler kesime yonelik diisiincelerinizi etkiledi mi?

10. Dizi glindelik sohbetlerinizde yer aldi m1? Hangi agilardan?
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3. Dizinin Kiinyesi

Gorsel 1. Kiz1l Goncalar Dizisinin Afisi

Kaynak: https://www.nowtv.com.tr

Yénetmen: Omiir Atay

Senaryo: Siikrii Necati Sahin

Genel Koordinator: Ahsen Tiiziin Baltepe
Yapimct: Faruk Turgut

Oyuncular: Ozcan Deniz, Ozgii Namal, Mert Yazicioglu, Erkan Avci, Hazal Tiiresan, Mert
Turak, Selen Oztiirk, Serif Erol, Duygu Sarigin, Tugrul Tiilek, Sitare Akbas, Mina
Demirtas, Esra Yilmaz

Yapim Sirketi: GOLD Film

Yayn Yili: 18 Aralik 2023

Tiir: Drama

Ulke: Tiirkiye

Dil: Tiirkge

4. Dizinin Ozeti (ilk Sezon / 19 B6liim)

Kizil goncalar dizisi sekiiler bir Atatiirkcii roliinde olan Levent (Ozcan Deniz) ve Faniler
adh bir tarikatin i¢inde yasayan Meryem’in (Ozgii Namal) yollarinin kesismesini konu
edinmektedir. Meryem, Naim ve kizlar1 Zeynep memleketlerinde meydana gelen deprem
nedeniyle istanbul’a gelerek Faniler isimli tarikatin kendilerine tahsis ettikleri dairede
yasarlar. Zeynep okumaya hevesli ve cok zeki bir kizdir. Zeynep’in bu meziyet ve istediginin
farkinda olan Meryem, tarikat ve esi Naim’le miicadele etmek zorunda kalmaktadir. Bu
ugurda gizlice kiz1 Zeynep’i yurt disina kagirmaya bile galisir. Tarikat ve Naim’in amaci
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kiiciik yastaki Zeynep’i tarikat seyhinin torunu ve tarikat i¢cinde énemli bir konumu olan
Sadi Hiidayi Efendi’nin yegeni Ciineyd Efendi ile evlendirmektir.

Adli bir vaka sebebiyle, Ciineyt bir psikiyatr olan Levent ile tamsir. Onceki gérev
yillarinda Faniler adl tarikat1 taniyan Levent, Ciineyt’e tibbi anlamda yardim ettigi gibi,
onu anlamaya da ¢alisir. Tarikat icinde nemli bir konumu olan Sadi Hiidayi ¢ok sevdigi,
zaman zaman da kiskandigi Ciineyd’in tedavi olmasi konusunda Doktor Levent ile
goriismesine ve tedavi olmasina yardimci olur. Ciineyd gegmiste annesiyle yasadigi olaylar
ve ona duydugu hasret nedeniyle psikiyatrik sorunlar yasar. Zaman zaman psikiyatr olan
Levent'le goriismelere gider, hastanede yatmak zorunda kalir. Ciineyd tensel temas yapma
konusunda biiyik bir cekinceye sahiptir. Kimseyle tensel temas kuramamaktadir.
Ciineyd’in kiiclikken babasiyla sorunlar yasadigi anlasilmaktadir. Clineyd’in annesi o
kiiciikken gozleri 6niinde yiiksek bir yerden atlayip intihar etmistir. Bu durum onda
unutamayacag1 travmalar yasamasina neden olmustur.

Cevresinde idealist bir doktor olarak taninan Levent, otoriter bir baba tarafindan
biiyiitiilmiistiir. Isine olan diiskiinliigii ve insanlara yardim etme konusundaki hassasiyeti
nedeniyle kizi1 Mina ve esi Beste’yi ihmal eder. Meryem'’le tanistiktan sonra 6zellikle kiz1
Mina’ya daha fazla ilgi géstermeye baglar. Meryem, islami esaslara gore yasayan, fedakar,
diiriist, becerikli bir kadindir. Ozellikle kizin1 okutmak icin biiyiik zorluklara katlanir.
Levent’in Meryem ile yollarimin kesismesinde esi Bestenin biiyiik rolii vardir. Aslinda Mina,
Meryem ve Naim'’in kizlaridir. Hastanede yasanan bir karisiklik nedeniyle Mina'y1 evlat
edinmisler. Beste, Meryem ve ailesi Istanbul’a geldikleri zaman kendisi de yurtdisina
gidecegi icin Meryem’i istanbul’daki evlerine ev isleri yapmasi i¢in almistir. Esasen Mina'y1
8z annesine emanet edip gitmek niyetindedir. Bu sekilde Meryem ve kizi Zeynep Doktor
Levent ve Levent’in yakin ¢evresiyle iliski kurmaya baslar. Zamanla Levent’in babasi Suavi
Alkanl Zeynep’e matematik alaninda ders vermeye baslar.

Levent, Meryem’e kizi Zeynep’i okutmasi konusunda yardimci olmaya baslar. Bu ugurda
tarikatla ve Zeynep’in babasi Naim’le sorunlar yasar. Ozellikle Zeynep’in babasi Naim kati
kurallar1 olan, ge¢mis giinahlarinin etkisinde yasayan, ok fazla meziyeti olmayan, ¢ikarci,
kendi kizini dahi kiiciik yasta evlendirebilecek kadar bagnaz bir insandir. Dolayisiyla da
kizin1 okutmak yerine evlendirmeyi tercih etmekte, kendisi de bu evlilikten bir takim
menfaatler elde etmeye ¢alismaktadir.

Zeynep, annesi Meryem, Doktor Levent ve Levent'in yakin gevresinin yardim ve
gabalarina ragmen Ciineyd ile evlenmek zorunda kalir. Levent, Ciineyd’in insanlarla temas
edememe takintist oldugunu bildigi i¢in Ciineyd’'in ona dokunamayacagin bilir. Artik evli
olan Zeynep Ciineyd’in evinde ayri yataklarda yatmaya baslarlar. Diger taraftan da
Zeynep'in okumasi konusunda Meryem ve Levent ¢aba gostermeye devam eder. Bu arada
Zeynep'in Clineyd’e 6nce merhamet seklinde duydugu duygu sevgiye doniismeye baslar.
Ciineyd Zeynep'e kendisini bosamasi konusunda yetki verir. Her ikisi de karsilikl
bosanmay1 kabul eder. Bu arada Clineyd’in babasi umulmadik bir sekilde ortaya ¢ikar.
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5. Bulgular

Tablo 1. Katilimcilarin Demografik Ozellikleri ve Toplumsal Kimlikleri

Katilimc1 | Yas Cinsiyet Meslek Egitim Toplumsal
Kimligi
K-1 27 Kadin Ev hanimi Lisans Orta
K-2 33 Kadin Memur On lisans ikisine de yakin
K-3 52 Kadin isci ilkégretim Laik
K-4 27 Kadin Ogretmen Lisans Tirkgii-
Milliyetci
K-5 23 Kadin Ev hanimi Lisans Laik
K-6 39 Kadin Ogretmen Lisans Milliyetgi
K-7 63 Kadin Ev hanimi {lkdgretim Laik
K-8 40 Erkek Memur Lisansiistii Sekiiler
K-9 40 Erkek isci Lisans Milliyetci
K-10 43 Erkek Memur Lisans Sekiiler

Tablo 1’ den goriilecegi lizere katilimcilarin yagslar1 23-63 araligindadir. Toplam 10
katilmcinin 7’si kadin, 3’ti erkektir. Katilimcilarin 3’(i ev hanimi, 3’ii memur, 2’si isci, 2’si
dgretmendir. 1 katilims: lisansiistii, 6 katilimci lisans, 1 katilimci 6n lisans, 2 katilimct
ilkégretim mezunudur. Katilimcilarin toplumsal kimliklerini ifade sekilleri ise 1 katilimc1
orta, 1 katilimci ikisine de yakin, 1 katihmer Tiirk¢li- milliyetci, 3 katilimer laik, 2 katilimct
milliyetci, 2 katilimc da sekiiler seklindedir.

5.1. Katilimcilarin Diziyi izleme Sebepleri

Katilimcilarin diziyi izleme nedenlerini anlamaya ydnelik sorular soruya katilimcilar
genellikle muhafazakir ve sekiiler kesimlerin farkliliklariyla diziye konu olmasinin
ilgilerini ¢ektigini belirtmislerdir. Bunun disinda dizide yer alan manevi sohbetler,
tasavvufla ilgili konular, tarikat ve cemaat yapilanmasinin isleyis sekline duyulan ilgi, farkl
goriislerin birbirlerini anlama ¢abasi, kargilikli iletisim ve etkilesimleri katilimcilarin diziyi
izleme ve takip etme noktasinda temel isteklendirme (motivasyon) kaynaklaridir. Diziyi
izleme nedenleri degerlendirildiginde katilimcilarin farkli kesimlerin birbirini anlama
gabalari, birbirlerine yardim etmeleri, karsilikli etkilesim ve iletisimlerini merak etmeleri
toplumsal yasam agisindan bir beklentiyi yansittigi sGylenebilir. Bu beklenti farkl diistince

Tirkiye Medya Akademisi Dergisi | e-ISSN: 2791-6014
e e————SSLSLSSSEEE



40 « Televizyon Dizilerinde Muhafazakar ve Sekiiler Ayriminin Alimlanmast: Kizil Goncalar Ornegi

ve yasam sekillerine sahip topluluk veyabireylerin karsilikli iletisim, etkilesim, duygudaslik
(empati), anlayis icinde var olmalari seklindedir.

K-1: Maneviyatimin yiikselmesi ve Ciineyd, Levent hocanin manevi sohbetleri.

K-2: Cemaate ve laik kesime yonelik topluma birlestirici, sorgulayici mesajlar verdigi
icin.

K-3: Muhafazakar ve sekiiler her iki kesimi konu edindigi igin.

K-4: Giiniimiizde muhafazakir, sekiiler ayriminin toplum icin problem oldugunu
varsayarak bu ikilik dizide nasil yansitiliyor, hangi konulara deginiliyor bunu gérmek icin.
Tarikat ve cemaat yapilanmasina ¢ok fazla hakim olmadigim icin isleyislerini gézlemlemek
icin.

K-5: Toplumda yer edinen bilyiik problemlerden biri olan insanlarin birbirlerinin farkli
yasam tarzlarina saygi duymamalarini ve siirekli bir catigma ve farklilasma meselesini
gayet giizel, akici, anlasilir bir sekilde dizide yansitmalar:.

K-6: Farkli gériislerde olan insanlarin anlasma ve birbirlerini anlama ¢abalarini gérmek
hosuma gidiyor. Ayni zamanda dizide bitmeyen bilinmezler de izlememe sebep oluyor.

K-7: Bu diziyi izleme sebebim iki kesimin bir dizide farkliliklariyla yer almast, karsilikls
iliskileri, verdikleri miicadeleler hosuma gidiyor.

K-8: Cemaat ve sekiiler kesimin yasam tarzlariny, iligkilerini ¢ok iyi yansitiyor. Bu da
benim hosuma gidiyor.

K-9: flk defa bir cemaat, bir diziye konu oldu. Cemaatlerin i¢ yiiziinii géstereceginden
izledim.

K-10: Tasavvufla ve maneviyatla ilgili oldugu icin.
5.2. Dizide Yer Alan Aile Yapilarinin Tanimlanmasi

Katilimcilara dizide yer alan aile yapilarini tanimlamalarina yonelik soruya farkl
yanitlar verdikleri goriilmiistiir. Muhafazakér aile yapilari i¢in verilen yanitlar, dindar,
tutucu, dinci, bagnaz, geleneksel, asir1 dinci, kapali, asir1 kapali seklindedir. Sekiiler aile
yapilar1 i¢in verilen yanitlar ise, 6zgiir, modern, ¢agdas, sosyal, asir1 sosyal, laik, agik
seklindedir. Verilen yanitlar bir biitiin olarak degerlendirildiginde yapilan tanimlamalarin
iki zit kutupta yer aldig1, muhafazakar ve sekiiler ayriminin sinirlarini kesin sekilde ¢izdigi
goriilmektedir.

K-1: Dindar/tutucu - Ozgiir/modern
K-2: Muhafazakér/tutucu/ kéktendinci- Modern/cagdas/sosyal
K-3: Dinci/bagnaz/muhafazakir- Laik/modern

K-4: Muhafazakar/dindar/geleneksel- Sekiiler/modern/cagdas
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K-5: Muhafazakar, asir1 dinci- Sekiiler

K-6: Kapali/muhafazakar- Acik, sekiiler

K-7: Muhafazakar-Laik

K-8: Muhafazakar-Sekiiler

K-9: Asir1 ice kapali aileler ve Asir1 sosyal bir aile
K-10: Muhafazakar-Sekiiler

5.3. Dizide Yakin Hissedilen Karakter

Katilimcilarin kendilerini yakin hissettikleri karakterler farklihk gostermekle birlikte
katilimcilar genellikle Meryem cevabini vermislerdir. Meryem’in kizin1 okutmak igin
verdigi miicadele, fedakar bir anne olusu nedeniyle katilimcilar Meryem’i kendilerine yakin
hissetmektedirler. 2 katilimei Ciineyd’i kendine yakin hissettigini sdylemislerdir. Bunun
sebebini ise K-4 Clineyd’in zeki, bilgili, diiriist olmasina baglamis, K-4 tasavvufi oldugu igin
cevabini vermis, K-10 ise Ciineyd ile beraber Sadi Hiidai’yi kendine yakin hissetmis sebebini
ise bu iki karakter sayesinde tasavvufi konularin dizide 6n plana ¢ikmasi seklinde
aciklamigtir, K-4 modern, bilimsel oldugu icin Levent'i kendine yakin hissetmis, K-8 ise
modern, bilgili, kendini gelistirmis, entelektiiel bir insan oldugu i¢in Levent’i kendine yakin
hissetmistir. F-4 feminist bir dindar oldugu i¢in Birgiil'ii kendine yakin hissetmistir. K-6 bir
seylere ulagsmak icin gosterdigi caba ve zeki olmasindan dolay1 Zeynep’i kendine yakin
hissetmistir. K-5 ise dizide tam olarak kendisine yakin gordiigii bir karakterin olmadigin
beyan ederek biitiin karakterlerin kendi icinde ¢ok giizel bir anlam ifade ettigini
belirtmistir.

K-1: Meryem, kizin1 okutmak i¢in ¢aba gostermesinden dolay.

K-2: Kizini okutmak i¢in verdigi miicadele nedeniyle Meryem, zeki, bilgili, diiriist oldugu
icin Ciineyd.

K-3:Meryem. Giinkii fedakr bir anne. Kizin1 okutmak i¢in ¢ok ¢aba sarf ediyor.

K-4: Modern, bilimsel oldugu i¢in Levent, felsefi, tasavvufi oldugu igin Ciineyd, feminist
dindar oldugu i¢in de Birgiil.

K-5: Dizide tam olarak kendime yakin gordiigiim bir karakter yok. Ama biitiin
karakterler kendi iginde ¢ok giizel bir anlam ifade ediyor ve bu da ger¢egi yansitmakta ¢ok

iyi.
K-6: Dizide kendimi yakin hissettigim karakter Zeynep. Bir seylere ulasmak icin
gosterdigi caba ve zeki olmasindan dolay1.

K-7: Meryem. Kizini okutmak i¢in verdigi miicadele takdire deger gercekten.

K-8: Levent. Giinkii modern, bilgili, kendini gelistirmis, entelektiiel bir insan.
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K-9: Yok
K-10: Sadi Hiidai ve Ciineyd. ikisi sayesinde tasavvufi konular dizide 6n plana ¢ikiyor.
5.4. Muhafazakar ve Sekiiler Kesim Arasindaki Farkliliklarin Yorumlanmasi

Muhafazakar ve sekiiler kesim arasindaki farkliliklarin hangi unsurlarla yansitildigina
y6nelik soruya katiimcilar genel olarak egitim, yasam sekli, giyim, kusam, ibadet
aligkanliklari, yasadiklari ortam seklinde yanit vermislerdir. Bunlarin disinda verilen
yanitlar muhafazakir kesim icin, geleneksel ve kati kurallar, disariya kapili yapilar, ortak
degerler, aile i¢i yakin iliskiler, kadina deger vermeme, dini esas alma, itaat; sekiiler kesim
icin, disa agik, esnek, modern, esitlikci, kisisel alana saygi, bireysel, dzgiirliikce, tartigmaya
acik olma, sorgulama, bilimi esas alma, kadina deger verme seklindedir. Bu unsurlar bir
biitiin olarak degerlendirildiginde muhafazakir ve sekiiler ayriminin cizgilerinin zit
kutuplar ekseninde ¢izildigi goriilmektedir.

K-1: Egitim, yasam tarzi, giyim-kusam
K-2: Yasam sekli, egitim
K-3: Bence egitime verilen 6nemle, yasam tarzlariyla yansitilmaktadir.

K-4: Muhafazakir Kesim: Disariya kapali yapilar, geleneksel ve kat1 kurallar, ortak
degerler, aile i¢i yakin iliskiler, tartismaya kapali konular. Sekiiler Kesim: Disa acik, esnek,
modern, esitlik¢i, kisisel alana saygi, bireysel, 6zgiirliikcii, tartigmaya agik.

K-5: Egitim konusunda sekdiler kesimde gocuklarin her alanda kendilerini gelistirmesi
islenirken, muhafazakar kesimde kiz ¢ocuklarini okutmak yanls bir diisiince olarak
goriiliiyor. Ama dizide sadece muhafazakar kesimin bu diistincesi degil sekiiler kesimin de
zamaninda muhafazakar kesimin kiz ¢ocuklarinin okumasina karsi ¢iktig1 bir dénem oldugu
gayet giizel islenmis.

K-6: Oncelikle kadin kimligine verilen deger noktasinda ele alinmalidir. Sekiiler kesimde
kadina daha fazla deger verilirken ve kendi kimligini olusturmasi igin engel
olusturulmazken muhafazakar kesimde itaat eden ve gelismesi engellenen bir unsur olarak
ele alinmus. Sekiiler kesimde sorgulama varken muhafazakar kesimde itaat goriilmekte.

K-7: Cemaat icinde yer alan muhafazakar kesim kizlarin okutulmasina izin vermiyor.
Sekiiler kesim ise bu konuda kararli. Egitime verilen nem konusunda farklilik var. Ayrica
giyimleri, konusmalari, davranislari, yasadiklar: yerler hep farkl.

K-8: Giyim tarzlari, yagsam tarzlari, yasadiklari cevre, ibadet aliskanliklari, olaylara bakis
acilari. Cemaat i¢inde yer alan muhafazakar kesim dini esas alarak, sekiiler kesim ise bilimi
esas alarak olaylar1 yorumluyor.

K-9: Muhafazakar kesim kiz ¢ocuklarina ¢ok 6nem vermeyen, dis diinyaya kendini
kapatmis dnderlerinin lafindan ¢ikmayan kisiler. Sekiiler kesim ise ¢ocuklara asir1 zgiirliik
vermis ve ailesel yapilar1 ¢ok rahat.
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K-10: Yasam sekilleriyle

5.5. Muhafazakdr ve Sekiiler Kesim Arasindaki farkliliklarin Sosyal
Gergeklikle Uyumlulugu

Dizide muhafazakir ve sekiiler kesim arasindaki farkhiliklarin sosyal gerceklikle
uyumuna yénelik sorulan soruya katihmcilarin 6’s1 (K-1, K-4, K-5, K-6, K-7, K-8) uyumlu
oldugu seklinde cevap verirken, bir katilimci (K-2) kismen seklinde cevap vermis, K-3 tam
olarak uyumlu olmadigini ifade etmis, K-9 ve K-10 ise uyumlu olmadigini belirtmislerdir.
Bilyiik cogunlugun uyumlu (6 katilimci), 2 katilimcinin da kismen cevabi verdigi dikkate
alindiginda dizinin muhafazakar ve sekiiler kesim farkliliklarinin sosyal gerceklikle biiyiik

oranda Ortiistiigii soylenebilir.
K-1: Evet, bence uyumlu.
K-2: Yani, kismen.
K-3: Tam olarak degil. iki kesime yénelik eksik, abartili taraflar var gibi.

K-4: Evet ortiismektedir. Toplumun %80’i bdyle olmasa da iki ayri tarafin yasayis ve
davranislar1 cogunlukla ayni.

K-5: Ortiismektedir. Toplumumuzda bdyle bir gercek var. iki taraf da birbirlerinin
yasam tarzlarini bir tiirlii benimseyemeyip siirekli bir catigma ve farklilasma durumunda.

K-6: Evet zaman zaman ortiismektedir. Bu kadar kat1 kurallar konusunda muhafazakar
kesimde esnemeler olsa da genel olarak dizide yer alan farkliliklar sosyal gerceklikle

Ortlismektedir.
K-7: Bence sosyal yasamla gayet uyumlu.
K-8: Evet, hayatta da benzer durumlar, bire bir ayni olmasa da s6z konusu.
K-9: Uyumlu oldugunu diisiinmiiyorum.
K-10: Bence drtiismemektedir.
5.6.Dizide Yer Alan Aile Yapilarinin Nesnel Bir Sekilde Aktarilip Aktarilmadig:

Katilmcilarin 871 (K-1, K-2, K-4, K-5, K-6, K-7, K-8, K-10) aile yapilarinin nesnel olarak
aktarildigini ifade etmislerdir. K-3 kismen aktarildigini, K-9 ise dizide iki kesimin de ¢ok ug
noktalarda yasadigi icin kararsiz kaldigini ifade etmistir. Verilen cevaplar dikkate
alindiginda aile yapilarinin dizide nesnel olarak aktarildigi séylenebilir.

K-1: Bence nesnel bir sekilde aktarilmigtir.
K-2: Aktarilmis olduguna inaniyorum

K-3: Bence kismen aktarilmgtir,
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K-4: Cogunlukla tarafsiz ve nesnel bir sekilde aktarilmig. Dizinin iki tarafi da rahatsiz
etmesi bu durumu destekliyor.

K-5: Evet, aktarilmis. Gergek hayatta da kizlarin okumalarina kars: ¢ikan bir kesim var;
kizlarinin okumasini her seyin 6ntinde tutan aileler de var.

K-6: Evet aile yapilarmm anlatimi ¢ok nettir.

K-7: Evet aktarilmis. Her sey dogal ve yalin.

K-8: Bence aktarilmis.

K-9: 1ki kesim de ¢ok ug noktalarda yasadig1 i¢in kararsizim.
K-10: Aktarilmistir.

5.7. Dizide Verilen Mesajlarin Alimlanmasi

Dizide hangi mesajlarin verildigine yonelik soruya katilimcilar muhafazakar ve sekiiler
kesimin yasam tarzlar1 baglaminda asiriliga kagmamasi, birbirlerini anlamaya, birbirleriyle
iletisim kurmaya calismalar: seklindedir (K-2, K-4, K-5, K-6, K-7, K-8, K-10). Katilimcilarin
dnemli ¢ogunlugunun sdz birligi icinde iki kesimin de karsilikli anlayis, iletisim icinde
duygudaglik yapmalarini ifade etmeleri sosyal gerceklik acgisindan da bir beklentiyi
yansitmaktadir. Katilimcilarin odaklandig1 bir bagka nokta ise dizinin ilk sezonunun baskin
konusu olan Zeynep’in okutulmasi miicadelesine odaklanarak genellikle egitim, kiz
cocuklarinin okutulmasi seklinde cevap vermislerdir (K-2, K-3, K-7, K-8, K-10).

K-1: Bence dizinin verdigi ana mesajlar Tiirkiye’de muhafazakar ve sekiiler ¢atismasi ve
tarikat gercegidir.

K-2: Egitimin fazlasiyla 6nemli bir unsur oldugu mesaji verilmistir. Ayrica her seyin
fazlasinin gercege aykir1 oldugu mesaji verilmistir. Asiri modernlik de asir1 muhafazakarlik
da insanlara zarar verir bence.

K-3: Oncelikle egitimle ilgili mesajlar verilmektedir.

K-4: Ayrisma olsa da ortak bir dil kullanildiginda iki kesim arasinda ¢atismanin
giderilmesi bakimindan basarili olunacagi, esasinda iki kesimin de bir biitiin oldugu mesaji
verilmektedir. Ayrica sekiiler ve muhafazakar kesimin iyi ve kétii yonlerinin elestirilmesi
gerektigi, muhafazakar ve sekiiler kesime cogunluk olarak degil bireysel diizeyde bakmamiz
gerektigi mesajlar1 verilmektedir.

K-5: Bence dizide verilen en iyi mesaj asirilik. Asiriya kagilan muhafazakarlhigin da
sekiilerligin de insanin yasaminda olusmus etkiler olusturdugu.

K-6: Dizide muhafazakar ve sekiiler kesimde yer alan bireylerin yollarinin kesismesiyle
birbirlerini anlama cabalarinin olusmasi, iki kesiminin diisiincelerinde bir evrilme
olabilecegi ihtimalini aklima getiriyor. Bu durum toplumda iki kesim arasinda yasanan
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catisma ve iletisimi gosterme niyeti seklinde okunabilir. Bunun disinda kadinlarin
toplumsal cinsiyet anlaminda yasadiklarim fark ettirme anlaminda mesajlar verilmektedir.

K-7: Kiz gocuklarinin okutulmasi agisindan mesaj verilmektedir. Ayrica iki tarafin
birbirlerini dinledikleri, birbirlerine yardim ettikleri zaman anlasabilecegi mesaji veriliyor.

K-8: Bence dizide verilen en 6nemli mesajlardan birisi kiz ¢ocuklarinin okutulmasidir.
Ayrica farkli kesimlerin birbirini anlamasi, karsilikh iletisim, dayanisma icinde olmasi
seklinde mesajlar verilmektedir.

K-9: Muhafazakir ve sekiiler kesim arasinda kalan ¢ocuklarin hayatlarina dair mesajlar
vardir.

K-10: Sekiiler kesim ve muhafazakir kesimin birbirlerine karsi daha ihmlh ve daha
anlayish olmasi, kiz cocuklarinin okutulmasi seklinde mesajlar vardir.

5.8. Dizide Verilen Politik Mesajlar

Dizide politik mesajlar verilip verilmedigine yénelik soruya 4 katilimci (K-1, K-2, K-9,
K-10) dizide politik mesaj verilmedigini ifade etmislerdir. {lgili soruya 4 katilimci cemaat ve
tarikatlar {izerine odaklanarak cemaat ve tarikatlarin devletin biitiin kademelerinde yer
aldiklarini, yayildiklarim (K-4), siyasilerle yakindan iligkili olduklari, her yere ulasabilir
olduklar1 (K-5), cemaatlerin toplumda gii¢lii olduklari (K-7), cemaat yapilanmasinin
toplumda Snemli bir yer edindigi, sz sahibi oldugu ve devletin 6nemli katmanlarinda
sozlerinin gectigi (K-8) seklinde cevap vermislerdir. Verilen cevaplarin hayali bir cemaatin
diziye konu olmasinin yaninda cemaatle ilgili yakin ge¢miste yasanan sorunlar (15 Temmuz
darbe girisimi, sinav sorularinin cemaat iiyelerine sizdirilmasi gibi), cemaatlerle ilgili
medyada yer alan haber ve programlarla da ilgili oldugu diisiiniilmektedir. Bu baglamda
sosyal gerceklik ve dizide yer alan hayali cemaatin isleyisi arasinda bir bag kuruldugu
sdylenebilir. Bir katilimc1 (K-3) cemaatlerin kiz ¢ocuklarinin okumasina karsi bakis agisina
yonelik politik mesaj verildigini ifade etmistir. Ayrica K-3 dizinin muhafazakir ve sekiiler
kesimin birgok konuda ¢atisma iginde oldugu yéniinde politik mesaj icerdigini belirtmistir.
K-6 Ozellikle son bdlimlerde cemaatin karsi c¢iktigi halde Ciineyd Efendi’nin kiz
cocuklarinin okutulmasina izin vermesini dizide cemaatin olumlanmas1 olarak
degerlendirmektedir. Ona gére bu davranis cemaatleri toplumda ilimli diisiince yapisina
sahip topluluk olarak gésterme ¢abasi s6z konusu olabilir. Bdyle bir varsayimin dizinin yer
aldig1 NOW TV’nin (Eski adi FOX TV) iktidar, cemaat ve tarikatlara uzak bir yaymn anlayisi
oldugu goz oniine alindiginda ilgili katilimcinin cemaatlerin kanala baski yaptigini
diisiinmesi seklinde yorumlanabilir. Yakin ge¢miste cemaatle yasanan gelismeler ve
medyada cemaatlerin gesitli kurum ve kuruluslarda yogun sekilde yer almasiyla ilgili
haberler bu sekilde bir diisiinceye neden olmus olabilir. K-4 ve K-8 dizide verilen politik
mesajlarla ilgili soruya yakin ge¢miste Tiirkiye’de yasanan olaylarla iliskilendirerek cevap
vermistir. K-4 Zeynep’in erken yasta evlendirilmesini ve hukukun bu olaya sessiz kalmasini
Hiranur Vakfi olayiyla iligkilendirmektedir. Ayrica K-4 28 Subat olay1 ve evetgilik meselesi,
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gecmis Tiirkiye siyaseti, iktidarin tistii kapal islemesi gibi olay ve durumlara yonelik dizide
politik mesajlar verildigini ifade ederek dizinin yasanmis olaylarla ilgili politik mesajlar
icerdigini vurgulamaktadir. K-8 de dizide 28 Subat’a gonderme yapilarak zamaninda
sekiiler kesimin de basortiisii nedeniyle kiz ¢ocuklarimin okutulmasina karsi ¢ikildig
yoniinde mesaj verildigini ifade etmistir.

K-1: Bence dizide politik mesaj verilmemektedir.
K-2: Politik mesaj verilmemektedir.

K-3: Verildigini disiintiyorum. Mesela cemaatlerin kiz ¢ocuklarinin okumasina bakis
acilari aktarilmakta, bu konuda énemli mesajlar verilmektedir. Ayrica muhafazakar ve
sekiiler kesimin bir¢ok konuda, mesela giyim kusam, hayata bakis, catisma iginde oldugu

mesaji verilmektedir.

K-4: Evet verilmektedir. Cemaat ve tarikatlarin devletim biitiin kurum ve kuruluslarinin
icinde olduklar1 ve yayildiklar1 mesaji verilmekte. Zeynep’in erken yasta evlendirilmesi
(Hiranur Vakfi olayinda oldugu gibi) hukukun sessiz kalmasi. 28 Subat olaylar1 ve evetgilik
meselesi. Gegmis Tlrkiye siyaseti, mevcut iktidarin ustii kapal islemesi gibi olay ve
durumlara yonelik dizide politik mesajlar verilmektedir.

K-5: Evet. Ozellikle de cemaate yonelik. Cemaatin siyasilerle yakindan iliskili oldugu, her
yere ulagabilir oldugu mesaji verilmektedir.

K-6: Evet, politik mesajlarin oldugunu diisiiniiyorum. Ozellikle son béliimlerde
cemaatin kars1 ¢iktig1 halde Ciineyd Efendi’nin kizlarin okumasina izin vermesi cemaat ve
tarikatlarin daha ilimli diistince yapisinda gostermek isteniyor olabilir.

K-7: Cemaatlerin toplumda giiclii oldugu mesaji veriliyor.

K-8: Verilmektedir. Dizide verilen en énemli politik mesaj cemaat yapilanmasinin
toplumda Snemli bir yer edindigi, s6z sahibi oldugu ve devletin énemli katmanlarinda
sozlerinin gectigi seklindedir. Ayrica iki kesime y6nelik politik mesajlar da s6z konusudur.
Ornegin 28 Subat’a gdnderme yapilmakta, zamaninda sekiiler kesimin de bagdrtiisii
nedeniyle kiz ¢cocuklarinin okutulmasina karsi ¢iktig1 vurgulanmaktadir.

K-9: Zannetmiyorum.
K-10: Dizide politik mesaj oldugunu diisiinmiiyorum.

5.9. Dizide Muhafazakar ve Sekiiler Kesime Yo6nelik Temsillerin Bu Kesimlere
Yonelik Diisiincelere Etkisi

Dizinin muhafazakar ve sekiiler kesime yonelik diistincelerini etkileyip etkilemediginin
soruldugu soruya katilimcilarin 5i (K-6, K-7, K-8, K-9, K-10) iki kesime yonelik énceki
diisiincelerini etkilemediklerini ifade etmislerdir. K-1 iki kesime ydnelik mevcut
diistincelerini daha fazla pekistirdigini sdylemistir. K-3 de benzer sekilde cevap vererek iki
kesime yonelik 6nceki diisiincelerinin pekistigini belirtmistir. K-2 cemaatlere ydnelik

www.turkiyemedyaakademisi.com



The Reception of the Conservative and Secular Distinction in Television Series: The Case of Red...» 47

diistincelerini olumsuz olarak etkiledigini, K-4 iki tarafa da olan disiincelerinin ¢ok fazla
degismemekle birlikte dizinin kendisine birlik, biitiinliik icinde yasamak gerektigini,
birbirini elestirmek yerine karsilikli empati kurmak gerekliligini diisiindiirdiigiinii ifade
etmistir. K-5 ise iki kesim i¢inde iyi ve kotii insanlarin oldugunu, genellemeler sebebiyle iyi
insanlarin da yargillandigini dizi sayesinde daha iyi anladigini vurgulamistir. Diziden
etkilendigini séyleyen katilimcilarin (5 katilimci) agiklamalari dikkate alindiginda dizinin
muhafazakir ve sekiiler kesim temsillerinin katiimcilarin yarisini etkiledigi ortaya
gikmaktadir, Bu etki iki katihimcinin (K-2, K-3) iki kesime yonelik mevcut diisiincelerini
pekistirmesi seklindedir. Dizideki temsiller 2 katilimcinin (K-4, K-5) iki kesime ydnelik
birlik, bitiinliik, karsihkli empati, iyi ve kétiiniin ayrilmasi seklinde olumlu bir etki
biraktigl, K-2 kodlu katilimer {izerinde ise cemaatlere yonelik olumsuz bir etki biraktig:

goriilmistiir.
K-1: Mevcut diisiincelerimi daha fazla pekistirdi.
K-2: Cemaatlere yonelik diistincelerimi olumsuz olarak etkiledi.

K-3: Evet etkiledi. Kafamdaki cemaat, muhafazakar, sekiiler diisiincelerimi daha fazla

benimsememe sebep oldu.

K-4: iki tarafa da olan diisiincelerim ¢ok fazla degismedi. Bir taraf degil, birlik ve
biitiinliik iginde yasamamiz gerekiyor. Sekiiler ve muhafazakar kesimi ¢ok fazla elestirmek
yerine empati yapmam gerektigini diisiindiim.

K-5: Etkiledi. iki tarafin da i¢inde aslinda iyinin de kétiiniin de oldugu ve genellemeler
yiiziinden iyilerin de yargilandigini daha iyi anladim.

K-6: Hayir etkilemedi.

K-7: Hay1r etkilemedi. Zaten boyle diisiiniiyordum.

K-8: Diisiincelerim iki kesime y6nelik ayni dogrultuda.

K-9: Hayr etkilemedi.

K-10: Etkilemedi.

5.10. Dizinin Giindelik Sohbetlere Konu Olmasi

Dizinin giindelik sohbetlere hangi acilardan yer aldigmin belirlenmesine yonelik
soruya 9 katilimci (K-1, K-2, K-3, K-4, K-5, K-6, K-7, K-8, K-9) dizinin giindelik sohbetlerde
yer aldigini belirtmislerdir. Bu say1 dizinin katilimcilarin tizerinde 6nemli oranda etkili
oldugu yéniinde yorumlanabilir. 1 katilimci (K-10) dizinin giindelik sohbetlerinde yer
almadigini belirtmistir. Bu sohbetlerin konusu genellikle maneviyat (K-1, K-2, K-3),
cemaatlerin isleyisi, ritiielleri, iliskileri (K-4, K-6, K-7, K-8) seklindedir. Bunlarin disinda
mubhafazakar ve sekiiler catigmasi, iki kesimin iliskileri (K-8), dizide hangi cemaatin hedef
alindig1 (K-4), kiz ¢ocuklarinin okutulmasi (K-7), Meryem'’in kizi i¢in verdigi miicadele (K-
8) seklindedir. K-9 arkadaslariyla yaptig1 giindelik sohbetlerinin konusunun muhafazakar
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kesimin sanki daha popiiler ve ¢ekici bir kimlikle anlatildig1 yoniindedir. Bu baglamda
dizide muhafazakar kesimin 6n plana ¢ikarildigin, sekiiler kesimin geri planda kaldigini
ifade etmektedir.

K-1: Evet aldi. Maneviyat ve iki kesimin egitime verdigi onem agisindan.
K-2: Evet aldi. Maneviyat agisindan.
K-3: Maneviyat konusunda yer ald1.

K-4: Giindelik sohbetlerimizde iki tarafin farkhliklar1 hakkinda konustuk.. Dizide
gosterilen cemaat ritiielleri gercekten var mi? Dizide hangi cemaatler hedef alimyor?
Bunlar1 konustuk.

K-5: Evet. Gergek hayatta da muhafazakir ve sekiiler catismasi hep var. Boyle bir
durumla karsilaginca dizide de yansitilmist1 dedigim oldu.

K-6: Evet. Kapali bir yap1 olan tarikatlarin seffaf bir sekilde gosterilmeye calisilmasi
noktasinda bu yapt ierisinde olanlar hakkinda sohbetimize konu oldugu zamanlar oldu.

K-7: Evet aldi. Kiz ¢ocuklarinin okutulmasi agisindan yer aldi. Bir de cemaatte olan
olaylar, menfaat catigmalar1 agisindan yer ald1.

K-8: Cemaat yapilanmasi, Meryem'in kiz1 igin verdigi miicadele, iki kesimin karsilikli
iliskileri arkadas sohbetlerinde yer ald:.

K-9: Evet, arkadaslarla diziyle alakali sohbet ettik. Muhafazakar kesim sanki daha
popiiler ve ¢ekici bir kimlikle anlatildigina dair sohbetimiz oldu.

K-10: Sohbetlerde yer almad.

Sonuc

Kizil Goncalar dizisi 6zelinde, muhafazakar ve sekiiler kesim temsillerinin, dizide hangi
mesajlarin verildiginin izleyenler tarafindan nasil algilandiginin, dizinin izleyenler
tizerindeki etkilerinin ortaya konulmasi amaglariyla yapilan ¢alisma sonucunda ¢esitli
bulgular elde edilmistir. flk olarak katilimcilarin diziyi izleme nedenleri tespit edilmeye
calisilmistir. Bu baglamda katilimcilarin genellikle muhafazakir ve sekiiler kesimlerin
farkliliklariyla diziye konu olmasinin ilgilerini gektigi bulgulanmustir. (K-3: Muhafazakar ve
sekiiler her iki kesimi konu edindigi igin. K-8: Cemaat ve sekiiler kesimin yasam tarzlarini,
iliskilerini ¢ok iyi yansitiyor. Bu da benim hosuma gidiyor. ) Bunun disinda farkli kesimlerin
birbirlerini anlama cabasi, karsilikli etkilesim ve iletisimleri, tasavvufi konular, manevi
sohbetler, cemaat ve tarikatlarin isleyis sekilleri katilimcilarin diziyi takip etme konusunda
temel isteklendirme kaynaklari oldugu gorilmistiir.

Dizide yer alan aile tanimlamalarma yonelik soruya katilmcilar farkli yanitlar
vermiglerdir. Muhafazakar aile yapilar1 i¢in verilen yanitlar, dindar, tutucu, dinci, bagnaz,
geleneksel, asir1 dinci, kapali, asir1 kapal seklindedir. Sekiiler aile yapilar1 igin verilen
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yanitlar ise, 6zgiir, modern, cagdas, sosyal, asir1 sosyal, laik, acik seklindedir. (K-2:
Mubhafazakar/tutucu/ koktendinci- Modern/cagdas/sosyal, K-4:
Muhafazakar/dindar/geleneksel- Sekiiler/modern/cagdas). Verilen yamtlarin iki zit
kutupta yer aldig1 degerlendirildiginde iki kesim arasindaki ayrimin sinirlarinin keskin
sekilde ¢izildigi ileri stiriilebilir.

Katihmcilarin kendilerini yakin hissettikleri karakterler farklilik géstermekle birlikte
katilimcilar genellikle Meryem cevabini vermislerdir. (K-1: Meryem, kizini okutmak igin
caba gostermesinden dolayu. K-2: Kizini okutmak igin verdigi miicadele nedeniyle Meryem,
zeki, bilgili, diiriist oldugu icin Ciineyd. K-3: Meryem. Ciinkii fedakar bir anne. Kizin
okutmak icin ¢ok caba sarf ediyor.) Meryem’in kizin1 okutmak igin verdigi miicadele,
fedakdr bir anne olusu nedeniyle katilimcilar Meryem’i kendilerine yakin
hissetmektedirler. Katilimcilarin bir¢ogunun Meryem’i kendine yakin gérmesi ve bunun
sebebini kizim1 okutmak igin verdigi micadele olarak agiklamalari katilimcilarin
miicadeleci bir ruha verdigi 6nemi gésterdigi gibi kizlarin okumasina verdikleri degeri de
yansitmaktadir. Bunun disinda katilmcilar kendi diisiince ve beklentileriyle alakali kisilige
sahip olan karakterleri kendilerine yakin hissetmislerdir.

Muhafazakar ve sekiiler kesim arasindaki farkliliklarin hangi unsurlarla yansitildigina
yonelik soruya katilimcilar genel olarak muhafazakir kesim icin, geleneksel ve kati
kurallar, disariya kapili yapilar, ortak degerler, aile ici yakin iliskiler, kadina deger
vermeme, kiz ¢ocuklarinin egitimine dnem vermeme, dini esas alma, itaat; sekiiler kesim
icin, disa agik, esnek, modern, esitlikgi, kisisel alana saygi, bireysel, 6zgiirliikkge, tartismaya
acik olma, sorgulama, bilimi esas alma, kadina deger verme, kiz ¢ocuklarinin egitimine
dnem verme seklindedir. (K-1: Egitim, yasam tarzi, giyim-kusam. K-2: Yasam sekli, egitim.
K-3: Bence egitime verilen 6nemle, yasam tarzlariyla yansitilmaktadir. K-10: Yasam
sekilleriyle.)

Dizide muhafazakir ve sekiiler kesim arasindaki farkhiliklarin sosyal gergeklikle
uyumuna yonelik sorulan soruya katilimcilarin 6’s1 (K-1, K-4, K-5, K-6, K-7, K-8) uyumlu
oldugu seklinde cevap verirken, bir katilime1 (K-2) kismen seklinde cevap vermis, K-3 tam
olarak uyumlu olmadigini ifade etmis, K-9 ve K-10 ise uyumlu olmadigini belirtmislerdir.
Bu durum dizide yer alan iki kesim arasindaki farkliliklarin biiyiik oranda sosyal gerceklikle
uyumlu oldugunu gostermektedir. Diger yandan dizide yer alan aile yapilarinin nesnel
olarak aktarilip aktarilmadigina yonelik soruya katilimcilarin 8’1 (K-1, K-2, K-4, K-5, K-6, K-
7, K-8, K-10) nesnel olarak aktarildigini ifade etmislerdir. K-3 kismen aktarildigini, K-9 ise
dizide iki kesimin de ¢ok u¢ noktalarda yasadigi i¢in kararsiz kaldigini ifade etmistir.

Dizide hangi mesajlarin verildigine yonelik soruya katilimcilar muhafazakar ve sekiiler
kesimin yasam tarzlari baglaminda asiriliga kagmamasi, birbirlerini anlamaya, birbirleriyle
iletisim kurmaya calismalar: seklindedir (K-2, K-4, K-5, K-6, K-7, K-8, K-10). Katilimcilarin
dnemli ¢ogunlugunun sdz birligi icinde iki kesimin de karsilikli anlayis, iletisim icinde
duygudaglik yapmalarini ifade etmeleri sosyal gerceklik acgisindan da bir beklentiyi
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yansitmaktadir. Katilimcilarin odaklandigi bir baska nokta ise dizinin ilk sezonunun baskin
konusu olan Zeynep'in okutulmas: miicadelesine odaklanarak genellikle egitim, kiz
gocuklarinin okutulmasi seklinde cevap vermislerdir (K-2, K-3, K-7, K-8, K-10). Bu baglamda
kiz ¢ocuklarinin okutulmasi agisindan dizinin izleyenlere 6nemli bir sosyal mesaj verdigi
degerlendirilmektedir.

Katilimcilarin 4’ii dizide politik mesaj verildigini diisinmemektedir. 4 katilimci cemaat
ve tarikatlar tizerine odaklanarak cemaat ve tarikatlarin devletin biitiin kademelerinde yer
aldiklarini, yayildiklarini, siyasilerle yakindan iliskili olduklari, her yere ulasabilir
olduklari, cemaatlerin toplumda giiclii olduklari, cemaat yapilanmasinin toplumda 6nemli
bir yer edindigi, s6z sahibi oldugu ve devletin dnemli katmanlarinda sézlerinin gectigi
seklinde cevap vermislerdir. Verilen bu cevaplarin dizide hayali bir cemaatin yer almasinin
yaninda cemaatlerle ilgili yakin ge¢miste yasanan sorunlar, cemaatlerle ilgili medyada yer
alan haber ve programlarla da ilgili oldugu diistiniilmektedir. Bu baglamda sosyal gerceklik
ve dizide yer alan hayali cemaatin isleyisi arasinda bir bag kuruldugu ileri siiriilebilir. iki
katilimer 28 Subat olay: gibi Tiirkiye’de yakin ge¢miste yasanan olaylarla dizide yer alan
bazi sahne ve konusmalar arasinda bag kurmuslardir. Bu durum dizinin sosyal gerceklige
gdnderme yapmasi seklinde degerlendirilebilecegi gibi elestirel bir yon icerdigini de ortaya
koymaktadir.

Dizide muhafazakir ve sekiiler kesimlere yonelik temsillerin bu kesimlere iligkin
diisiincelere etkisinin soruldugu soruya bes katihma (K-6, K-7, K-8, K-9, K-10)
diisiincelerinde bir degisme olmadig ifade etmistir. Bes katilimci ise dizinin diisiincelerini
etkiledigini ifade etmistir (K-1, K-2, K-3, K-4, K-5) Ote yandan dizinin giindelik sohbetlere
konu olup olmadigina yénelik soruya dokuz katilimer (K-1, K-2, K-3, K-4, K-5, K-6, K-7, K-8,
K-9) giindelik sohbetlerine cesitli baglamlarla dahil oldugunu belirtmislerdir. Bu durum
genel olarak dizinin izleyenler iizerinde 6nemli derecede etkili oldugunu géstermektedir.

Muhafazakar ve sekiiler gibi iki farkli yasam seklini benimseyen topluluklar &zellikle
medyaya konu olurken ¢ok dikkatli olunmalidir. Zira ge¢miste Tiirkiye’de yasanan bir¢ok
toplumsal olayin 6ziinde fikir ayriliklari, yasam tarz farkliliklarina tahammiil edememe
gibi durumlarin oldugu gdriilmektedir. Bu nedenle farkli diisiinceler, yasam tarzlari, fikir
ayriliklar: dizilere konu edinirken dikkat edilmeli, olan veya olmasi muhtemel ayrimlar
koriiklenmemeli, olay, olgu ve durumlar derinlikli bir bakis a¢isiyla yansitilmahdir. Ayrica
medyada yo6nelik muhafazakir ve sekiiler ayrimi konusunda akademik c¢alismalarin
yapilmasi, bu c¢alismalarda konunun 6nemi, toplumsal yasama yansimalari, ayrimin
kokenleri, medyaya yansiyan ayrimlarin nasil temsil edildigi, hangi mesajlarin verildigi
seklinde konularin ele alinmasi onemlidir. Bu sekilde kimlikler iizerinden yapilan
ayrimciliga dikkat cekilebilecegi gibi medyanin kendisini degerlendirebilecegi bir
perspektif de sunulabilecektir.
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Extended Abstract

The aim of the study is to reveal the representations of the conservative and secular
segments in the Red Rosebuds series, how the messages given in the series are perceived
by the viewers, and the effects of the series on the viewers. In the study, the reason why
the series Red Rosebuds was preferred was the important place of conservative and secular
discourses, codes and indicators in the series, the inclusion of conservative and secular
unity, and the subject of the lifestyles of the two segments were important criteria. In
addition, the high rating rate of the series is another factor affecting the preference of the
series. In the study, an evaluation was made by looking at the 6 May 2024 rating results.
According to the news dated 07.05.2024 on cnnturk.com.tr, according to the 6 May 2024
rating results, the Red Goncalar series ranked first in terms of rating. As of 20 May 2024, the
19th episode of the Red Goncalar series was broadcast on NOW TV as the season finale. In
the study, 19 episodes of the first season of the series were taken into consideration.

In the study, in line with the determined objectives, the following questions were asked:
‘What are the reasons for the viewers to watch the series Red Goncalar?’, ‘With which words
are the family structures in the series defined?’, ‘Who are the characters that the viewers
feel close to themselves in the series?’, ‘With which elements are the differences between
the conservative and secular groups conveyed? Do these differences overlap with social
reality?’, “Are the family structures in the series conveyed objectively?”, 'How are the
conservative and secular groups represented? What messages are given through these
representations?’, “Are political messages given in the series?”, “What kind of an effect do
the representations of conservative and secular groups have on the viewers?”, 'Does the
series take place in daily conversations? From which perspectives?’ are sought to be
answered. Reception analysis method, one of the qualitative research methods, was used in
the study.

Various findings were obtained as a result of the study conducted with the aim of
revealing the representations of the conservative and secular sectors, how the messages
given in the series are perceived by the viewers, and the effects of the series on the viewers.
Firstly, it was tried to determine the reasons for the participants to watch the series. In this
context, it was found that the participants were generally interested in the fact that
conservative and secular groups were the subject of the series with their differences. Apart
from this, it was seen that the efforts of different segments to understand each other,
mutual interaction and communication, mystical issues, spiritual conversations, the way
congregations and sects function were the main sources of motivation for the participants
to follow the series.

Participants gave different answers to the question about the family definitions in the
series. The answers given for conservative family structures are religious, conservative,
religious, bigoted, traditional, extremely religious, closed, extremely closed. The answers
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given for secular family structures are as follows: free, modern, contemporary, social,
extremely social, secular, open.

Although the characters that the participants felt close to differed, the participants
generally answered Maryam. In response to the question as to which elements reflect the
differences between the conservative and secular segments, the participants generally
answered that for the conservative segment, traditional and rigid rules, closed structures,
common values, close relationships within the family, not valuing women, not giving
importance to girls‘ education, being based on religion, obedience; for the secular segment,
open to the outside, flexible, modern, egalitarian, respect for personal space, individual,
freedom, being open to discussion, questioning, being based on science, valuing women,
giving importance to girls’ education.

When asked about the compatibility of the differences between the conservative and
secular groups in the series with social reality, six of the participants answered that they
were compatible, while two participants answered partially. In response to the question
about which messages were given in the series, the participants stated that conservative
and secular people should not go to extremes in terms of their lifestyles, try to understand
each other and communicate with each other.

Four of the participants did not think that there was a political message in the series.
Four participants focused on congregations and sects and responded that congregations
and sects are involved in all levels of the state, that they spread, that they are closely related
to politicians, that they can reach everywhere, that congregations are strong in society,
that the congregation structuring has an important place in society, that they have a say
and that they have a say in important layers of the state.

In response to the question about the effect of the representations of conservative and
secular groups in the series on the thoughts about these groups, five participants stated
that there was no change in their thoughts. Five participants stated that the series affected
their thoughts. On the other hand, nine participants stated that the series was included in
their daily conversations in various contexts. This situation shows that the series has a
significant effect on the viewers in general.

Communities that adopt two different lifestyles such as conservative and secular should
be very careful especially when they are the subject of media coverage. Because it is seen
that many social incidents in Turkey in the past were caused by differences of opinion and
intolerance of lifestyle differences. For this reason, different thoughts, lifestyles, and
differences of opinion should be taken into consideration when they are the subject of the
series, the existing or possible distinctions should not be fuelled, and the events, facts and
situations should be reflected with a deep perspective.
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Abstract

The term "contemporary art" refers to late twentieth century art or World War I1. It is used
to describe art after World War II. Contemporary art is a difficult art to analyze as it deals
with many issues such as globalization, feminism, and identity formation. It also reflects
the class and cultural problems that exist in society. The reflection of contemporary art in
movies is a remarkable topic that encompasses various aspects of visual and narrative
techniques, thematic exploration, and cultural commentary. Contemporary art, known for
its diverse and often experimental forms, has found a rich and complex interplay with the
cinematic medium. This relationship allows filmmakers to explore the boundaries of
storytelling, aesthetics, and social critique. This study examines the 2017 Swedish satirical
comedy film The Square, directed by Ruben Ostlund. The film, which is shaped around the
story of the main character named "Christian", a curator of the Museum of Contemporary
Art, calls people to sacrifice and reminds them of their roles as responsible people. With
this study, it will become clear how issues such as the impact of contemporary art on
culture, museums and art exhibitions, how the basic language of art is manipulated by the
media, and how the criticism of capitalism are given through film.
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0z

“Gagdas sanat” terimi, yirminci yiizyilin sonlarindaki sanati ifade eder. Diinya Savasi'ndan
sonraki sanati tanimlamak i¢in kullanilir. Cagdas sanat, kiiresellesme, feminizm ve kimlik
olusumu gibi birgok konuyu ele aldig1 i¢in analiz edilmesi zor bir sanattir. Ayrica toplumda
var olan sinif ve kiiltiirel sorunlar: da yansitir. Cagdas sanatin filmlere yansimast, gérsel ve
anlat1 tekniklerinin, tematik kesfin ve kiiltiirel yorumun cesitli yonlerini kapsayan
bityiileyici bir konudur. Cesitli ve genellikle deneysel bigimleriyle bilinen ¢agdas sanat,
sinematik ortamla zengin ve karmasik bir etkilesim bulmustur. Bu iliski, film yapimcilarinin
hikaye anlatimi, estetik ve toplumsal elestirinin sinirlarini kesfetmelerine olanak tanir. Bu
calismada, Ruben Ostlund tarafindan yénetilen 2017 yapimi isveg hiciv komedi tiiriindeki
Kare (The Square) filmi incelenmistir. Cagdas Sanat Miizesi kiiratorii olan "Christian" adli
ana karakterin hikéyesi etrafinda sekillenen film, insanlari fedakarhiga cagirmakta ve
onlara sorumlu insanlar olarak rollerini hatirlatmaktadir. Bu ¢alisma ile ¢agdas sanatin
kiiltiir, miizeler ve sanat sergileri tizerindeki etkisi, sanatin temel dilinin medya tarafindan
nasil manipiile edildigi ve kapitalizmin elestirisi gibi konular film yoluyla nasil verildigi
netlesecektir.

Anahtar Kelimeler

Cagdas Sanat, Sanat, Toplum Kiiltiirii, The Square
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Introduction

Contemporary art is unconventional in both form and subject matter. This art appeared
approximately after 1970, meaning that it appeared in the late nineteenth century and the
beginning of the twentieth century. Contemporary art is an art that is difficult to analyze,
unlike modern art, according to production methods and techniques, and because it also
deals mainly with significant issues such as feminism, globalization, multiculturalism,
classism, and identity formation, as well as looking at the human relationship with modern
technology. Art in general is one of the means of self-expression. Art must reflect through
cinematic films the most important psychological, social and cultural issues and identity
problems, as well as all the pressures created by society and the economic system that have
direct psychological dimensions on the individual. (Contemporary Art and Identity, 2019,
p. 63). The most controversial period for contemporary art was the beginning of the
twentieth century, in which art proceeded at a different pace, and began to renew its
language little by little. Contemporary art spread greatly through the emergence of modern
art schools, which added a new impression to the course of art at that time. So the paintings
began to take a wide interest in colors more than before, and art was a pleasure and a relief
for the tired or in pain person, as the artists liked to describe it.Pablo Picasso is one of the
most famous contemporary artists of the twentieth century. He was born in Spain in 1881
and died in France in 1973. He is credited with establishing the Cubist movement in art. One
of the famous sayings of Picasso: “Art is the lie that makes us discover the truths". There is
another saying by Picasso that describes contemporary art wonderfully: “The shapes that
live their own lives in the artwork,” meaning that the shapes in the artwork take on a
different life than they are in reality, and this is what contemporary art does most of the
time, so contemporary artwork appears in a completely different way in reality.
Contemporary art emerged as a new world art in the postmodern period. This art emerged
as an artistic idea that reflects the problems and fears of European modernity. Through the
use of visual arts in the fields of sculpture or painting and others. The contemporary artist
uses texts and visual images to reflect political, cultural, social and psychological issues in
society (Papila and Aytul, 2007, p. 188). In this paper, light is shed on the reflection of
contemporary art in all its concepts and historical, social and political issues on films. The
focus will also be on the style of discourse in contemporary art and how to manipulate
language, but these things are all linked and interdependent in the films. This study will
take the Swedish film "The Square" as a model for the reflection of contemporary art in all
respects.
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1. Contemporary Art Concept

Art means a variety of human activities in creating visual, audio, or kinetic works to
express a person's creative or conceptual ideas or artistic skill. These activities are valued
according to their beauty or the emotional or historical features they contain. Art is also
known in the past as a communicative language between people, and this language has
changed over time. The relationship between man and art entered an irreversible path with
the industrial revolution. Thus, keeping up with the times and modernity has become a
problem for art. It is important to understand the terms "art", "contemporary" and
"contemporary art". Because the concept is not just a word, but carries a lot of meanings
over time (Ismail Shamil, 2013, p. 10). Conceptually, contemporary art is one of the most
complex and difficult to define arts, since there has been a debate that has continued for
years about reaching the meaning of "contemporary art", which expresses non-
historicism. There is a consensus by many writers that contemporary art is the period that
marks the end of modern art and the beginning of a diverse, evolving and unconventional
form of art in the period of globalization (Artun and Orge, 2014).

What makes "contemporary art" a global art is its handling of various topics such as
"globalization, feminism, technology, and the cultural and social change of man in the
modern era", which the society cared about, especially after the fifties. In the 1960s many
artists began to form the contemporary art movement. This art movement has been
accepted by many art historians as "the end of the movement called Modern Art". On the
other hand, contemporary art, which is the complete opposite of the modern art
movement, constitutes a movement in which artists are completely different in terms of
production methods. Contemporary art is the current art that continues its effects today,
and it is applied by many artists. This artistic movement developed at the beginning of the
sixties, and its effects began to appear in many fields, from art to architecture all over the
world, and it emerged and developed significantly in the seventies. This art has taken the
term "contemporary", as it is an art that does not have specific lines and strict rules, and
the most significant point is that, it is often unconventional in terms of form and subject
matter, and very acceptable (Whitham and pooke, 2010).

The term "contemporary" took hold in the art world in the postmodern period. In the
1980s, it was noticed that "postmodern" or what is called today "contemporary" art is
mentioned in various publications and topics. This indicates that the concept of "modern"
has become insufficient to describe post-1980 art. So we can say that today's art cannot be
called "modern", and it is necessary to use the concept of "contemporary" to distinguish it
(Mehmet Yilmaz, 2006, p. 28). What distinguishes contemporary art is its direct
relationship to the growth and development of art. Contemporary art emerged as a new
idea of art that was liberated from the stories and concerns of European modernity.
Contemporary art is an approach that tends to represent reality in a clear manner. This
contemporary approach is not related to the previous artistic schools, as it belongs to the
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life of society more than anything else, using modern technology to deliver the message
that expresses the issues of society and its daily reality.

Since the sixties until now, contemporary art constitutes a trend in which artists differ
completely in terms of production methods. Contemporary art deals with complex and
diverse topics such as feminism, technology, class, race and identity. Contemporary artists
discuss different gender and sub-identities within their broad interests. Art is one of the
most prominent means of expressing identity, which is defined as the process of naming
the individual within social groups. Contemporary art looks at the formation of identity
through the psychological dimensions created by the state, society and the economic
system. All of these areas, such as sexual identities and sub-identities, have not been
addressed before (Papila and Aytul, 2007, p. 187). There are many artists of this art form
who are called "contemporary artists" because this art form "contemporary art" is
unconventional and does not contain unifying features such as movement and style.
Identity is defined as the unique characteristics of human beings as a social being, acquired
from the circumstances surrounding a person that enable him to be a specific person.
Identity is one of the most interesting concepts of our time, as it includes all the
characteristics of an individual in its broadest sense. The concept of identity formation in
our "contemporary world" is the way a person sees himself and how society views him
(Sibal Kara Duman, 2010, p. 2886).

It is clear that identity takes different forms according to each stage that society passes
through in the historical process. When societies change and become more complex and go
through a stage of rapid development, the criteria for understanding the "concept of
identity" also change, for example, previously identity was traditionally identified with
groups such as family, clan and lineage, but with modernity, the individual was placed in
the mold of social life Identity has taken a multiple and dynamic structure in modern
societies. On the other hand, in modern societies the social division of work and roles has
increased, where it can be said that the individual builds himself at the expense of the other.
In the postmodern period, all systems of values and thought have been questioned. In the
modern period, everything has been negatively criticized. So "the postmodern period is the
rejection of the other, the difference in our identity, they objected to being transformed
into another person (Mongu and Bahtinur, 2013, p. 33).

Postmodern identity, based on recreational activities based on appearance, image and
consumption, has a flexible structure that is open to rapid change, mobile, consuming and
reproduced over and over again. This situation certainly brings pluralism and diversity of
identity. The essential point in this part of the paper confirms that there is a close
relationship between art and the concept of identity, affecting and shaping each other. It
is worth noting that the visual arts are used as an effective tool, especially in Western
societies. Visual arts play a major and important role in identity formation, expression,
education and dissemination, as identity is examined in two separate processes,
individually and collectively. The issue of identity is one of the basic concepts of "Modern
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and Contemporary Art". When we look at the history of art, we notice that the beliefs that
shape identity, social identities, thought structures, production methods, ways of
perceiving and interpreting life are placed in artworks, and discussed and interpreted
through these works. It is clear that the social and psychological dimensions of identity
come to the fore in modern art. On the other hand, as a continuation of modern art,
contemporary art, which includes works of art produced after 1970, studies the reshaping
of identity through the state, society, economic system, and psychological dimensions. So,
the human body, which was used as an artistic material in prehistoric times, has become a
means of expressing individual identities in contemporary art. In the era of globalization
in the eighties, the problem of identity constitutes the most discussed area of
representation in postmodern art, "contemporary art". Where social and group identities
were fragmented, cultural symbols were erased and new global cultural symbols emerged.
Sub-identity, super-identity, and the concepts of hybridity are postmodern identity ( Kafiye
Ozlem, 2013, p. 56).2. Review of The Movie “The Square” Within The Framework of
Contemporary Art Discussions

2.1. The Aim And Methodology Of The Research

The reactions and discussions we are witnessing today about contemporary art seem to
be mixed, in terms of its production, consumption, development and change. Discussions
and reactions, old and new; what is contemporary art, the status of the artist, the change
in museums and the functions of museums today, the increasing value of organization and
the changing role of the curator, the production, display, consumption, sale and art market
of modern and contemporary artworks, the recurring forms of exhibitions and the search
for new forms of exhibitions and museums, and many issues such as the need for marketing
strategies and advertising of exhibitions such as companies, institutions and programs that
focus on contemporary art, museum departments and institutions, and the effects of
globalization, neoliberalism and information technology on these developments (Tdle,
2018, 686). Turl (2014) stated in his question: “What role can art play as long as it is seen by
a small minority of the population?” What role can art play when millions of images are
available at the click of a button?

Class discrimination, inequality, commercialization, racism, sexism, etc. “How does art
respond to the growing awareness of issues like these?” When we add questions, a wide
range of discussion can be seen. The movie The Square touches on some of the topics
discussed in contemporary art and presents situations that will be familiar to those who
have walked the contemporary art scene and will bring their own experiences to mind.
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Figure 1. The Square: The X-Royal museum of modern and contemporary art.

In the movie, we see Christian, the chief curator of the X-Royal Museum of
Modern/Contemporary Art in Stockholm, being disturbed by his reaction to the theft, while
continuing to prepare for the exhibition and the museum’s promotional activities. This
section of the paper examines how the contemporary art environment is addressed in “The
Square” through dialogue and images in the movie, and the comments and criticisms
directed at contemporary art are illustrated by tracing the points of intersection and
divergence in the film. Film criticism involves a process of gaining knowledge and
informing about films as a work of art (Ozden, 2004, 17). Ozden (2004) categorizes film
criticism methods under 8 main headings. One of these is the “Ideological Film Criticism”
method. In the application section of this study, the “ideological film analysis” method, one
of the film analysis methods, was used.

The film The Square is set around a contemporary art museum and it examines different
dimensions of today’s art field. Following the narrative, we witness several scenes in the
museum that all together outline the image of the contemporary art circle. Any piece of
satire is necessarily directed from real life. In this case, Ostlund conducted anthropological
research.
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Figure 2. The Square: The entrance to the exhibition ‘The Square.’

Beside the fact that the storyline features many scenes that closely mirror events from
the director’s life and stories that Ostlund’s friends shared with him (Roxborough, 2017), as
part of his research, he visited 20 contemporary art museums in different countries (Heiser,
2018) and met with key figures in the Swedish art field to get insights into today’s art scene.
For example, he met with Daniel Birnbaum, director of Stockholm’s Moderna Museet. 1
consider Ostlund’s approach as phenomenologically-grounded. In same parts of my
analysis I will draw to Ostlund’s experience considering him as a person who visited art
shares his reflection through the shape of film. This analysis does not aim to investigate
Ostlund’s intentions, but it is my interpretation of the collection of images depicting
audience interaction with contemporary art.

Now, I step back into the museum to pay attention to how it produces certain practices
and to analyze how these practices construct visitor experience. As Duncan argues, an art
museum is a place with a special quality of time and space. It shapes visitors’ experience in
a programmed way. Architectural details and arrangements of objects turn an art museum
into a performance field, setting up cues, prescribing routes, and forming the kind of
narrative ‘that relates to the history or meaning of the site' (Duncan, 1995. 12). A sequence
of spaces requires ‘reading’ symbolic cues and following ‘a structured narrative through
the interior and stopping at prescribed points' (Duncan, 1995. 12). Thus, visitors respond
by performing rituals and acting in a particular manner. For the audience, ritual experience
provides transformation, or confirmation, of their identity and social status. The film shows
the museum carefully marked off by signage, navigating the audience around the museum.
Indeed, the descriptions on the walls, the labels, and the wayfinding system encourage the
mode of detachment from everyday life as they shape the image of the museum as a place
that provides uniquely enlightening experience.
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2.2. The Poster and Credits of “The Square” Movie

Director: Ruben Ostlund
Produce: Erik Hemmendorff, Philippe Bober
Writer: Ruben Ostlund

Cast: Claes Bang, Elisabeth Moss, Dominic
West, Terry Noter

Music: Rasmus Thord
Cinematography: Fredrik Wenzel

Editing: Jacob Secher Schulsinger, Ruben
Ostlund

Distributor: TriArt Film
Genre: Satire, Comedy, Drama
Production: 2017 (Sweden)

Duration: 142 min

Figure 3: The Poster and Credits of The Square Movie

2.3. The Synopsis of The Square Movie

Christian works in a modern art gallery in Stockholm and one of his projects is the area
called The Square. This area is a small reflection of people from different layers, different
social classes in a larger society and Christian invites visitors to choose one of two different
paths with the question of whether to trust people or not (www.beyazperde.com). There

are concepts emphasized under the title of the film, a few of which are: trust, solidarity,
cooperation, we can say that they are reflections of modern Swedish society. The Square is
amovie that does not go headlong into conceptual art. Just as it is a conceptual work of art,
the consumers of the movie are a group related to the consumers of conceptual art, in other
words, a kind of art cinema group. This group also receives its share of criticism. (Ortay,
2021)
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2.4. The Analysis of The Square Movie

When looking at the art of today, we see that the concept of interdisciplinary art has
emerged. Likewise, the artist who has access to information through computers, Internet
networks, and technological systems, and who owns the art of the whole world, is affected
and influenced by it on the one hand, is necessarily included in politics on the other hand.
Art and globalization are still being questioned and reinterpreted today as a nest of
intertwined relationships and contradictions. Undoubtedly, these questioning processes
are inevitably reflected in contemporary cinema. In this direction, the film "The Square"
that was taken as a sample, presented avant-garde art and anti-art trends, the politics of
globalization and the basic dynamics of conceptual art, the phenomenon of privatized art,
the great artistic intervention in terms of companies, galleries, museums and the
manipulative face of the media with a critical and ironic discourse.

Ostlund, director of the movie The Square, describes the position of contemporary art in
21st century societies, bourgeois galleries and museums that have gathered around this
situation, and a crowd of people chasing their emotions instead of understanding, listening,
and destroying everything. The most significant point emphasized by the director from the
beginning to the end of the film is the issue of trust. The film examines the relationships
experienced in various fields and processes typical through this phenomenon, trust is the
aesthetic value structure of conceptual art, trust in museums and galleries, trust in
commercial companies, the media and advertising sector, people trust people, people trust
machines, and people trust animals. Trust in nature, trust in industry, bourgeois trust, trust
in concepts and facts, and more (Degirmen and Begech, 2017). Christian, the chief curator
of the Royal Museum X, who embodies the changes in art institutions and the differences
in viewpoints, says that “money” is one of the main difficulties facing the museum during
anew interview with Anne, one of the interviews he has conducted several times. Although
the position that the curator hates is that the biggest difficulty facing an art institution is
finding money, increasing the insufficient resources is a priority for the museum.

www.turkiyemedyaakademisi.com



The Reflection of Contemporary Art in The Movies: The Case of “The Square” Movie « 67

Figure 4: Interview with Anne

The museum needs money to be a place for the art of the present and the future,
because contemporary art is expensive. But the film The Square is content to identify the
situation and does not provide a detailed explanation of the situation. Christian mentions
that despite the high prices of contemporary art, it is bought by wealthy buyers and
collectors, and the museum is in fierce competition with these wealthy buyers and
collectors. The most common example of the museum’s intense competition with the rich
and art collectors and the wealthy’s investment in art is billionaire Steve Cohen’s Damien
Hirst’s 1991 book The Physical Impossibility of Death in the Mind of a Living Person from
Charles Saatchi for $12 million - some sources put the figure at $8 million. At the time, the
Tate Modern in London offered £2 million for the same work on its own limited budget, but
it was not accepted (Téle, 2018, 687). Foster (2015), explaining the change in museums,
notes that what attracts people is the value proposition of the museum. The works made to
advertise the featured exhibition in the film and the reactions that emerged after the
advertisement spread also demonstrate the importance of attracting people’s attention to
the museum that is part of the show.

Foster also says that “contemporary art” is not a new category. What is new is the sense
that many contemporary practices that consider contemporary art in its absolute
heterogeneity are floating freely, free from historical definition, conceptual clarity, and
critical judgment. The paradigms such as “new avant-garde” and “postmodernism” that
once guided Western art and theory have faded and have not been replaced by a model
with adequate interpretive quality and intellectual authority. But at the same time, perhaps
paradoxically, “contemporary art” has become an institutional object in its own right:
there are academic bodies and programs, museum departments and institutions devoted
solely to the subject, most of whom define “contemporary art not only as pre-war art but
also as pre-war art.” It also separates itself from most post-war art practices. (Foster, 2015)
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In one of the important scenes of the film, in which historical changes are emphasized
and the reflection of "contemporary art" in the films, where the piles of sand placed in the
middle of the exhibition were shown, to what degree did the changes that occurred as a
result of the historical interruptions bring art, and how far the audience has moved away
On conceptual art.

Figure 5: The Piles Of Sand

When it comes to the experience of artworks on display, as pointed out above, the film,
from the beginning, problematizes what is art. Contemporary art frequently appears in
conventional forms that once pushed the limits of artistic forms and provoked the
audience’s thoughts. However, according to Ostlund’s perspective, these formats are no
longer able to convey artists’ messages as they did before. This issue relates closely with
fast-paced changes in the contemporary world that raise new social concerns and new ways
of reflecting on them. The audience for these art pieces experiences difficulties grasping
the meaning because artists neglect to interact with their immediate surroundings.
Instead, they revert to conventional formats. This conclusion comes as a result of Ostlund’s
research that he did while working on The Square’s script. He visited 20 museums of
modern and contemporary art in different countries, saying that he met good examples of
contemporary artworks, but a significant amount of art on display look alike. Ostlund sums
up, “You know: it is something in neon on the wall and then there is a pile of gravel or a
couple of mirrors or something like that' (Roxborough, 2017). Thus, the pieces of art on
display at The X-Royal museum come to the film as close relatives to those from Ostlund’s
real-life experience.
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While this work is presented in a humorous way, people who visit this work only for a
quick look or just to take pictures do not question the true meaning and purpose of the
work, and they do not even need to think about it, while the most important point in the
scene is the night cleaning worker who was sweeping This sand. The method adopted by
the museum director in order not to pay the insurance fees to the artist again calls into
question the issue of trust. Ostlund intervenes in institutional and conceptual art in one
scene, where he reflects the "contemporary art" approach by criticizing the politics of the
lower class (the cleaner) in society. It is clear that Ostlund, with this unique abstract
structure, gives his narration the ability to penetrate the world of contemporary art and
portray various angles, a portrayal that fakes spontaneity in a macro way that doubles the
size of the irony and gives the film the character of comedy.

Figure 6: Statue and Square

According to the initial reading of the movie The Square, it criticizes the world of
contemporary art, where the artwork is devoid of diligence, and this appears in the implicit
comparison between the splendid classical statue that was uprooted in the museum square
and its simple and naive square installation that replaced it, and the contemporary artist is
nothing but a person looking About excitement and recording the difference, nothing else.
This applies to the artist (Oleg) who played the role of a gorilla at a dinner party. The dinner
show was the main scene in this film in order to evoke emotions, as it is considered an
important theme in the works of artists and their plastic performances.
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Figure 7: Gorilla Performance

It is unfair to regard the movie The Square as merely an emotional reaction to
"contemporary art" and not as a journey into its world trying to understand and challenge
it. The film itself is closer to a piece of contemporary art that is not devoid of experimental
work and abstract plastic touches, and there is no doubt that it is abundant with other ideas
that the place does not accommodate to discuss, but it contributed to crowning it on its
wall with its golden palm, and there is no doubt that it is one of the finest works at that

time.

Conclusion

This paper sheds light on contemporary art, linguistically, idiomatically and
historically, due to its direct connection to all aspects of life, from plastic arts to
architecture. It is also directly related to the life and culture of peoples. Contemporary art
is a thorny art and difficult to analyze, as it deals with many important issues such as
globalization, feminism, psychological, social, racial, class, and identity issues. Reference
has been made in this article to the most famous contemporary artists such as "Pablo
Picasso", who had a clear impact on the establishment of many artistic movements such as
the Cubist movement in art. The intersection of contemporary art and film is a dynamic
and ongoing dialogue. As both fields continue to evolve, they inspire and challenge each
other, leading to new forms of expression and storytelling. Whether through visual
aesthetics, thematic exploration, or narrative experimentation, contemporary art’s
reflection in movies enriches the cinematic landscape and offers audiences a multifaceted
experience. Contemporary art came as a global idea that reflected the problems and
concerns of European modernity through the use of visual arts. This paper of mine
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consisted of two main parts: in the first part I discussed the concept of contemporary art,
which I expressed as a variety of human activities in the creation of visual, audio or kinetic
works to express a person's creative ideas. The relationship of art to man and its
development with the passage of time was discussed in detail, until it reached an
irreversible path with the industrial revolution. More over, 1 discussed the topic of
"Forming Identity in Contemporary Art", because art is the most prominent means of
expressing identity. Contemporary art looks at the formation of identity through the
psychological dimensions created by the state, society and the economic system. In the
second part of this paper, I gave a review of the movie “The Square” within the framework
of contemporary art discussions. In this last part of the paper, it was talked about "the
reflection of contemporary art in films", and the movie (The Square) was taken as a sample
of the reflection of contemporary art. In this film, the writer and director Ostlund was able
to describe the position of contemporary art in the societies of the twenty-first century,
and the exhibition cases and bourgeois museums, as well as depicting people who chase
their emotions, instead of understanding and listening. The purpose of this paper is to
analyze the reflection of contemporary art in the movies. "The Square" movie is a direct
example of the integration of contemporary art into cinema, as the movie revolves around
a contemporary artwork “The Square” as a pivotal part of the story. The way in which
elements of conceptual art are reflected in the construction of the movie, such as design,
decoration, and scene composition, can be studied. In addition, this paper explores the
interaction between artistic and social messages. Contemporary art often raises questions
about societal and moral values. Here, we see that the sample movie has explored these
issues through the arts, such as questioning class inequality, individualism, and social
responsibility.
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Fransiz diisliniir olarak taninmakta olan simiilasyon kuramiyla gerceklik tizerine ortaya
koymus oldugu felsefesiyle bilinen Baudrillard'm sinemaya yaklasiminin ele alindigi bu
calismada, sinemada hipergercekligin sunumu olarak gériilmekte olan tarih filmlerinden
Fetih 1453 filmi tarihsel ¢6ziimleme ydntemiyle incelenmeye alinmistir. Bu baglamda
calismamiza konu olan; “Baudrillard’in Felsefesinde Sinema ve Hipergergeklik: Fetih 1453
Filmi Orneginde” bashiginda calismada Fetih 1453 filmi ele alinarak Baudrillard’in
sinemadaki hipergerceklik {izerine ortaya koymus oldugu felsefesinin incelenmesi
amagclanmistir, Inceleme sonucunda Baudrillard"in tarih filmlerinde hipergerceklik tizerine
savundugu diislincelerinin yansiticisi olan Fetih 1453 filmi ¢ok ses getiren filmlerden birisi
olmasinin yari sira gergekligin hipergercege doniistiigli, yanilsamanin, imgenin ve
estetigin yok olmasmin ardindan ideolojinin de &ldiigiiniin goériildigi film olarak
literatiire gectigi sonucuna ulasmak miimkiin olmaktadir.
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Abstract

In this study, where Baudrillard’s approach to cinema, known for his philosophy on reality
with the simulation theory, which is recognized as a French thinker, is discussed, the
Conquest 1453 film, one of the historical films that are considered as the presentation of
hyperreality in cinema, was taken into consideration using the historical analysis method. In
this context, the subject of our study; “Cinema and Hyperreality in Baudrillard’s Philosophy:
On the Example of the Conquest 1453 Film” in the title of the study, it is aimed to examine
Baudrillard’s philosophy on hyperreality in cinema by considering the Conquest 1453 film. As
a result of the review, the film Conquest 1453, which reflects Baudrillard’s thoughts on
hyperreality in historical films, is one of the most popular films, in addition to being one of
the films in which reality turns into hyperreality, illusion, image and aesthetics disappear,
and ideology is seen to die as a film.
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Giris

Gliniimiizde eglence araci olarak gériilmekte olan sinema toplumu etkiledigi kadar
toplumdan beslenerek veyahut tarih gibi olaylardan etkilenerek bir anlam veya mesaj
ortaya koymaya caligmaktadir. Bu tanimlamanin tersine, kitle iletisim araci olarak
degerlendirilen sinemay1 kuramcilarin bakis agisindan analiz ettigimiz zaman ortaya farkli
goriilen anlamlar ve bakis agilari ¢ikmakta ve tanimlanan sinemanin anlaminin farkh
anlamlara egrildigi gériilmektedir. Sinemaya farkli anlamlar tizerinden bakan birgok
diistiniirlerden birisi olan Baudrillard, simiilasyon ve simiilakr kurami ile “Sinemayi
analizlerinin konusu haline getirmis olsa da, bunun tizerine herhangi bir eser kaleme
almamistir. Onun sinema {izerine agiklamalarini biitiin eserlerinde gormek miimkiin
olmaktadir” (Giimiis, 2019, s.12). Andre Bazin ve Siegfried Kraucer gibi kuramcilarin

S22

“Sinemanin nasil gercekligi yansittig1” diisiincesinin yani sira Deleuze sinemayi
tanimlarken sinemay1 mimari olarak gérdiigiinii dile getirmis ve Godard’in sinemasindan
drnek verirken imgeyi degerli kilmistir (Deleuze, 2009, s.221). Bunun aksine Baudrillard,
simiilasyon kurami gergevesinde degerlendirmis oldugu iletisim kurami dahilinde ele aldig
sinemaya aligilmisin disinda yaklasmis ve sinemayi1 gergekdistii yani hipergercek olarak
gOrmiistiir. Baudrillard’a gére hipergercek; bir koken ya da bir gerceklikten yoksun
gercegin modeller araciliiyla tiiretilmesidir. Hipergercek deyim yerindeyse simiilasyon
adini almaktadir. Simiilasyon; “Bir arag, bir makine, bir sistem, bir olguya &zgii isleyis
bi¢iminin incelenme, gosterilme ya da agiklanma amaciyla bir maket ya da bir bilgisayar
programi araciliiyla yapay bir sekilde yeniden iiretilmesi olarak tanimlanabilmektedir”
(Petit Robert Sozliigii akt. Baudrillard, 2011, s.1) Karapinar’a gére hipergercek; “gercekligin
kitle ve simiilasyon diizeyinde yeniden iiretilmesi” (Karapinar, 2017, s.516) olarak da
tanimlar arasinda yer almaktadr.

Hipergercek ve simiilasyondan sdz eden Baudrillard gercegin yerini alan
simiilakrlardan da konu agmaktadir (Baudrillard, 2011, s.14). “Baudrillard, bir gercekligi
asarak gercek olarak goriinenden daha gercek goriiniimleri simiilakr olarak
tanimlamaktadir” (Cakmak ve Cimen, 2022, s.2).

Baudrillard simiilakr kavramini acgiklarken Borges’in masallarini 6rnek olarak
gostermektedir. Borges’in masallary; gercekligin carpitildigi, kurmacanin yer aldigy,
anlatim izerinde yeniden canlandirmanin yer almasi sonucunda bir bilyllenmenin
yasandigi masallardir. Bu masallar similakr'in kendisini ifade etmektedir. Simtilakr
gercegini masallar disinda birgok alanda gérmek miimkiin olmaktadir. Din, ordu, tip, bilim
vd. gibi alanlarda simiilakr, géndereni olmayan nerede baslayip nerede bittigi bilinmeyen
bir goriinlime sahip olmaktadir. Disneyland’de simiilakr 6rneklerinden birisini temsil
etmektedir. Fantazm oyunu olarak bilinmekte olan eglence merkezi olan Disneyland, sicak
goriintimiiyle insanlar1 sevecenlikle karsilamakta ve Amerika’nin minyatiirlestirilmis
halini sunmaktadir. Disneyland, Amerika’nin gergekligini gizleyen simiilakr’dir. Diigsellik
icerisinde mekanin kendisi olaraktan yetiskinleri de kendi igerisine hapseden bir yapiya
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sahiptir. Gergeklige saldirma etkisi bulunan simiilakr, masalsi diinyada insanlarin
yasamasina sebebiyet vermekte ve kusursuz goriinlime sahip olarak insanlarin da

simiilakr’a doniismesine neden olmaktadir.
Simiilakr’1 ti¢ basamakta degerlendirmek miimkiindiir;
1-Taklit iizerine kurulmus olan dogal simiilakr
2-Makineler tizerine kurulmus olan tiretken simiilakr
3-Nerede baslayip nerede bittigi belirsiz olan simiilakr

Simiilakr'in tiglinci basamaginda nerede basladigi nerede bittigi belirsiz olan
imajlardan, imgelerden, yanilsamalardan s6z agmak miimkiin olabilmektedir. imajlarin,
imgelerin ve yamlsamalarm yayilmasina 6nder olan iletisim araglaridir. Bu kapsamda
kapitalizmi de dnemsemek gerekmektedir. Kapitalizm, gliniimiiz postmodern diinyasinda
iiretim olmaktan ¢ikarak titketim odakli merkezde yer almaya baslamistir. Marksizm
ogretisi de bu dogrultuda eskide kalmistir. Diisiiniire gore; Marksizm de siif miicadelesi
yerini sisteme ayak uydurmaya birakmistir. Uretimin olmadig:i tiiketimin yer aldig
kapitalizmde ekonomik belirleyicilikte islevini kaybetmeye baslamistir. Hiperkapitalist
dénemde yasadigimiz bugiinde toplumsal bicim {retimin olmamasi sebebiyle
buharlagmaktadir. Kapitalin ggstergeler tarafindan emilmesi sonucunda kapitalin egemen
sinifla bir iligkisi kalmamigstir. Emek, gostergeler arasinda yerini alirken diger gostergelerde
oldugu gibi emekte iiretilmekte ve tiiketilmektedir. Emek iiretken olmaktan gikarak
giinlimiizde yeniden {iretilen bir sey haline gelmistir. Emek simiilasyon modeline
ddniismiis ve ekonomi politikte bu evrene siiriikklenmistir (Baudrillard, 2011: s.19). Bugiin
gercegin hipergercege doniismesi nedeniyle toplumsal, ekonomik, politik, kiiltiirel ve
ideolojik ahlak yok oldugundan herkes ahlaksizlasmaya baslamistir. Modernizm’in akilcilig:
bilim ve teknolojiyi gelistirmesinin yami sira bilim ve teknolojinin gelisimi insanlar
mutsuzluga stiriiklerken kapitalizmin esitsizligi bunalima da neden olmustur. Baudrillard’a
gdre, iretimin en ciddi goriiniime sahip oldugu bir dénemde kapital hi¢ kuskusuz
simiilasyona déniismiistiir (Dag, 2011, s. 29, 105). Uretim yerini hipergercekligin oldugu
simiilasyona birakmistir. Diisiiniir, diinyanin yanilsamadan ibaret oldugunu gercegin
gercek olmadigi, anlamin anlam olmadig1 bir hiclikte toplumsalin sonunu ilan etmis ve
simiilasyon evreninde yasadigimizi savunmustur. Ona gdre, simiilasyonun en &nemli
araclarindan biri kitle iletisim araglaridir., Gergeklik, kitle iletisim araglarindan bize
sunulandir. Gergeklik kitle iletisim araglari {izerinde kurguya déniismis, medya bu
dogrultuda taklit yoluyla iiretimin yerini taklidin, anlamin yerini enformasyona
birakmigtir. Baudrillard; simiilasyon ¢aginin gostergeleri olan gazete, TV, sinema vd. kitle
iletisim araglarinin gercekligi imajlar iizerinden 6ldiirdiigiine dikkat ¢ekerek anlamin ice
¢oktiigiinii dile getirmektedir. Medya; politik ve kiiltiirel olaylar1 kékten degistirmekte,
gosteri toplumunda gercegin fotograf iizerinden kopyalanmasi neticesinde toplumun
yikilisina &n ayak olmaktadir. Medya yolu ile sunulan fotograflar imge degil, ideolojiye
boyun egen denemeleri temsil etmektedir. Gorsellik gerceklikmis gibi algilatilmaya
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calisilmaktadir. Medyada gerceklik nesnesine rastlamak miimkiin degildir. Nesne ideolojik
boyuta ulasmis ve gostergeler olay yaratirken bu gostergeler ideoloji ile degis tokus
edilmistir (Baudrillard, 2015, 5.88, 116). Kitleler, medyanin oyununu sessiz ve pasif kalarak
bozmaktadir. Buna karsilik ideolojisizlestirilmeye calisilan kitleler, politikay: alaya alarak
dgretilenleri oynarlar (Baudrillard, 1995, s.42). Toplumlar ise ideoloji komedisi oynarlar ve
inang nesnelerinin yok olmasiyla nesnelerin yerini alan ideolojiler oyunu devralarak
medyada ayakta durmaya calismaktadirlar (Baudrillard, 2012, 5.156, 172).

Sinemada medyanin en giiclii araglarindan birini temsil ederken gostergeler diinyasina
hizmet ederek gercegin yeniden iiretildigi yer olarak gercegin hipergercege doniistiigi
simiilasyon ve simiilakr evrenidir.

1. Sinema ve Hipergergeklik

Kitle iletisim araclarindan biri olan sinema da hikdye anlatma araci olaraktan
simiilakr'in kendisidir. Beyaz perdede gosterime giren filmlerde anlatilan hikiye simiile
edilmekte ve anlam ortadan kalkarak asil anlatilmak istenen gerceklik simiilasyona
ugramaktadir. Sinemada hipergerceklik “kendisini filmler {izerinden kurmaktadir” (Aydin,
2019, s. 52). Sinemada gerceklige atfedilen islevsellik yok olarak sanal gerceklige déniismiis
ve illiizyonla gercek Gtesi bir diinyaya gecilmistir. Baudrillard’a gore illiizyon: Hem gergegi
hem de imgesini ortadan kaldiran kusursuz cinayetin kendisidir. Sinema ile birlikte
illizyonda 6lmiistiir ve imge adli anlamsiz sey stirekli bir sekilde iiretilmeye baglanmstir.
Altman, Antonioni, Godard, Wenders, Warhol gibi bazi yonetmenler imgeler aracihigiyla
anlamsiz bir diinyay1 sorgulamaktadirlar ve yonetmenlerin tirettikleri imgeler, hipergercek
illiizyona benzeyen diinyaya bir seyler katmaktadir. Oysa ¢ok iyi olduklar1 sdylenen baska
yonetmenlerin 6zel efektlerden ibaret, imgeler ve diis giiciine ¢ilginlik derecesinde 6nem
verdikleri filmler iiretmekten baska bir sey yapmadiklar1 gériilmektedir. Bu sonuncular
imge adli anlamsizliga bir anlam kazandirmaya calisarak estetik diizeyde gerceklesen
illiizyon yitimine katkida bulunmaktan baska bir sey yapmamaktadirlar (Baudrillard, 2011,
$.9,25). Gergeklik sanal evrendeki anlamini yitirmis bir sekilde yok olmustur. Sinema
nesnelerle kendini imlediginden gergekligi ortadan kaldirmis kendi anlamim simiilasyon
evreninde bulmustur.

Teknolojinin gelisimiyle sinemada anlamin 6lmesiyle beraber imge cinayeti yasanmis
ve sinemanin sirr1 teknolojik eklemelerle bozulmaya baslamistir. Sinemada zaman
kurgulanmakta ve zamanin pargalara boliinmesiyle biitiinsel gerceklige ulasilmaktadir.
Sinemada kullanilan renk sunumlari da gercekligin asirillasmis boyutunu sunmaktadir.
Sinema zamanla inandiriciligini kaybetmesi ile seyirciler soguk biiyiilenme icerisine girer
olmustur. Sinemada beyaz perdeye tasinan filmlerde imgenin 5liimiinii gorebildigimiz gibi
temsil ve estetiginde oliimiinii gormek miimkiin olmaktadir. Yanilsama gergeklik baglarini
kopardigindan kurtulus yolu ironinin giiciinde aranmaktadir. ironi de elestiri islevinde
anlamini yitirir ve yararsiz islev haline gelir. Imgenin &liimiiyle gerceklige ulasmanin
imkansiz bir hale gelmesiyle gerceklik hipergercege doniisiir. Sinema, iginde
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bulundugumuz diinyanin izdiisiimiinii temsil ederken seyircilerinde sinemada gergeklikten
kactigini, kolektif diis kurabildiklerini, eglence i¢in sinemay1 arag olarak kullandiklar:
gozlemlenebilmektedir. Kitle iletisim araci olarak degerlendirilen sinema, seyircinin
diistinmesine miisaade etmeden goriintiilerde bogsluk birakilmayacak sekilde sunum
yapmakta ve sunumu ses, miizik efektleri gibi unsurlarla desteklemesiyle seyirci
teknolojiye mahkim birakilmaktadir. Baudrillard’a gore sinema, goriintiiselin takdir
gordiigii alani ifade etmesinin yani sira metnin az deger gordiigii yeri isaret etmektedir.
Bunun en giizel érnegini “Matrix” filmi sunmaktadir. Jenkins’a gére; “Matrix filmi anmin
eseridir, teknoloji ve biirokrasi ile ilgili giiniimiiziin kaygilarinma deginir, mevcut
cokkiiltiirliiliik kavramlarini besler ve son zamanlarin direnis modellerini kullanir. Matrix
bizi Bat1 gelenegini daha derin bir sekilde okumaya ve orada bulduklarimizi glincel
medyaya tasimaya davet eder” (Jenkins, 2016, s.185,186). Diisliniir, “Bati’'nin her seyi
gorsellestirme cabalarina kars1 ¢ikmaktadir” (Baudrillard, 2005, s.79). Buna gdre Matrix
filmi, gostergelere verilen deger dogrultusunda seyirciyi biiyiisii altina alarak sanal evrene
davet etmekte ve seyirci de bu daveti geri cevirmemeye gayret ederek sinema filminin
biiyiisiine kapilabilmektedir. Bu bilyiilenme durumu Baudrillard’a gére soguk biiyiilenmeyi
ifade etmektedir. Baudrillard'in diislincelerinden yola ¢ikilarak séylenilirse, sinema ve
seyirci arasinda tek yonli iletisim bulundugundan seyirci sinemanin bu davetini ya
reddedecektir, ya da kabul ederek sinemanin biiyiisii altinda gerceklik imgesinin
kayboldugu yerde diis kurabilecektir. Kitlenin eglence istegini géz 6niinde bulundurursak
seyirci bu daveti kabul ederek, diis kurup illizyonun vermis oldugu etkiyle gercekotesi
diinyaya gecebilecektir. Jenkins’a gére; “Matrix filmi seyirciyi gergeklikle illtizyonun
arasindaki ¢izginin siirekli bulaniklastigi ve insanlarin zihinleri bir dijital haliisinasyonlar
diinyasinda yasarken, bedenlerinin makinelere yakit icin bir enerji kaynagi olarak
depolandii bir diinyaya gétiiriir.” (Jenkins, 2016). Seyirci izledigi bu filmi anlamamakta ve
kafas1 karigmaktadir. Baudrillard’a gére; seyirci anlamadigi sanat kiiltiiriine karsi 6nemsiz
bir tiiketim igerisinde bulunmaktadir. Seyirci sinemada anlam arayisi icerisinde
bulunmamakta ve éniine konulani yemektedir (Baudrillard, 2005, 5.103, 112).

Gergeklik sinemay: yok ederken, sinemada gercekligi yok etme eylemi icerisine
girmektedir. Tarihsel agidan sinemada sessiz dénem, sesli dénem, renkli dénem gibi
dénemlere gecisin ardindan teknoloji ile efektlerin gelisimiyle gercekle birlikte
yanilsamanin da ortadan kalktig1 goriilmektedir. Oysa ki bir zamanlar sinema yanilsamanin
kendisi olurken sinemada gercekligin yeniden tiretimi yanilsamay1 dldiirmiistiir. Zaman
icerisinde sinemanin gittikce televizyona benzetilmesinin sebepleri arasinda gosterilen

yanilsamanin kaybi, sinemanin hiperlesmesine neden olmustur.

Baudrillard’a gore sinema illiizyon etkisini dénemsel icerisinde gecirmis oldugu
evrimlerle ve teknik gelismelerle kaybetmistir. Teknolojinin gelisimi illiizyon gliciiniin
zayiflamasina neden olmustur. Giiniimiizdeki sinemaya hiper goziinden bakmak
miimkiindiir. Sinema hiperetkileyici, hipergoriiniir ve hiperteknik gériiniime sahiptir.
Sinema imgesini yitirmis vaziyettedir ve gittikce televizyon imgesine benzemistir. Gériintd,
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imge olma 6zelligini yitirmis ve imge illiizyon giiciinii de yitirmistir (Baudrillard, 2005,
5.103,112) Buna ragmen sinemanin yanlsamann kendisi oldugu dénemlere geri dénecegi
Baudrillard tarafindan timit edilmektedir (Adanir, 2008, s.40).

Baudrillard’a gore, sinemada etkin faktdrlerden birisi Amerikan kiilttriidiir. Giindelik
gercekleri yansitmayan gostergelere dayanan Amerikan sinemasi, riiya iilkesi imajiyla
kendini tanitmaktadir. Bir {itopya diinyasini sinema iizerinden gosteriye doniistiiren
Hollywood, tiim filmleri gercekmis gibi sunma egiliminde olmaktadir. Yilmaz'a gore;
“Hollywood, filmleri ile riiya iilkesi ve Amerika’nin tam kendisi oldugunu filmlerindeki
yansimalarinda gdstermistir” (Yilmaz, 2011, s.7).

Amerika disilintiriin ilgi alanlari icerisine girmis, Amerika tizerinden sinemay1
yorumlamis ve Amerika’yr sinema dekoruna benzetmistir. Ona gdre Amerika,
hipergercekligin baskenti olurken Amerika’da gezdigi esnada karsilastigi kentlerde
sinematografik havay1 soludugunu sdyleyerek Amerika’y1 iitopya olarak gormiistiir
(Baudrillard, 2013, s.69). Bu iitopya isinin yansiticisi olarak Hollywood gésterilmektedir.
Amerika’da sinema toplumu ve mekanlari yansitirken toplumun ve mekanlarinda sinemayi
yansitan 6zelligi oldugu gercegini goz ardi etmemek gerekmektedir. Bu yiizden Amerika mi
sinemay1 ortaya cikarir yoksa sinema m1 Amerika’y: ortaya cikarir sorusu distindiiriicti
soru niteligi tasimaktadir. Disiiniire gore Amerika’da sinemanin siiriikleyici ve costurucu
bir etkisi vardir ve bu ylizden sinema gercekligi simgelemektedir (Baudrillard, 2013, s.70,
117).

Amerikan sinemasinda eril bakistan s6z edilebilir, eril bakisa sahip olan Hollywood un
cinsiyet¢i yaklasimda bulundugu savi 6ngoriilebilir. Kadina yonelen eril bakisin varligmimn
atasi olarak bilinmekte olan Hollywood, kadinlarin yasantisint mutluluk tizerinden kodlar.
Bu kodlar, sinemada gosteriye dontisiirken taklit ve temsil siireglerinde seyirciye sunulan
koddaki gerceklik kurgudan gectiginden gergeklik kaybolmus, gergekligin yerini
hipergercek almistir. Bunun yani sira kadin ayartici roliiyle eril bakis olan izleyiciye arzu
nesnesi olabilmektedir. Burada kadin 6zne olarak bastan c¢ikarici rol kimligine
biiriinmiistiir. Bastan ¢ikarici rolde, dogal giizellik degil ritiiel giizellik sunulurken kadinin
beden sunumu, bastan ¢ikarmanin dayanagi olmaktadir. Baudrillard’a gdre; kadinin
kendine 6zgli bedeni olmadig1 i¢in kendine 6zgii bir arzusundan séz etmek miimkiin
degildir. Bunun yerine kadin saf gériiniim yaratmaktadir. Otekinin arzusu bu saf gériiniime
yakalanir, bu saf gériiniimde yapay gériiniimii temsil etmektedir (Baudrillard, 2014, 5.106).
Bastan cikarici roliine erkek de biiriinebilmektedir.

Kadin ve erkegin bastan ¢ikariciligi yiiziine yansidiginda ifadeler de yiiziin bastan
gikariciligini temsil etmektedir. Baudrillard’a gére; Sinemada gergeklik, imgelem ve anlam
ikinci plana diiserken sinemada asil giiglii olan efsanedir. Efsane de bastan ¢ikarma roliinde
hem erkegi hem de kadini gérmek miimkiindir. Bastan ¢ikarici rol imgenin biiytleyici
giicline ve imgenin aldaticihgina baghidir (Baudrillard, 2014, 5.117).
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Sinemada starlar tarafindan sunulan imajlar da, toplumsal baglantil olarak ortaya
ciktigindan gergekligin takliti temsil bulurken gercek simiilakrlar aracilig1 ile burada imaja
donilismektedir. Sinemada starlar yapay olmasinin yani sira kadinin giiclii ayartici kimlik
roliiyle 6ne ¢ikmasiyla kadin erkege nazaran idol olarak goriilmiis ve sinemada anlam ve
imgelemden ziyade kadmin 6n planda goriiniir olmasiyla anlam ve imgelem ikinci plana
diismiistiir. Fetih 1453 filminde Hollywood havasi sezinlenmekte olup sinemanin efsane
oldugu algis1 gorsel efektlerle yaratilirken filmde star oyuncularinin anlam ve imgelemden

dnce gelmesi anlami ve imgelemi 6ldiirmektedir.

2. Sinema, Mitoloji ve Tarih

Baudrillard’a gére; sinema gergeklikten hipergerceklige dogru giden gelisim izlerken en
fantastik olandan mistik olana dogru da yol izlemistir. Ayna islevi géren sinema, kendi
kendini taklit ederek, kendini kopyalayarak mitlerini yeniden yaratabilmektedir
(Baudrillard, 2011, 5.77,78).

Cimen’e goére; “Mitoloji de sinemada biiyiikk rol oynayan unsurlarin basinda
gelmektedir. Mitoloji sinemaya siginmistir ve sinemada mitlerden 6nce tarih sinemay1
belirleyici rol iistlenmistir” (Cimen, 2020, s.369). Sinemaya mitler yoluyla tasinan tarih,
yeniden olusum igerisine girmis oldugundan gercek anlamdaki 6ztinti kaybederek istenilen
sekle biiriinmiistiir. Sinemada gergeklik 6zglinliigii yitirilirken gercekligin hipergercege
doniismesiyle soguk kimlik kazanan sinema, tarihi de ortadan kaldirmustir. Gergek
anlamdaki tarihi 6ldiiren sinema tarihi canlandirmaya ¢alistigindan gercek olan tarihi yok
etmis ve goriintiller yoluyla tarihin hipergerceklesmesine yol agmustir. Sinemada
kullanilan efektler, montaj, kurgu gibi teknolojiye baglanan unsurlar, gercek olarak bilinen
tarihin toziinii degistirmekle kalmayarak, gercegi yeniden canlandirarak gercekligi ortadan
kaldirmaktadir.

Sinema sanati sundugu tarih icerikleriyle gerceklik algisini degistirdiginden seyircinin
gerceklige yaklasimi sunulan gerceklik tizerine yogunlasmaktadir. Sinemada bizzat tarih
filmlerinde yeni medya araglarinin kullanimi seyirciyi biiytilemekte, seyirciyi biiyiilemekle
kalmayarak gercekligi hipergercege doniistiirerek gerceklik algisinin yitimine de neden
olmaktadir. Tarih filmlerinde imge aramak samanlikta igne arama mantigina
benzemektedir. Giinki, gerceklik baska boyuta tasindigindan sinema igerisinde kurgulanan
simiilakrlar'in estetik degerini kaybetmesi ile de imgeyi bulmakta zorlasmugstir. Tarih
filmlerinde gerceklikten ziyade anlamda kaybolmustur. Amerikan savas filmlerinde
kaybedilen savasin kazanilmis versiyonunun diinyada izlenilmesi, diinya genelinde izleyici
Amerika'nin zafer kazandig1 anlamina inanmig olarak zaferin hipergercege déniismesine
vesile olmuglardir. Bu dogrultuda anlam, gercekligi yansitmayan zafer metaforuna
déniiserek yok olmustur. Tarih filmlerinde yakin ve uzak ¢ekimlerin yapilmasi, yavaslatma
veya hizlandirma gibi kamera oyunlariyla illiizyon etkisi yaratilmakta ve seyircinin
icerikten ziyade teknikle ilgilenmesi saglanmaktadir. Bunun yanu sira tarihsel filmler kurgu
sonucunda ortaya cikarken kurguyu belirleyen adimlar olan; metin(senaryo), cekim,
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montaj gibi faktorler kurgunun sa¢ ayaklarini olusturmaktadirlar. Tarihsel bir konuyu
isleyen tarih filmleri insanlarin ilgi odak noktasi olurken bu ilginin y6netenler tarafindan
fark edilmesi sonucunda y6netenler ideoloji olarak gérdiikleri sinemay1 daha etkin kullanir
hale gelmislerdir. Sinemada imge, anlam ve estetigin oliimiiniin ardindan ideoloji de
Slmistiir. Sinema ideolojik yanilsamalara gebe bir arag rolii tistlenmistir. Ulusoy’a gore;
“Sinemanin ortaya ciktig1 ilk giinden beri tarih sinema ile etkilesim igerisinde olmustur.
Tarih, filmler yoluyla ge¢misi yeniden insa etmektedir.”(Ulusoy, 2020, s.402) Bu da
Baudrillard'in diislincesini destekleyen nitelik olarak karsimiza ¢ikmaktadir. “Sinema
tarihin kiiltiirel degerlerini, olgularini yeniden iireten ve dolagima sunan bir popiiler kiltiir
alari oldugundan gercekligin yeniden iiretilmis halinin giizel drnegini sunmaktadir”
(Demir ve Gencen, 2015, 5.16).

Cimen’e gdre; “Insanlar tarihsel filmlerde tarihten ziyade montaj, kamera hareketleri
gibi kurgusal yeniden sunum ile karsilasmaktadir. Tarihin yeniden canlandirildigi yer olan
sinemada teknik basar1 6ne ¢ikan unsurlardan biri haline gelmistir. Fetih 1453 filmini buna
drnek olarak géstermek miimkiindiir” (Cimen, 2020, 5.370).

Yontem

Bu calismada oncelikli olarak literatiir taramasi yapilmustir. Literatlir taramasi
yapilirken temel kaynak olarak Baudrillard’in sinemaya olan bakis agisini degerlendirdigi
kitaplara miracaat edilmistir. Bunun disinda sinema ve hipergergeklik tizerine yazilmis
olan makaleler okunarak degerlendirilip kaynak olarak kullanilmistir. Calismada sinemada
hipergercekligin sunumu olarak goriilmekte olan tarih filmlerinden Fetih 1453 filmi
tarihsel elestiri yontemiyle incelenmeye alinmistir. Bu yénteme bagvurulmasinin en
dnemli nedeni, tarihsel film analizi yapilmasi hedeflenmesi gésterilebilmektedir. Tarihsel
film elestirisi yontemi en genis tammiyla Akbulut’a gore; “Tarihsel film elestirisi olarak
bilinen, filmlerin {iretildikleri tarihsel doénem icinde yer aldiklar1 baglamda
degerlendirilmesini icermektedir. Aslinda ister giincel bir filmin ister eski tarihler i¢inde
tiretilmis bir filmin elestirisini yapmak demek, s6z konusu filmi tarihsel bir bakis agis1 icine
yerlestirmek ya da tarihsel bir bakis acisi icinde degerlendirmek demektir” (Akbulut, t.y:
5.110).

Bu baglamda calismamiza konu olan; “Baudrillard’mn Felsefesinde Sinema ve
Hipergergeklik: Fetih 1453 Filmi Orneginde” bashginda calismada Fetih 1453 filmi ele
alinmis oldugundan 6ncelikle film izlenmis sonrasinda filmin konusu géstergeleri itibariyle
tarihsel baglam icerisine oturtulup Baudrillard’in felsefesi cercevesinde ¢6ziimleme
yapilmistir.

GCalismanin Amaci

Giimiis'e gore; Baudrillard, sinemay1 analizlerinin konusu haline getirmis (Giimiis, 2019,
s.12), sinemaya; sinema kuramcilarimin aksine ahsilmisin disinda yaklasarak sinemay:
gerceklikiistii baska deyisle hipergercek olarak degerlendirmistir. Diisiiniire gore
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hipergercek, bir kéken ya da bir gerceklikten yoksun gercegin modeller araciligiyla
tiiretilmesidir (Baudrillard, 2011, s.14). Baudrillard hipergercek olarak gérdiigii sinemada
bu yeni gergekligin kendisini filmler {izerinden kurdugunu savunmustur (Aydin, 2019,
$.352). Sinemada tarihsel agidan yasanilan sessiz donem, sesli ddnem ve renkli dénem gibi
dénemler ve bu dénemlerde yasanilan teknolojinin gelisimi gercekle birlikte yanilsamay:
da 6ldirmistir. Yanilsamanin dliimiinden bahsederken imgenin de dliimiine vurgu yapan
diistiniire gore imge adli anlamsiz sey siirekli bir sekilde iiretilmeye baslandigindan
imgenin de sinemada yok olduguna deginmekte ve bunu imge cinayeti olarak gérmektedir.
Baudrillard’a gére sinema mitler yoluyla tasinan tarihi ortadan kaldirmaya katkida
bulunmustur. Sinemada teknoloji unsurunun kullanimiyla gercek olarak bilinen tarihin
tozl gercekligi ortadan kaldirmis ve tarih sinema aracihigi ile yeniden insa edilmistir.
Diisiiniire gore; insanlar tarihsel filmleri izlerken hipergercekci sunumla karsilagsmakta ve
kurgusal anlamda montaj ve kameranin oyunlarini izlemektedir. Tarih filmlerinde
icerikten ziyade teknigin basarili sunumu gercegin yeniden tretilmesine neden olmaktadir.
Bu baglamda ¢alismada Fetih 1453 filmi ele alinarak Baudrillard’in sinemada hipergerceklik
lizerine ortaya koymus oldugu felsefesinin incelenmesi amaglanmistur.

Bulgular

Fetih 1453, adindan da anlasilacag lizere istanbul’un fethini konu edinmektedir. Fethi
konu edinirken Fatih Sultan Mehmet’in hayatini kisa da olsa 6zetlerken Ulubatli Hasan’1 da
hikdyeye ortak ederek tarih ve savas tiirii Tiirk sinema filmini temsil etmektedir. Filmin
yonetmenlik ve yapimciligini iistlenen Faruk Aksoy’un yani sira filmin basrollerinde
Devrim Evin, Ibrahim Gelikkol ve Dilek Serbest yer almustir. Filmin gérsel yonetmeni ise
Hollywood  filmlerinde  de  ¢alismis  olan  Serkan  Zelzele  olmustur
(https://tr.wikipedia.org/wiki/Fetih_1453).

Orta’ya gore; “Yaklasik olarak 6,5 milyon seyirciye ulasan ve 18 milyon dolarlik biitceye
sahip olan film iiretilen en pahal yapimlardan biri olarak Tiirk sinemasinda tarihsel filmler
arasindaki yerini almaktadir” (Orta, 2019, s.1111). Bu bilgiye ek olarak biiyiik biitcelerin
harcandig film olma 6zelligine sahip olan Fetih 1453 filmi, 2012 yilinda yayinlanmasmin
ardindan Tiirkiye’de en ¢ok izlenen filmlerin basinda gelmistir. Film, 2 saat 36 dakika siiren
bir zamana sahiptir. Filmin dykiisii ise su sekildedir:

Sultan Mehmet babasinin 5liim haberini Saruhan Sancagi’'ndayken almaktadir. Tahta
oturdugunda Osmanli Devleti'nin topraklarini biiyiiterek Osmanli Devleti'ni Cihan Devleti
haline getirmek gayesini tasimaktadir. Bunun icin de en biiyiik hedefi Istanbul’u fethedip
Hz.Muhammed'in hadisi serifine nail olmaktir. Dogu Roma imparatoru Konstantin ise,
tahta gegen bu padisahi geng yasindan ve basiretsiz olmasindan dolay: alaya almaktadir.
Hanedan {iyesi olan Sehzade Orhan’i kullanarak Osmanli’y1 agir tahsilata baglamak
istemektedir. Buna kars1 ¢ikan Sultan Mehmet, el¢i gondererek Sehzade Orhan igin 6dedigi
tahsilat1 yollamaz ve calismalara hiz vererek Anadolu Hisarina karsi Rumeli Hisarmni
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yaptirarak Dogu Roma’nin géziinii korkutur ve giiclii surlar doktiirerek, gemileri karadan
yiiriitiip asilamaz denilen surlari asarak istanbul’u fetheder.

3. Fetih 1453: Tarihsel Elestiri

istanbul’'un fethi, Tiirk tarihinde biiyitk 6neme sahip olaylarin basinda gelmektedir.
Bir¢ok Osmanli padisahinin kusatmasiyla alinmak istenilen Kostantiniyye'yi fethetmek
2.Mehmet’e nasip olmustur. Hz. Muhammed’in (s.a.v) Fetih hadisine nail olan Fatih Sultan
Mehmet’in askeri ve devlet ydnetimi dehasi fetih de etkili olan faktérlerden birisidir.

Film, Medine 627 tarihi anlatimiyla baslamaktadir. Filmdeki ilk sahnede
Hz.Muhammed’in Fetih hadis-i serifi 6ne ¢ikmaktadir. Film, 2.Mehmet'in dogum tarihine
kadar gelen kartalin ¢dl tizerinden Konstantiniye'ye kadar u¢masiyla devam eder. Dis sesin
anlatimiyla; Mehmet’in dogdugu sene mucizelerle dolu pek ¢ok sey olmustur. Atlar ¢ok
sayida ikiz dogurmus, toprak bereketinden dort kez iiriin vermis, agaglar meyvelerinde
yerlere kadar egilmistir. Ayni yil Konstantiniye semalarinda kuyruklu yildiz gériilmiis ve
bu yildiz o giine kadar yikilamayan surlarin yikilacaginin bir isareti olarak
degerlendirilmistir. Bir nevi mistik anlatim gerceklestirilmistir. Baudrillard’a gére; sinema
efsaneleriyle giicliidiir. Sinemada giiglii olan tek sey efsanedir (Baudrillard, 2001: s.117).
Fetih 1453 filminde de hikiye efsanelestirilmis ve efsanelestirme mistik hikayelere ve
gorsel efektlere dayandirilmistir. Edirne sarayina gelindiginde tarihler 1432’yi
gosterdiginde 2.Murat’mn Kuran'da Fetih suresini okudugu anda gelen mijde, padisahu
sevindirmis ve oglunun ismini Peygamber Efendimize hiirmeten Mehmet koymustur.

Mehmet tahta ilk ¢iktiinda heniiz 12 yasindaydi. Vezirleri ve ucbeyleri arasindaki siyasi
miicadeleden bunalan Sultan 2.Murat ¢ok sevdigi oglu Alaaddin’in 6lmesinin kendisinde yarattigi
derin iiziintii sebebiyle tahttan feragat ederek Mehmet’i devletin basina gegirdi. Ancak Basvezir Halil
Pasa, Haglilarin Osmanh topraklarina girecegi endisesiyle Sultan 2.Murat in tahta dénmesini saglad..
Mehmet de tahttan uzaklastirilarak Saruhan sancagima gonderildi. Filmde bu kisim anlatici
tarafindan Gzetlenmistir. Filmde olay, 2.Murat'm oliimiiyle 19 yasinda tahta yeniden
Mehmet’in oturmasiyla baslamaktadir. Bizans tarafindan padisah zayif goriildiigiinden
Mehmet’'in tahta ge¢mesi memnuniyetle karsilanmistir. Halkin ve ordunun da geng
padisaha giiveni yoktur. Bizans geng padisahtan faydalanmak istemektedir. Ancak Grandiik
Notaras, Mehmet'in geng olmasimin yam sira birgok ilim bildigini, dillerini ve dinlerini
dgrendigini savunarak onun deccal oldugunu séylemlerine tasimstir. flerleyen sahnelerde
Mehmet’'in sert durusunun ardinda iyi bir devlet adami oldugu aldig: riskli kararlarla
gosterilir. Bu tiir sahnelerde Mehmet yiiceltilir ve devlet adamliginin ardinda yatan zekas:
gviiliir. Filmdeki 2.Mehmet, gercekligin taklidi ile imaja doniismiistiir. Baudrillard’a gére
liglincli simiilakr diizeninde gergeklik ile imajlar arasinda olusan biitiinliik ¢kmiistiir.
Imajlarin yayilmas: iletisim teknolojileri ile miimkiin olurken imajlar gerceklikten farkl
olmayarak gercek diinyay: temsil eder olmusturlar. imajlar gerceklik duygusunu iiretirler
ve insanlarinda bunu gergek olarak algilamasini saglarlar (Toffoletti, 2014, 5.18).
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Filmdeki imajlar disinda kamera, aydinlatma, karartma, ses ve kurgu gibi unsurlar
estetik degeri yok etmistir. Filmdeki ilerleyen sahneler ve konular ise su sekildedir:

Resim 1: Mehmet’in Riiyasi

Resim 2: Mehmet Osmanli Devleti’nin Kurucusu Osman ile Kargilagir

Resim 3: Osman, Mehmet’e Yiiziik Verir
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Resim 4: Yiiziik Atese Diiser

Resim 5: Mehmet Atese Diiser

Mehmet bir gece riiyasinda Osmanli Devleti’'nin kurucusu olarak bilinmekte olan
Osman’t goriir ve Osman’in Konstantiniyeyi fethedecek kisinin kendisi oldugunu
sdylemesinin ardindan kendisine layik gérdiigli yiizigli atesin i¢ine diisiiriir ve kendisinin
de bu atese diistiigti hissiyatim hisseder ve korkarak riiyasindan uyanir; “Ya ben
Konstantiniyye alirim ya da Konstantiniyye beni!” meshur s6ziinii sdyler.

Onal’a gdre; bugiinkii yénetmenler tarih filmlerinde tarihe, sisteme, nesneye ve zamana
farkl bir diisiince boyutu kazandirmaktadir. Bu kazanimlar icerisinde yorum, tartisma,
yeniden yaratim yer almaktadir. Yonetmenler kendilerini yansitarak elestirel bakis ortaya
koymaktadirlar. Izleyici burada, yiiziigiin atesin i¢ine diismesi ve Mehmet’in de bu atesin
icine siiriikklenmesiyle savasin kolay bir savas olmayacagini diistinebilmektedir. Ates, savas
simgelemekte ve bu yiiziige sahip olabilmek i¢in harli atesin i¢inden ge¢meden yani
savasmadan bu yiizige sahip olunamayacagi anlasilabilmektedir. Asil anlam burada
kaybolmustur ve nesneler taklit edilmistir. Atesin savasi simgelemesi, yziigiin
nesnelestirilerek metafor olarak kullanilmasinda simiilasyon asamasi goriilmektedir.
Nesneler asil anlamlarini tasimayarak simiile edilmistir. Filmdeki savas sahnelerine
bakildiginda dini vurgulara sik¢a rastlamak miimkiindiir. Osmanl ordusunda savasan
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askerlerin hepsinin Miisliiman oldugu izlenimi yaratilmistir. Osmanl tarihinde boyle bir
gergeklikle karsilasmak miimkiin degildir. Tiirk Tarihi Kurumundan edinilen bilgiye gore;
“Osmanlilar, muharebede esir diisen harbe elverisli hristiyanlar: ilk zamanlarda kisa bir
miiddet icin Tiirk terbiyesi lizerine yetistirerek onlardan bir askeri siif tegkilini
diisiinmiisler ve esirlerden beste birinin devlet hesabina alinarak derhal tatbikine
gecmislerdir ki bu, yeniceri ocaginin baslangici olmustur” (https://www.ttk.gov.tr/).

Filmdeki savas sahneleri din ile bagdastirilmistir. Savas 6ncesinde namaz kilinmas, tekbir
getirilmesi ve dualar edilmesi bunun géstergesi olabilmektedir. 1453 filmindeki gerceklik
montaj ve kamera hareketleriyle yeniden canlandirilirken hikiyeye farkl bir diisiince
boyutu kazandirilarak tarih yeniden insa edilmistir. Bunun yani sira milliyet¢i duygularin
hakim geldigi filmde din olgusunun siklikla kullanimi ideolojiye tasinmis ve bu ideoloji
gostergelerle anlatilmigtir. Filmde ideoloji duygular: milliyetcilikmis gibi sunulmus, tarih
ortaya konulurken gerceklik tartisilmamakta, ekran gercekligi insanlara yutturulmaya
calisilmaktadir. Filmde yénetmenin yakin ve uzak ¢ekimlere bagvurmasiyla yakin ¢ekimde
duygusallik uzak ¢ekimde ise yiiceltme vurgusu yapilmistir. Filmdeki ideoloji, teknoloji
tiriintiyle sunulmus ve biitinlestirilmistir. Burada ideoloji yitimini de gérmek miimkiin
olabilmektedir.

Resim 6: Namaz Kilma Sahnesi

Resim 7: Dua Etme Sahnesi
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Resim 8: Savas Sahnesi

Bilgisayar teknolojisinin yardimiyla olusturulmus olan savas sahnelerinde sikca siddet
sahnelerine de rastlamak miimkiin olmustur. Kafa, kol, bacak kopmalar1 ve kan siddetin
boyutunu gostermektedir. Baudrillard’a gore; sinemada savas filmlerinin gercek oldugunu
diisiinerek  yansimalar1 izlemekteyiz ve savas imgeleri sinematografik olarak
sunulmaktadir.  Gergeklik  sanal savasa  doniistiiriilerek  kurmaca  anlatim
gergeklestirilmektedir (Baudrillard, 2015, 5.126).

Filmde savas sahnelerinde siddet teknolojik olarak devam etmis ve gercek seffaf bir
siddete ddniismiistiir. Sinema siddeti tesvik etmesinin yani sira, beyazperdede yapmacikli
bir siddet sunumu da gergeklestirmektedir. Sinema siddeti hem hik4yelestirerek hem de
gorsel efektlerle sunarak gercekligi seyirci goziinde uzaklastirmaktadir. Savas sahnelerinde
yer alan mekanlara bakildiginda ise mekanlarin sanal olarak yeniden tiretildigi géze
carpmaktadir. Bu yeniden iiretimde gorsel efektler kullanilmistir. Buna gore sanal
gerceklik yaratildigi sonucuna ulasilabilmektedir (Saral, 2017, s.95). Sanal gerceklik
yaratimi, tarihi algilama bigimimizi degistirmis ve sinemada gerceklik yitimini mekin
iizerinden gérmek de miimkiin olmustur (Saral, 2017, s.95, 96). Jean Nouvel'e gére;
sinemada mekén, goriilenin zihindeki devami olan mekandir. Bu mekani ayartma mekani
olarak goren dusiiniir, ayartma mekanin sanal yanilsama mekani oldugunu dile getirir ve
ona gore, sinema alaninda alan derinligiyle oynanmakta ve nerede durulacag: bilinmeyen
bir dizi filtre 6ne ¢ikarilmaya calisilmaktadir. Sinema bir tiir hikdye icinde hikaye
yaratmaktadir (Nouvel ve Baudrillard, 2011, s.23).
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Resim 9: Rumeli Hisarinin Yapim Asamasi

Resim 10: Taarruzun Baglamasi

Bunun diginda filmdeki hikdyenin tam merkezinde 6tekiler yer almaktadir. Otekiler,
istanbul’'un fethinde 6nemli olaylarin yasanmasina sebebiyet vermelerinin yani sira
konunun gidisatimi da belirleyen faktor olmaktadirlar. Bizans, Avrupa, Latinler, Papa,
Karamanogullar1 Beyligi ve Sehzade Orhan &teki olarak 6ne ¢iktiklarindan filmde ben ve
Steki anlayisinin inga edildigi goriilmektedir. Sinemada ben ve teki bakis agisindan s6z
etmek miimkiin olmaktadir. Ben, Osmanl’y1 temsil bulurken benden olmayan olarak
tanimlanan Gteki ise Bizans, Avrupa, Latinler, Papa, Karamanogullar: Beyligi'ni temsil
etmektedir. Baudrillard’a gore; 6tekiligi yaratan farkliligin kendisi bir “ilitopyadir” (Demir,
2018, s.34 akt. Sevim ve Marmara, 2020, s.82). Cengiz’e gére; “Otekinin yok edildigi ¢cagin
tersine diisliniire gore; Stekinin iiretildigi ¢agda yasiyoruz. O artik tutku nesnesi degil,
iiretim nesnesidir. Sistem iginde &teki'nin bulunmamasi, 6tekinin yok olusu, ben’in
varhgim tehlikeye soktugundan é6tekinin iiretimi yoluna gidilmektedir” (Cengiz, t.y
s.123,124). Filmdeki diigmanlar &teki olarak degerlendirilmekte ve bu étekilerin teki
olmasiyla savas boyutuna gecilmektedir. Ben ve 6teki arasinda zitlasmalar yasanmakta ve
savas sahnelerindeki Sliimiine edilen miicadele dliim gdsterisine doniisiirken ben ve
Stekinin ideolojisi beyazperdeye yansitilmaktadir. Giiglii olan iktidara karsilik bir boyun

Tirkiye Medya Akademisi Dergisi | e-ISSN: 2791-6014
e e————SSLSLSSSEEE



92 « Baudrillard'in Felsefesinde Sinema ve Hipergergeklik: Fetih 1453 Filmi Orneginde

egme sz konusudur ve savas simiilakr’in kendisi olmaktadir.

Filmin sonunda olaganiistii miicadele sonucunda fethedilen istanbul’un gériintiisiiniin
sunulmasinin yani sira Mehmet’in Ayasofya’ya girmesi kamera agisindan sasal olurken,
Mehmet’in Ayasofya’ya siginan halk karsisinda séyledigi sozler halk tarafindan hos
karsilanmis ve Tiirklerin Avrupa tarafindan karsilanan barbar oldugu diisiincesi yerini
muktedirlige birakmistir. Mehmet’in hosgorilii yaklasimi, savasin korkung izlerini
sildirmeye yettigi toplumun giilen gézlerinde anlasilmaktadir.

Resim 11: Mehmet’in Ayasofya’ya Girisi

Filmde savas sahnelerinden arta kalan zaman diliminde farkli hikdyelere de
odaklanilmaktadir. Ulubatli Hasan’in hikdyesi onlardan birisidir. Ulubath Hasan, Era adli
bir kadinla agsk yasamaktadir. Era, Miisliimandir ve kiigiik yasta Bizanshlarin kdylerini
basmasi sonucunda ailesini kaybetmis, kéle pazarinda satilmistir. Urban adli kisinin onu
goriip yanina almasi neticesinde Urban’in yaninda yetiserek top dékmesini 6grenmistir.
Urban ile birlikte Osmanli'ya hizmet etmis ve top dékiimhanesine kizlarin girememesi
nedeniyle saglarinui kisa kesmis, gériiniimiinii degistirmistir. Savasa anne ve babasinin
intikamini almak i¢in gitmek istemektedir. Ancak Ulubath Hasan bu duruma ilk basta kars:
¢iksa da, Eranin kararliligi Hasan'in yanlis diisiindiigiinii hissettirir. Filmin sonunda
kahraman bir sekilde resmedilen Ulubathi Hasan sehit diser, izleyici Era’nin Hasan’dan
hamile oldugunu hisseder. Baudrillard’a gore; sinemada starin 6liimi diye bir algi vardir ve
starlarin 6lmesi gerekmektedir. Mitkemmel ve yiizeysel olmalari i¢in bu durum gereklidir.
Bu da bastan ¢ikariciligi temsil etmektedir (Baudrillard, 2014, 5.119, 120).

Filmde Era bir kadin olarak ayartici rol kimligine biiriinmiis ve ritiiel giizelligini
sunarken yer yer ¢iplak bedeniyle erkegi bastan ¢ikarmustir. Ulubath Hasan ise bir erkek
olaraktan kasli ve giiclii durusu ile yani ¢iplak beden sunumuyla bastan ¢ikarici rol
istlenmigtir. Era ve Ulubatli Hasan'in birbirlerine olan bakistan ziyade yiiz ifadeleri de
bastan cikariciligi temsil etmistir. Baudrillard’a gére; “Bastan ¢ikarma 6zelligi tasiyan bu
iinlii portreler, bizim maskelerimizdir aslinda; onlar bizim Paskalya Adasi’na diktigimiz
heykellerdir. Ancak aldanmamak gerekir: Nasil ki tarihte, hayranliklara ve dinsel tutkulara,
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kurban torenlerine ve isyanlara taniklik eden sicak kalabaliklar var olmussa simdi de bagtan
ctkarmaya ve cazibeye kapilmis soguk kitleler vardir. Onlarin portresi sinematografik olma
dzelligi gosterir ve baska tiir bir kurban térenine taniklik ederler.” (Baudrillard, 2014,
5.119).

Resim 12: Era ve Ulubatl Hasan

Sonug

Sinema sanati Baudrillard'm diisiincesine gére gerceklikten ziyade gercegin
hipergercege doniistiigii kitle iletisim araglarmdan birini temsil etmektedir. Sinema kendi
gercekligini; kurgu, montaj, ses, 151k vd. gibi teknoloji ile kurmaktadir. Bu teknoloji asil olan
gercekligi yok ederek sanal gerceklige doniismiis ve illiizyonla gercek &tesi bir diinyaya
gecilmistir. Baudrillard’a gdre illiizyon, hem gercegi hem de imgesini ortadan kaldiran
kusursuz cinayetin kendisidir. illiizyonla beraber imge adli anlamsiz sey siirekli bir sekilde
tiretilmeye baslanmstir. Teknoloji ile efektlerin gelisimiyle gercekle birlikte yanilsamanin
da ortadan kalktig1 gériilmektedir. Sinemada gergekligin yeniden iiretimi yanilsamayi
oldirmistiir. Yanilsamanm kaybi, gercegin hipergercege dontismesine yol agmustir.
Diisiiniire gore, sinemada etkin faktdrlerden birisi Amerikan kiiltiiriidiir. Hollywood'un
gergeklige sahip olmayan goériintiiye sahip oldugunu savunan diisiiniir, Amerika’y1 iitopya
olarak degerlendirirken Amerika mi sinemay1 ortaya ¢ikarir yoksa sinema mi1 Amerika’y1
ortaya ¢ikarir sorusuyla Amerika ve Amerikan sinemas lizerine elestirel nitelik tasiyan
soruya yonelmistir.

Sinemada gercekligi tarih filmleri {izerinden yorumlayan diisliniire gére; sinema sanati
sundugu tarih icerikleriyle gerceklik algisini degistirdiginden seyircinin gergeklige
yaklagimi sunulan gergeklik iizerine yogunlasmaktadir. insanlar tarihsel filmleri izlerken
hipergercekgi sunumla karsilasmakta ve kurgusal anlamda montaj ve kameranin oyunlarini
izlemektedir. Tarih filmlerinden icerikten ziyade teknigin basarih sunumu gercegin
yeniden iiretilmesine neden olmaktadir. Bu baglamda, calismada Fetih 1453 filmi ele
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alinarak Baudrillard'in sinemadaki hipergerceklik {izerine ortaya koymus oldugu
felsefesinin incelenmesi amaglanmistir.

incelenen ¢alismada Fetih 1453 filminde tarih gergekliginin kurgu yoluyla insa edildigi
goriilmektedir. Tarihin gergekliginden ziyade kurgulanan bir tarihin anlatimina
rastlanmaktadir. Filmde yogun duygusallik hava hakimdir. Duygusallik miiziklere,
hareketlere, renklere ve sese tasinmistir. Hik4ye, tek bakis agisindan sunulmaktadir. Ben ve
otekiler vardir., Otekiler; Bizans, Avrupa, Papa, Latinler ve Karamanogullarindan ziyade
Sehzade Orhan da &teki olarak goriilmiistiir. Filmde illtizyonik etkiler karsimiza
¢ikmaktadir. Yavas ve hizli cekimlerle anlam degisiklige ugratilmaktadir. Mehmet’in savas
sahnelerinde yavas ¢ekimlerin kullanilmasi Mehmet’i yiiceltmistir. Karanlk fon
kullanimlarina da rastlamak miimkiin olmustur. Karanlik ile birlikte bulutlarin ¢okmesi,
Bizans’in kaybedecegi hissini uyandirirken c¢aresizlik hissiyati gérsel efektlerle
sunulmustur. Bu bilgilere istinaden hikdyenin efsanelestirildigi filmin her karesinde
goriilmiistiir. 1453 filmindeki gerceklik montaj ve kamera hareketleriyle yeniden
canlandirilirken hikdyeye farkli bir diisiince boyutu kazandirilarak tarih yeniden insa
edilmistir. Bunun yani sira milliyet¢i duygularin hakim geldigi filmde din olgusunun
siklikla kullamimy, ideolojiye tasinmis ve bu ideoloji géstergelerle anlatilmistir. Gergeklik
yitimini ideoloji boyutuyla da gérmek miimkiin olmustur. Filmde savas sahnelerindeki
siddete rastlamak miimkiindiir. Savas sahnelerinde siddet teknolojik olarak devam etmis ve
gergek seffaf bir siddete doniismiistiir. Filmde Hollywood havasi gérmek miimkiin olurken
kadin ve erkegin ayartici rol kimligine biiriindiigii de tespit edilebilmektedir. Baudrillard’'in
sinemada hipergerceklik {izerine ortaya koymus oldugu diistincelerinin yansiticisi olan
Fetih 1453 filmi ¢ok ses getiren filmlerden birisi olmasimmin yani sira gercekligin
hipergercege doniistiigli; yanilsamanin, imgenin ve estetigin yok olmasimin ardindan
ideolojinin de 6ldiigiiniin goriildiigii film olarak da literatiire gegmektedir.
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Extended Abstract

According to Baudrillard, the art of cinema represents one of the mass media tools in
which reality, rather than reality, turns into hyperreality. Cinema presents its own reality;
editing, montage, sound, lighting etc. It is established with technology such as. This
technology has transformed into virtual reality by destroying the actual reality and has
moved into a post-real world with illusion. According to Baudrillard, illusion is the perfect
murder itself that eliminates both reality and its image. Along with illusion, a meaningless
thing called image began to be produced continuously. It seems that with the development
of technology and effects, illusion disappears along with reality. The reproduction of reality
in cinema has killed illusion. The loss of illusion has led to the transformation of reality into
hyperreality. According to the thinker, one of the effective factors in cinema is American
culture. Arguing that Hollywood has an image that does not have reality, the thinker, while
evaluating America as a utopia, turned to the critical question of America and American

cinema by asking whether America reveals cinema or whether cinema reveals America.

According to thinkers who interpret reality in cinema through history films; Since the
art of cinema changes the perception of reality with the historical content it presents, the
audience’s approach to reality focuses on the reality presented. When people watch
historical films, they encounter hyperrealistic presentation and watch the plays of
montage and camera in a fictional sense. In historical films, the successful presentation of
technique rather than content results in the reproduction of reality. In this context, the
study aims to examine Baudrillard’s philosophy on hyperreality in cinema by examining
the movie Conquest 1453.

In the examined study, it is seen that historical reality is constructed through fiction in
the movie Conquest 1453. Rather than the reality of history, one encounters the narration
of a fictionalized history. Intense emotional atmosphere prevails in the film. Emotionality
is carried into music, movements, colors and sound. The story is presented from a single
point of view. There is me and others. Others; Prince Orhan was seen as the other rather
than Byzantium, Europe, the Pope, Latins and Karamanogullari. Illusory effects appear in
the film. The meaning is changed with slow and fast shots. The use of slow motion in
Mehmet’s battle scenes glorified Mehmet. It has also been possible to encounter the use of
dark backgrounds. The collapse of the clouds with darkness creates the feeling that
Byzantium will lose, while the feeling of helplessness is presented with visual effects. Based
on this information, it can be seen in every frame of the film that the story has become
legendary. While the reality in the movie 1453 was revived with montage and camera
movements, history was reconstructed by adding a different dimension of thought to the
story. In addition, the frequent use of the phenomenon of religion in the film, where
nationalist feelings dominate, was transferred to ideology and this ideology was explained
with signs. It has also been possible to see the loss of reality from the dimension of ideology.
It is possible to encounter violence in war scenes in the movie. According to Baudrillard,
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violence in war scenes; It is virtual violence. The audience, vulnerable to this virtual
violence, witnesses the increasing violence and experiences the photocopy level of
violence. In the movie, violence in the war scenes continued technologically and turned
into real transparent violence. While it is possible to see a Hollywood atmosphere in the
film, it can also be seen that men and women take on seductive roles. The movie Conquest
1453, which reflects Baudrillard’s ideas on hyperreality in cinema, is not only one of the
movies that made a lot of noise, but it is also mentioned in the literature as the movie in
which reality turns into hyperreality and ideology dies after the disappearance of illusion,
image and aesthetics.
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