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INTRODUCTION:
DEBATES ON MEDIA AND COMMUNICATION STUDIES

New technologies have not only broadened the scope of the media but also contributed significantly to the trans-
formation of the media. The topics covered by the new media have varied in almost every aspect of our cultural
life, ranging from cinema to communication issues. At the same time, the issues reflected on the screen and the
transformation in the public space has affected both the psychology of the human being and the culture in which
he lives. In this sense to be able to understand this transformation, it is necessary to analyse and discuss in detail
how media and media tools are transformed, the scope of the issues they deal with and the way they transform
society. The first part of this study covered the topics of; the representation of women in cinema by evaluating on
how a social phenomenon is depicted in cinema, the electronic culture created by new media technologies, the
psycho-political economy of new media, news production processes and psychological disorders caused by new
media technologies.

In her essay which is entitled “Analysis of The Visibility of Female Directors in Turkey within the Context of Fem-
inist Film Criticism” Berceste Giilgin Ozdemir, discusses the visibility of female director in Turkish cinema within
a framework of feminist film criticism. Since the phenomenon of gender is constructed by the norms of patriar-
chal order, then it leaves questions about the visibility of female directors in the public sphere.

In his article entitled “Death Case in Onur Unlii Cinema”, Emrah Dogan focuses on how the death phenom-
enon is reflected on the screen. Death is an important phenomenon for societies. However, in cinema, death is
usually treated as if it is something ordinary. In his cinema, Unlii examines the phenomenon of death as a socio-
logical and psychological issue rather than treating it within a traditional way. Onur Unlii discusses a prominent
phenomenon for societies such as death by using humor.

With the article “The ‘New” One of the Old Media: Understanding Electronic Culture” Cilem Tugba Kog ques-
tions the cultural environment of new communication technologies. In her study, Kog discusses the structure of
the society electronic culture has created. In her study entitled “Investigation of Nomophobia Levels of Univer-
sity Students in the Context of Family Relations” Esra Akkus, examines how smartphones, the new communica-
tion tool of our age, create a phobia and affect family relations. In his study entitled “The Psycho-Political Econ-
omy of New Media: Psychoanalysis and Social Media” Giiven Ozdoyran evaluates on the abnormalities in reading
the new media in the economic-political context. In this context, the abnormality stems either from the patterns
of the new media or the uncertainty of the ontological status of cyberspace. This is a significant matter to discuss
since the main domain of new media is cyberspace and the objects that exist in such a space are not concrete or
material. In her study entitled “McDonaldization of the Presentation of Self: A Critic on Celebrities’ Instagram
Accounts”, Azra Nazli categorizes and evaluates on social media interactions in the context of the irrationality of
the principles of rationality in George Ritzer’s book.

In her article entitled “News Production Process and Gatekeeping”, Lale Diindar argues that not all the events
can be considered as news. Diindar examines the production process of the news and focuses on the role played
by Gate Keepers in communicating news events to the public. Thus, Diindar discusses the way the news indus-
try works and examines the concept of news value.



When we talk about communication, we can think of many different areas related to communication studies
such as; interpersonal relations and communication; culture and communication; gender and communication;
internet and communication; marketing and communication and so on. Communication, which is an undeni-
able part of life, is actually an area that has dominated humanity with its broad range of impacts. Communica-
tion transcends interpersonal relationship with technology, politics, economics, and socio-cultural factors which
can be introduced and penetrated through the help of communication methods. Communication methods ena-
ble people to be directed to consume goods and services or become part of this current system. Within the scope
of this book, communication and media studies have been discussed on the basis of interpersonal relationships,
social media, new media, marketing, advertising, and gender.

In the second part of this book, interpersonal relationships and communication have been evaluated on the basis
of three different subjects. Firstly, Eginli and Tag have evaluated on the interpersonal communication of individ-
uals that they create by using their mobile phones, the positive and negative effects of interpersonal communica-
tion, and the nomophobia developed in the process within their studies. In this context, they aimed to explain the
relationship between the establishment of interpersonal communication by using mobile devices and their effects
on communication and nomophobia. Secondly, under the title of ‘Social and Emotional Learning Skills of Doc-
tors in Health Communication’ Begbudak underlines the significance of studying communication and its linkage
with social and emotional skills of doctors. Miray Besbudak explains health communication and the importance
of good relationships with patients and their relatives. According to Besbudak, effective communication can be
established by using social and emotional learning skills in health communication. Doctors should use social and
emotional skills to be able to treat the patient in the most appropriate and effective way, to deal with problems
that may occur at certain points, and not to compromise on their character and personality while performing all
these. Social and emotional skills can be learned by doctors in the same way as working experiences. These skills

include basic interpersonal communication; problem-solving, managing with stress and increasing self-value skills.

Thirdly, Ulkii and Oze evaluate on the flow of the interpersonal information in the age of technology. They fo-
cus on podcast applications and examine Mediapod as a case study. While the study evolves on the subject of in-
terpersonal communication, it specifically focuses on the changes in communication methods. Within the scope
of the study, while interpersonal communication and learning styles are examined on the basis of academic re-
search on oral and written culture, Podcasting which constitutes a form of broadcasting that these technologies
are used together is discussed specifically. The question of whether the forms of communication, which are diver-
sified with the introduction of the Internet are transformed into a form of re-evolution of the voice communica-
tion used by humanity in the first ages is discussed under this study.

The third part mostly focuses on current issues such as social media and new media. The first study analyzes the
effects of social media on political participation practices. Ozkurt and Oze analyze the reaction vote as an emerg-
ing form of political participation in Northern Cyprus. They argue that the citizen who loses confidence in the
politicians either does not vote or may turn to ,reaction vote* and social media stands as a convenient place to
disseminate this sort of ideas to the increasing number of people. The second study of this part discusses online
news media in Turkey and North Cyprus on the issue of Akuyu Nuclear Power Plant (NPP). According to Alie-
fendioglu and Atay, nuclear energy debates have begun in 2010 with the formalization of the construction of the
Akkuyu Power Plant (APP). The study aims to answer the questions of whether environmental journalism is pra-
cticed regarding Akkuyu NPP news and whether it is possible to see an alternative and activist media.



The fourth part focuses on the subjects of marketing, advertising, and communication. Firstly, Oze and Dikmen
discuss the term of revolt as a method of sale. According to Oze and Dikmen, brands have been very successful in
creating a consumer culture. In this study, they examine the conditions that contribute to the formation of pro-
tests on the basis of consumer culture. Their analysis point out that, in this process it is aimed to reproduce the
system itself, in a way that will open the way for each movement that we face as an action. In this study, brand
protest comparisons are discussed in terms of consumer culture, protest, sales and marketing techniques, capi-
talism, liberalism, and neo-liberalism. Then, Yakin focuses on ad campaign which is carried out by Ziraat Bank
in their 155" Anniversary. He explains using cultural nostalgia in corporate image advertising. This study exam-
ines the 155™-anniversary commercial broadcasting of Ziraat Bank which was established during the Ottoman
Empire period and which is now one of the crucial actors of public banking. Rather than focusing on the deep-
rooted historical background of the institution, the film attracts attention with its nostalgic references to the 70s
during which the sense of unity and togetherness of Turkish society, as well as its endurance in the face of diffi-
culties, was exhibited. The work which demonstrates an example of the use of nostalgia in corporate communi-

cation also presents how a public institution contributes to society’s self-confidence and mood.

The fifth part is dedicated to the issues of communication and gender. Eginli and Tas examine the representation
of gender stereotypes in traditional fairy tales and argue that stereotypes stand as a communication barrier. They
point out that the gender stereotypes which are used in fairy tales serve to the normalization of the gender roles
which can be perceived by children as a normal, usual/common or correct. Often, children may adopt a typical
pattern of behaviour related to being male and female, thus leading to the development of inappropriate ideas/
perceptions or prejudices. In this study, gender-based stereotypes are considered as a communication obstacle and
it is pointed out how these stereotypes formed/have been formed since childhood.

Emrah Dogan & Nuran Oze
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ANALYSIS OF THE VISIBILITY OF FEMALE
DIRECTORS IN TURKEY WITHIN THE CONTEXT
OF FEMINIST FILM CRITICISM / FEMINIST FiLM
ELESTIRILERI BAGLAMINDA TURKIYE’DEKI KADIN
YONETMENLERIN GORUNURLUGUNE BAKMAK

Berceste Giilgin Ozdemir'

Abstract

Women give meaning to living by watching films about themselves and other women and see their reflections
on the screen. Women who trace their existence as a women debate codes about gender by question stories about
women by trying to understand the female character in the focus center of film narrative, and identifying them-
selves with female characters’. Female directors who bring these debates together with spectators become the cre-
ator of representation mechanics that permit female spectators to question themselves with the narrative language
used in their narratives. Feminist film theory includes criticism carried at by film theoreticians within the scope
of specific approaches and methods by utilizing feminist perspectives. Visibility of female directors who contrib-
ute to Turkish cinema will be opened for arguing within the scope of thoughts of feminist film critics. Gender
fact which is directed by indications belonging to patriarchal order is being coded within the social order, and in
a way that will raise question marks about the visibility of female director in public space. In this context, femi-
nist film critics search for a way to transform gender perception and thoughts about female characters exitence of
women in films, and identification subject of women spectators. In the first part of this study, general information
about the thoughts of some of the feminist film critics who explained their thoughts about these subjects will be
given. In the second part, reflection socio-cultural atmosphere in cinema which is within the social order by deal-
ing with the effect of Turkish political life on Turkish cinema briefly. In this context, thoughts expressed in vari-
ous panel discussions made in cinema field and film festival panels in Turkey will be included. It is being thought
that ideas expressed in panel discussions that include many subjects about female films, gender perception in so-
cial order and female spectator will be effective in the transformation of gender perception.

Keywords: Feminist Film Criticism, Turkish Cinema, Female Director.

Feminist Film Elegtirileri Ne Soyler?

Feminist film elegtirisi, film elegtirisinin alt tiirii olarak feminist film teorilerini referans alarak feminist perspekerifle
filmleri incelemeye ¢alismaktadir. Bu baglamda, film elestirisini yapacak olan elestirmenin filme bakigsi ve filmi na-
sil inceleyecegini bilmesi 6nem kazanmaktadir. David Bordwell ve Kristin Thompson, anlati bi¢imini ya da anla-
tisal olmayan bicimin ilkelerine uygun olarak tetikte olan kisinin ve farkli film tekniklerinin dikkat ¢eken kulla-
nimlarint izleyen kisinin elestirmen oldugu belirtmiglerdir. Film analizleri Bordwell ve Thomson'a gore iki amag
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FEMINIST FiLM ELESTIRILERI BAGLAMINDA TURKIYE'DEKi KADIN YONETMENLERIN GORUNURLUGUNE BAKMAK

Berceste Giilgin Ozdemir

tastmakeadur. lki, film bigimi ve film stilinin gesitli filmlerde nasil birlikte calistiklarint gostermek, ikincisi ise, kisa
elestirel analizlerin modellerini ve bir yazinin bir filmin isleyisinin bazi yanlarini nasil aydinlatabileceginin 6rnek-
lerini bu yolla saglamak oldugunu vurgulamislardir (Bordwell & Thompson, 2012, s. 395). O halde film elestir-
meni, filmi analiz ederken temel aldig; teorilerin kapsamini bilmenin yani sira, film anlatisinin bi¢im ve igerigine
dair de bilgi sahibi olmali ve filmi degerlendirirken coklu bakus agilariyla filmi analiz edebilme metodolojisine sa-
hip olabilmelidir. Feminist film elestirisinin de temel gayesi, elestirilen filmin odak merkeze aldigi konuyu veya
karakteri feminist film teorileri ¢er¢evesinde tartigabilmektir. Klasik anlat sinemasinin voyeristik ve skopofilik er-
kek egemen haz mekanizmasina hizmet eden baks acist kadin karakterlerin ikincillegtirilmesini ortaya ¢ikarmigtir.
Bu baglamda, klasik anlati sinemasinin kodlari, feminist film teorileri 6nem kazandigindan beri tartugilmaktadur.
Yonetmenlerin anlau stratejileri, filmin bicimi, icerigi, ideolojik gostergeleri, uylagimlarin hangi yaklagimlarla su-
nuldugu feminist film teorisyenlerinin inceledigi konular arasindadir. Feminist film elestirmenleri de, feminist film
teorilerinin ¢esitli konu bagliklariyla tarugtiklari baglamlari film analizlerinde tekrar yorumlamaktadirlar. Elegtiri-
lerinin amaci, sadece bilimsel referanslarla degerlendirdikleri filmleri tartismak degil, gelecekee feminist film pra-
tigine katk: saglayacak olan filmlere dair farkli anlat stratejileri veya soylemleri 6nermektir. Feminist film teoris-

yenlerinin feminist film elestirisiyle ilgili diistinceleri bu minvalde 6nem kazanmaktadir.

Christine Gledhill’in feminist film elestirisi icin yapugt tanimlama, feminist film elestirisinin icerigini detayli ola-
rak agiklamigtr: “Feminist film elegtirisinin 6nemli konusu kadinin kadin olarak sunumunun sinemada gosteril-
medigini incelemek tizerinedir. Bu durum, kadinlarin seslerinin olmamasi ve onlarin bakis agilarindan duyulama-
malarina neden olmaktadir.” Sharon Smith’in Women and Film'de (1972) paylasugs, kadinlarin her tiirlii insan
formunda neredeyse tamamen filmin diginda tutuldugunu belirttigi goriislerini de diisiincelerine ekleyerek kadin
karakeerlerin eksik sunumunu tartismaya agmaktadir. Gledhill'e gére, Elizabeth Cowie ise, filmlerde kadinlarin
eksikligi tanimlanirken, sosyal gercekligin yansiulmastyla ilgili problemler oldugunu belirtir ve feminist film eleg-
tirisinin bunlar tizerine egildigini agiklamaktadir. Cowie, kadinlarin kadin olarak filmlerde gdsterilmedigini ya da
tamamen insani olarak sunulmadiklarinin elegtirisinin yapildigini séyler. Yetersiz, kismen ve tek yonlii bir bicimde
kadinlarin tanimladiginin aluni ¢izen Cowie, boylece olumsuz tanimlamalar griildiigiinii de ekleyerek, feminist
film elestirisinin neyi inceledigini anlatmaktadir. Gledhill, “Kadinin kadin olarak” sinemada temsil edilmedigini,
kadinlarin seslerinin olmadigini ve kadin bakis acisindan duyulmadiklarini belirtmis ve feminist film elestirisinin
bu konuyu inceledigini ifade ederek feminist film elegtirisini 6zetlemistir (Gledhill, 2014, s. 458- 460). Kuhn,
Women’s Picture Feminism and Cinema kitabinda, Gledhill’in diistincelerini tekrar paylagarak konuyu kendi dii-
siinceleriyle de tarugmaktadir. Feminist elestirinin sadece sinematik prodiiksiyonlarin anlamini tanimladigini dii-
siinen Gledhill, bu durumun bir tehlikeye isaret ettiginin altini ¢izmektedir. Ciinkii kadinlarin toplumsal diizen
ile aralarindaki iliskiye deginilmesinden bu nedenle uzaklagilmaktadir. Kuhn'a gore, semiyotik ve psikanalitik yak-
lasimlar, baglamsal iligkilerin anlagilmasi agisindan sinemada énemli bir yere sahiptir. Feminist metinsel analizin
onemine deginen Kuhn, anlamin ingasinin nasil olustugunun bu yéntemle analiz edildigini sdylemektedir. Kuhn’a
gore bu analiz, patriarkal ideolojinin olusumunu tekrar incelemekte ve filmlere alternatif bakus yollar: nererek ide-
olojilere de miidahalelerde bulunulabilecegini savunmaktadir (Kuhn, 1982, s. 80).

Feminist film elestirisinin odaginda, kadin karakterlerin temsil edilme sekillerini tartismak ve filmlerin anlat stra-
tejilerini feminist perspektifle tartismaya agmak vardir. Feminist film teorileri, belli konu bagliklarini sorguluyor ve
tartigmaya agiyor ise, feminist film elegtirileri de feminist film teorilerinin gelisimine katki sagliyor mu sorusu sor-
gulanabilir. Akademik yazinda film elestirilerinin yillardir devam ediyor olmasi film elestirilerinin gelisimine pek
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tabii yarar saglamaktadir, ancak bu yararin daha anlagilir kilinmasi ve giindelik hayattaki yansimasinin da daha
goriiniir olmasi i¢in hala birtakim sorgulamalarin yapiliyor olmast gerekmekeedir.

Feminist film elestirmeleri, psikanalitik teoriden etkilenmeketedirler ve kadinlarin sinemasinin nasil tanimlandi-
gin1 sadece sormakla kalmamakta, ayni zamanda kadin sinemasinin da tanimlanabilir oldugunu géstermekeedir-
ler. Mayne bu bakis agisinin anlamini da agiklama yoluna gitmistir. Ona gdre, kadinlarin sinemasini tanimlama-
nin teorik olarak ciddi bir ugras gerektirdiginden bahseden Mayne, kadinlar icin ve / veya kadinlar tarafindan
sinemanin en temel diistincesinin sorunsallar icerdigini savunmaktadir. Kadinlarin sinemaya olan katkisinda bu
nedenle ikirciklilik bulundugunu da diisiincelerine eklemektedir (Mayne, 1985, s. 94). Feminist film elegtirisi bu
baglamda, kadinlarin sinemaya katkilarini goriiniir kilarken, diger taraftan filmlerin de tartigmaya agilmasina ola-
nak vermektedir. Feminist film elestirisi, filmleri feminist perspektiften incelerken cesitli yaklagimlarla ya da yon-
temler araciligiyla filmlere sorgulamalar getirmektedir. Mayne'nin, feminist film pratigi icin 6nerdigi iki formiil;
yonetmenlerin feminist yaklagimlart ortaya ¢ikaran filmler iiretmelerini saglayacak cesareti onlara hissettirmek ya
da ataerkil kiiltiiriin sdylemlerini anlamlandirabilecek izleyicilerin cesaretlendirilmesidir. Ciinkii film anlatlarinin
anlamlandirilmast siireci de bir o kadar feminist pratigi agisindan 6nem tagimaktadir (Mayne, 1998, s. 52-53).

Jane Gaines, Re-vision: Essays in Feminist Film Criticism (1984) editotleri, Mary Ann Doane, Patricia Mellen-
camp, Linda Williams adli teorisyenlerin feminist film elestirisiyle ilgili diisiincelerini Women and Representation:
Can We Enjoy Alternative Pleasure (1984) adli makalesinde kadin izleyicilerin alternatif hazlari baglaminda tar-
usmugtit. Doane, Mellencamp ve Williams'a gore, feminist teorisyenler film analizinde ikili risk tastyan durumla
karsi kargtya gelmektedir. Feminist film elegtirisinde, kadinlarin baskilaniginin agamalarini yorumlamak ve analiz
etmek veya kadinsi spesifikligi betimlemenin birtakim riskleri dogurdugunu séyleyen teorisyenler, patriarkal olu-
sumlar1 6zetlemek ve kadinlari yerlilestirmek gibi risklerle karsilagilabilecegini 6ncelemektedirler (Gaines, 1990,
s. 78). Feminist film elestirilerindeki bosluklar: tartisan Gaines, feminist film pratiginin de elestiriyle olan iliski-
sini vurguladigs icin alternatif film pratikleri icin de dngériilerde bulunmaktadir. Gaines, alternatif feminist pratigi
icin, bakigin iliskilerinin tekrar diizenlenmesinin gerekliligini vurgulamakta ve haz konusunun tekrar diisiiniilmesi
gerekligini de haurlatmaktadir. Keza, Gaines'in “Dogru hazzin ¢ok ayricalikli, 6zel bir haz” soylemi, glintimiizde
de hala feminist kuramlar agisindan tartisilan konulardan birini olusturmaktadir (Gaines, 1990, 5.87). Ancak, ka-
din karakterlerin ataerkil bakis agisindan farkls sergilenebilmesi i¢in ve kadin izleyicilerin kendilerine haurlayarak
filmlerdeki karakeerleri igsellestirebilmeleri i¢in 6ncelikle kadina dair temel haklarin tiim diinya konjonktiiriinde
degismesi ve gelitirilmesi gerekmektedir. Toplumsal cinsiyet ve kadin haklartyla ilgili ¢alisan feminist yazarlardan
Nikki Van Der Gaag Feminizm ve Erkeklik (2014) adli kitabinda, toplumsal diizende kadinin yerini 6zetlerken,
kadinlarin éncelikle temel haklarina nasil ulagabilmeleri geregini de hatirlatmakeadir: “Toplumsal cinsiyet esitsiz-
ligi kadinlari haklarindan, erkekleriyse insanliklarindan mahrum eder. Geleneksel erillik ve disillik versiyonlarina
geri donils, dini muhafazakérlarla erkek haklar hareketleri bunu ne kadar istiyor olursa olsun, bir secenek degil-
dir. Kadinlar, sandiklarina geri donmeyecekler. Simdi degismesi gereken, erkek olmanin ne demek olduguna dair
tarihsel dar modelden kendilerini kurtarmak icin, sahip olduklar: iktidar ve imtiyazin bir boliimiinden vazge¢mesi
gereken erkekler... Feminizmin erkekleri aktif bir gekilde dahil etmesinin ve erkeklerin feminizmi kucaklamasi-
nin zamani gelmigtir. Toplumsal cinsiyet esitligi miicadelesi buna baglidir. “ (Gaag, 2018, s. 31). Gaines'in belirt-
tigi dogru hazza ulagilmast icin Gaag'in sdylemlerinde vurguladigi gibi, toplumsal diizende erkeklerin dncelikle
kadinlara bakisindaki bakis agisinin degisime ugramasinda yatmaktadir. Gegmisin sdylemleriyle, giiniimiiziin ger-
ceklikleri birbirinden oldukea uzakur. 21. yiizyilda, kadinlarin kamusal alanda ge¢mise oranla daha fazla yer ali-
yor olmasi dahi giintimiizde erkeklerin hala kabul etmek istemedigi gerceklerdir. Oysa post modern ¢agin gercek
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duizenleyicileri kadinlardir ve erkekler, ancak kadinlarin diizenledikleri sistem igerisinde hayatlarini idame ettire-
bilenlerdir. Ciinkii kadinlar, kamusal alanda yer alirken, 6zel alanlarint da diizenleyebilen ve islevsel hale getiren-
lerdir. Dolayistyla, dogru ve ayricalikli film izleme deneyimine sahip olmast gereken kadinlar, kadimliklarina dair

gercelikleri gosterebilecek filmleri de izleme hakkina sahip olmalilardir.

Tiirk Sinemasr’nda Kadinlarin Gériiniirliigiinii Sorgulamak

“Turkiyede cagdas anlati yapisini kullanan filmlerde, kadin karakterlerin sunumu kadin yonetmenler tarafindan
cok gercekei sunuluyor, ¢ok da gergekgi canlandiriyor oyuncular, zaten ayricaligi da orada oluyor filmlerin. Bir
insan iginde gesitli kisilikleri tasir, ama bazt 6zelliklerini terbiye eder insan. Ozelliklerini terbiye edemeyen insan,
zaaflariyla ve kotii yanlariyla insandir. Sonugta insan, insandir. Bazi filmlerde bunlart torpiileyerek gdsteriyoruz,
ozellikle ticari filmlerde. Ama sanat filmlerinde insanlar tiim ydnleriyle, zaaflariyla, celiskileriyle ve her geyiyle tiim
gercekligiyle veriliyor. Kadin ydnetmenler de kadinlarin gercekligini tiim gergeklikleriyle vermeye calistyorlar.” Tiir-
kan Soray (Akt. Ozdemir, 2019: 5. 211-212).

Tiirk siyasal hayatindaki degisimlerin ve Tiirkiye'de feminizmin gelisiminin, Tiirk Sinemasi’nda kadin karakeerleri-
nin stereotiplerine ve kadin odakl: dykiilerin farklilagmasinda etkisi olmugtur. Tiirkiye'nin siyasal hayatinda mey-
dana gelen degisikliklerle déniisiime ugrayan sosyolojik konjonktiir sanat alaninda da yansimasini bulmustur. Tiirk
Sinemast'nin Yesilcam déneminde kadin karakterler ataerkil diizenin tastyicilari olarak, patriarkal kodlarin gste-
renleriyle izleyiciye sunulmuglardir. Kamusal alanin goriinmez varligy, sefkatli anne, evin diizenleyicisi, ozel ala-
ninin biricigi kadin, gocuklarinin anasi, kocasinin esi gibi stereotiplerin yani sira femme-fatale, arzu nesnesi, bas-
tan cikarici, cezbedici, tehlikeli kadin karakter stereotipleri de izleyiciye sunulan stereotiplerdir. Kadin karakter,
kamusal alanda gériiniir olursa, giizel olursa, bastan ¢ikarici olursa, fettan olmakta, yuva yikan olmakta ve giinah
kegisi olarak sifatlandirilmaktadir. Evin sesi ¢tkmayan annesi, ¢ocuklarinin anasi, madun, magrur, boynu biikiik,
cefa ¢eken kadin karakeer ise film kapanisinda var ettigi bu karakter ozellikleriyle yeniden kodlanmakeadir. Tiirk
Sinemas’'nin baslangi¢ yillarinda dahi kadin oyuncular yabanct uyruklu oyunculardan segilmektedir. Kadin yo-
netmen, kadin yapimci gibi unvanlara ise neredeyse hi¢ rastlanmamakrtadir. Eger ki kadin yénetmen olarak birisi
var ise de esinin ya da erkek arkadaginin sayesinde goriintirlitk kazanmis demektir. Cahide Sonku, hem Tiirk Si-
nemast’na emek vermis bir oyuncu, hem de Tiirk Sinemas’nin ilk kadin yonetmeni olarak Tiirk sinema tarihin-
deki yerini almugtir.

Kadin karakterlerin temsilleri ve kadint odak merkeze alan dykiiler siyasal ve sosyolojik dénemlere paralel sekilde
izleyiciyle bulusmustur. Sinemanin Tiirkiyedeki ilk yillarinda, Pence (1917) ve Miirebbiye (1919) filmleri gdste-
rime girdigi déneme gore oldukga ciiretkir sahnelere sahip oldugu i¢in tartismali bulunan filmler olmugtur. Ka-
din karakterlerin temsillerinde ataerkil diizenin kodlarina uymayan temsiller birtakim elestirilere maruz kalmigtir.
Keza, Miirebbiye filmi Tiirk Sinemasi'nda sansiir uygulanan ilk film olma ozelligi tasimaktadir. Muhsin Ertug-
rul’un énemli bir etkisi oldugu Tiyatrocular Dénemin’nde ise, S6zde Kizlar (Muhsin Ercugrul, 1924), Karim Beni
Aldatrsa (Muhsin Ertugrul, 1933) gibi filmler kadin karakeerlerin arzu nesnesi olarak temsilinin érneklerinden-
dir. Aysel Batakli Damin Kizi (Muhsin Ertugrul, 1935) filminde Cahide Sonku bir agk 6ykiisiiniin odak merke-
zinde yer alan bir karakterdir, Sehvet Kurbani’'nda (Muhsin Ertugrul, 1940) ise kadin karakeer, erkegin zaaflarin
ortaya cikaran bir arzu nesnesidir. Ikinci Diinya Savas’'nin etkisiyle, Tiyatrocular Dénemi’nden sonra Tiirk Sine-
mast iiretime devam ediyor olsa da bir sekilde kendini bulma dénemi gegiriyordu. Ikinci Diinya Savast sonrast
toparlanmaya ¢alisma dénemi ve 1950’lerde DP hiitkiimetinin Tiirk siyasal hayatndaki etkisiyle yonetmenler ve
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yapimcilarin yogunlastigi konular farklilagtyor, izleyici de i¢inde bulundugu sosyolojik ortamin etkisiyle sinema
perdesinde kendisine sunulan: izliyordu. Koéyden kente gociin yogunlasugi 1950’lerde, gecekondulasmanin bag-
lamasi, kdyden gogen bireylerin sehir hayatna aligma cabast ve siyasal hayatin da getirdigi atmosfer Tiirk film-
lerinde melodrama etkisinin yogunlagtgini gdstermekteydi. Zengin kiz, fakir oglan ask hikayeleri, hiizniin odak
merkeze alindig1 hikayeler, kahramanlik hikayeleri gibi ¢ok cesitli hikayeler izleyiciye sunuluyor, izleyici de kadin
karakterleri kendisine sunulan sekilde izlemeye devam ediyordu. Dudaktan Kalbe (Sadan Kamil, 1951), Olme-
yen Ask (Faruk Keng, 1959) gibi filmler kadin ve erkek arasindaki trajik agklari izleyiciye sunarken, kadin karak-

tetler 6zel alanindaki iliskileriyle 6n plana ¢ikan ve sadece agkiyla var olabilen karakterler olarak temsil edilmistir.

1960’larda diinyada meydana gelen siyasal hareketlenmeler, sinema sanatina da yansimis, toplumun odak merkeze
alindigy filmler tiretilmeye baglanmug, Tiirkiye'de de toplumsal gercekeilik akiminin temel alindigy filmler izleyiciye
sunulmugtur. 1960’larin sinema tarihine yon veren énemli akimlarindan, Fransiz Yeni Dalgast etkisi de Tiirk Si-
nemast' nda yansimalarini bulmustur. Toplumsal gercekeiligin yan: sira, halk sinemast, ulusal sinema, milli sinema
gibi akimlar ortaya ¢tkmugtir. Renkli sinemanin izleyiciyle bulusmasi ve ¢esitli sinema akimlarinin etkisiyle izle-
yiciler gesitli film anlaularini izlemislerdir. Sofér Nebahat (Omer Liitfi Akad, 1961) ile kadin izleyici, maskiilen
bir kadin karakterin kamusal alanda sofér karakteriyle var olabilmesini izleyip, ki Gemi Yan Yana (Auf Yilmaz,
1963) filmiyle de iki kadinin duygusal yakinlasmasina tanik olabiliyordu. Seks filmleri dénemi olarak nitelendi-
rilen 1970’ler déneminde ise, kadinlar, erotik filmlerin baskarakterleri olarak bedenleriyle sunulmuslardir. Kadin
karakterler, bu baglamda arzu nesnesinin de 6tesine gecen temsilleriyle asagilanan ve bir meta olarak anlamlandi-
rilan karakterler olmaktan 6teye gegirilememiglerdir. Film isimleri dahi kadinlart ikincil bir varlik gibi gésteren,
onlarin bir meta olarak algilanmasina neden olan isimler olarak secilmistir. Ancak Metin Erksan’in ¢ekeigi bircok
film kadin karakeerleri farkli bir anlatim diliyle izleyiciye sunabilmeyi gosterebilmistir. Intikam Melegi Hamlet de
(1977) Hamlet bir erkek degil, kadin karakter olmugtur. Selvi Boylum Al Yazmalim (1978) filminde kadin ka-
rakter evin sefkatli annesi, emek veren, ataerkil diizenin zorluklarina karsi miicadele edebilen bir karakteri suna-
bilmistir. 1980’lerde Auf Yilmaz filmlerinde ¢esitli kadin dykiileriyle sunulan kadin karakeerler, birbirinden farkls
kadin karakterlerin dykiileriyle izleyiciye sunulmustur. Tecaviiz sahnelerine asina olmaya baslayan izleyici, kadin-
larin gercek hayatta karsilasug: siddet, taciz, tecaviiz olgusunu daha griiniir sekilde izleyebilmistir. Ekonomik 6z-
giirliigiine yavas yavas kavusan kadin karakeerler artik yasamini istedigi gibi yonlendirebilen kadin karakeerlerdir.
Ozgiir, evli olmayan, 6zel alaninda bagimsiz kadin karakter bir taraftan da kamusal alanin tartismalt karakteri ol-
maya da devam etmistir. Ciinkii erkek egemen bakisa hizmet eden sinema, olabildigince miinferit, olabildigince
ozgiir ve olabildigince hayat istedigi gibi toplumsal diizen kurallarindan muaf yasayan kadinlart o kadar da igsel-
lestirememektedir. Bu nedenle, 6zgiir yagam bicimiyle sunulan kadin karakterler olay 6rgiisii igerisinde ya da fil-
min kapanisinda mutlaka cezalandirilanlar olarak temsil edilmistir. Ad1 Vasfiye (Auf Yilmaz, 1985), Dul Bir Ka-
din (Auf Yilmaz, 1986), Asiye Nasil Kurtulur (Auf Yilmaz, 1986), Ahh Belinda (Auf Yilmaz, 1986), Kadinin Ad:
Yok (Auf Yilmaz, 1988) gibi filmlerle kadin karakterler 6zel alaninlarinda daha 6zgiir iliskiler yasarken diger taraf-
tan da toplumsal diizen tarafindan da cezalandiriliyorlardi. Bu baglamda, kadin filmleri yonetmeni olarak anilan
Yilmaz'in filmleri kadina dair dykiileri cesitli kadin karakeerlerle sunarken, toplumsal diizenin gerceklerini de izle-
yiciye sunmaya calistyordu. Bilge Olga¢'in Giiliisan’t (1985), Sinan Cetin'in 14 Numara (1985) gibi filmleri top-
lumsal diizenin nesnelegtirmeye ¢alisugi madun kadin 8ykiilerini izleyici ile paylasiyordu.

1990’lar Tiirk Sinemast egitimli ydnetmenlerinin artmastyla ve uluslararast bagarilar kazanmasiyla birlikee, farkls
anlat stratejileriyle karsilasmaya baglamis ve kadin karakterler de bu baglamda daha farkli temsil edilmeye ola-
nag bulabilmiglerdir. 1990’li yillarda baglayan Tiirk Sinemast’nin sinematografik baglamda atagi, 2000li yillarda
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da devam etmigtir. Akademik yazinda Son Donem Tiirk Sinemasi, Yeni Tiirk Sinemast gibi nitelendirmelerle tar-
tsilan 90’1t yillarin ¢agdas anlati yapisint kullanan filmleri, sinema izleyicisinin kitlesini de degistirmistir. Tabutta
Révasata (Dervis Zaim, 1996) ile baslayan yeni anlatim stratejilerinin izleyiciye sunumu, Tiirk Sinemast’nin Yesil-
cam doneminden bagka bir dénemin daha tartisilmasini olanakli kilmistir. Sinema okulunu bitirmis yonetmen-
ler, sinematografiyi bilen yonetmenler, anlaum dili birbirinden farkli yénetmenler, daha 6nce denenmemisi de
denemeye calisan farkli anlati stratejilerini sunmaya calisan yonetmenlerle Tiirk Sinemasi’'nda hem bicim, hem de
icerik acisindan ge¢mis yillara gore farklilik arz eden filmler izleyiciyle bulusmustur. Egitimli olan yénetmenlerin
bircogu, ulusal ve uluslararasi film festivallerinde gesitli 6diiller alarak Tiirk Sinemasi’'nda neler yapildigini diinya
sinemasina kanitlamiglardir. Alinan édiillerin devami gelmis ve diinya sinemasi, Tiirk Sinemas’nin neler yapaca-
ginin éncelemesini bdylece gdrmeye baglamistir. Sadece yonetmenleriyle degil, film kritikleriyle de diinyanin say-
gin film festivallerinin koltuklarinda yer verilen jiiri tiyeleriyle Tiirk Sinemas: artik beklenen filmlerin sinemast ol-
mugtur. Diis Gezginleri (Auf Yilmaz, 1992) filminde izleyici iki kadinin duygusal yakinlagmasini izlerken, Cazibe
Hanimuin Giindiiz Diisleri (Irfan Toziim, 1992) filmindeki Cazibe karakteriyle izleyici kendi i¢ diinyasinda siir-
real bir hayat yasayan, cinselligine dair sorular barindiran bir kadin karakeeri izlemistir.

2000’li yillarda siyasal hayati ve sosyolojik konjénkeiirii degisen Tiirkiye, birbirinden farkli ideolojilerin ve bakus
acilarinin gesitlenmesiyle birlikte bu cesitliligin tezahiiriinii adeta Tiirk Sinemas’'nin yeni anlat stratejilerinde ve
soylemlerinde yansitmaktadir. Tki Geng Kiz (Kutlug Ataman, 2005) filminde kadin karakterin baska bir kadin ka-
raktere kargt yasadigi duygusal yakinlik tistii kapali bir anlatum diliyle sunulmusg, Yasamin Kiyisinda (Fatih Akun,
2007) filmindeki bas kadin karakterlerin maskiilen tavirlariyla hayata karsi miicadeleleri yansitilmigtr. 2000’ler
Tirk Sinemas’'nda kadin karakterler i¢ diinyalarindaki duygularinin salinimlariyla, cinsel kimliklerine dair soru
isaretleriyle, toplumsal diizenin kabul edemedigi dis goriiniimleriyle izleyicilerin Yegilcam Sinemasr’'nda izledigi ka-
din karakterlerden farkl: kadin karakeerler olarak sunulmaya baglanmistir. Keza, kadin yonetmenlerin, kadin ya-
pimcilarin ve set iginde ¢alisan kadinlarin gogalmaya baglamasiyla da kadin 6ykiileri ve kadin karakeerlerin stere-
otipleri giderek farklilagma yoluna dogru evrilmistir. Kadin oyuncularin ge¢mis yillardaki kadin oyunculara gore
egitimli olmalari, kendine daha giivenen bir yaklasim sergilemeleri yonetmenlerin anlati stratejierinde daha ciiret-
kar dil kullanmalarinin da éniinti agmustir.

Ataerkil diizenin sdylemleri diinyada devam edegelirken, Tiirkiyede de bu sdylemlerin tekrarlandigs ve pekisti-
rildigi goriilmektedir. Kadin hareketlenmelerinin ve biling yiikseltme gruplarinin 1980’lerden beri ciddi bir ¢a-
ligma faaliyeti gostermesi bu soylemlerin degismesi icin yeterli olmamugur. Keza, kadin hareketi 2000’1i yillarda
hizli bir ivme kazanarak ve gesitlenerek kadinin sesini duyurmaya devam etmektedir. Bu minvalde, tilkede kadini
ikincil plana disiirecek her edim ve eylem kadinlarin seslerini yiikseltmesi ile karsi karstya kalmaktadir. Sanatgi-
lar da, kendi tizerine diisenleri kadinlar adina yapmaya ¢alismaktadir. Her tiirlii siddete maruz birakilan kadinin
kendi haklarini savunmaya caligmasi ve bunu duyurmaya calismasi, diinya kamuoyunda da dikkat ¢ekmekeedir.
Bircok sanatci tirettikleri eserleriyle kadinlarin seslerinin duyurulmasina yardimer olmaya calismislar ve tiretimle-
rine de devam etmekredirler. Sinema alaninda, uluslararasi édiillerle iilkeye donen erkek yonetmenlerin yani sira
artik kadin yonetmenlerin isimleri de duyulmaya ve konusulmaya baglamistir. Keza kadin yonetmenler de kadin-
larin odak merkezinde oldugu anlatmlarla izleyiciye ulasmaya calismuglar ve kadin Sykiilerini ¢esitli bigimlerde
temsil etmislerdir. Birbirinden farkl kadin 6ykiileriyle karst kargiya kalan izleyici, kadin yénetmenlerin de neler
yapabildiklerini gdrerek ataerkil diinyada yalniz olmadiklarini ve onlarin &ykiilerini anlatmaya ¢alisan birileri ol-
dugunu anlamaya baglamigtir. Kadinlarin oyuncu olamadigi, yénetmen olamadig, kendilerini ifade edemedigi
Turkiyede, yurtdisinda adini duyuran, édiillerle bagarisini kanitlayan oyuncular ve yénetmenlerle Tiirk Sinemast
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da ne kadar ciddi bir ilerleme kaydettigini gérmiistiir. Bu minvalde, kadin yapimcilarin da gogalmasiyla birlikee,
kadinlarin kadin olarak sunulmasinin 6nii daha net bir sekilde agilmigtr. Kadin yapimcilarin, kadin yonetmen-
lerle yapuklar: is birlikleri neticesinde de elde edilen bagarilar kadin isbirliginin giiciinii sinemada kanitlamisur.
Kadint en iyi kadin anlaur, diisiincesini kanitlarcasina kadin karakterlerin gdriiniirliigiiniin somut bicimde sunul-
dugu filmler ve kadin izleyicilerin bu filmlere yaptiklari geri beslemeler kadin yénetmenleri daha da cesaretlendi-
rerek iiretimlerinin devamini getirmistir.

Kadin yénetmenlerin katiliminin oldugu, kadin yapimecilarin konustugu, kadinlarin sinema sektdriindeki yerleri-
nin tartgildigi bircok panel ve soylesi kadinlarin sinemada ne kadar ¢aba sarf ettiklerini ortaya koymakla birlikee,
karsilagtiklari zorluklarin temelinde yatan ataerkil diizenin kodlarini tekrar giin yiiziine ¢ikaremakeadir.

10. Uluslararas: Gezici Filmmor Kadin Filmleri Festivali “Filmmor Soylesisi” (2012) kapsaminda Moufida Tlatl
ile yapilan soyleside Tlatli filmlerini nasil yonettigini agiklarken kadin karakeerlerini kadin bakis acistyla nasil ¢ek-
tigini su ciimlelerle 6zetlemistir: “Kadinlar genel olarak sessizler, konusamiyorlar. Ciinkii toplumsal gerceklerin da-
yatlmasindan kaynakl: cinselliklerini yasayamiyorlar ve hissedemiyorlar.” ctimlesi, kadinlarin toplumsal diizendeki
yerlerine ait bakis agisini ortaya koydugu gibi, ydnetmenin, kadin karakterlerini sunarken nasil bir diizen i¢inden
hayata bakugini gostermekeedir. Kadin karakeerlerini ¢ekerken, erkek yonetmenden daha farkli kadini izleyiciye
sundugunu, ¢iinkii kadin bir ydnetmen olarak kadinin sunumunda kadinsal duygularin kaginilmaz oldugunu be-
liremigtir. Kendi yasamindan ornekler vererek soylesiye devam eden Tlatli, hayat boyunca zorluklarla miicadele
ettigini, film ¢ekme istegi karsisinda onun bu isteginin oniine gecebilecek yasamsal miicadelelerin onu nasil etki-
ledigini duygusal bir paylagimla anlatmugstir. Tlatli yonetmenlik kariyerinde kargilastigt zorluklar: anlatrken, erkek
egemen diizenin, onun yasamina etki ettiginden bahsetmis ve kadin olmasindan kaynaklanan zorluklar nedeniyle
kariyerinin bir déneminde zorunlu bir ara verdigini dile getirmistir (Tlatli, 2012).

13. Uluslararas: Gezici Filmmor Kadin Filmleri Festivali'nde (2015) ise, feminist ydnetmen olarak nitelendirilen
Margarethe Von Trottay1 iilkemize davet eden festival ekibi, Istanbul Modernde Alin Tasgiyan moderatorliigiinde
gerceklesen masterclassta Von Trotta nun deneyimlerini izleyicilerle paylasmasini saglamuglardir. Film ¢ekmeye bas-
lamadan 6nce feminist oldugunu sdyleyen Trotta, 1960’larin basinda kadinlarin yénetmen olmasinin ne kadar zor
oldugunu ifade etmistir. Ilk filmini gekmeye niyetlendiginde, filmini gostermeye gittigi yapimcilarin ona, “Ne-
den esinizle filmi yapmiyorsunuz?” sorusuyla kargilagtigint dile getiren Trotta, feminist oldugunu anladig: giiniin,
o glin oldugunu séylemistir. Direngle kargilasan kadinlarin, daha giiclii olabilecegini ifade eden Trotta, 1960’larin
sonlarinda gelisen feminist harekete kendisinin de destek verdigini belirtmistir. Halke Sanders’in de filmler tiret-
tigi dénemde filmler iirettigini sdyleyen Trotta, her ikisinin “kadin filmleri yapacagiz” diyerek kendilerini ifade et-
tiklerini sdylemis, ancak kadin filmlerinin o dénemde ikinci sinuf filmler gibi algilandigini da eklemistir. Kadin
filmleri festivali diizenlemek istediklerinde finans saglamanin ne kadar oldugunu agiklayan Trotta, erkeklerin bu
konuda ne kadar ¢ok olanaga sahip olduklarini da ifade etmistir. 2010’lu yillarda Alman Sinemas’'nda kadin yo-
netmenin ge¢mis yillara gore sayica daha fazla oldugunu belirten Trotta, ancak sahip olduklar: sermayenin yine de
¢ok az oldugunu vurgulamustr. Izleyicilere sundugu bazi filmlerindeki kadin karakterlerin kendi hayat deneyim-
lerinden karakterler oldugunu soyleyen Trotta, kendi tilkesinin tarihinden ve kendi hayat deneyimi iginden tanig-
ug1 kadinlart temsil ettigini belirtmis ve yasaminda etkilendigi anlari da filmlerinde yansitugini dile getirmistir.
Ana akim film festivallerinde ge¢mis yillarda hi¢ kadin yénetmenin adini dahi ge¢medigi yillara rastlanabilecegini
sdyleyen Trotta, artik hem kadin yénetmenin, hem de kadin jiiri iiyelerinin festivallerde bulunmasini da kadinla-
rin sinema alanindaki var olusu agisindan bir gelisme olarak gérmektedir. Kendisine ydneltilen bir soru tizerine,
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sette kadinlarla calismanin 6zellikle kendisi agisindan bir zorunluluk olmadigini sdyleyen Trotta, kendisiyle calisa-
cak kigilerin entelekeiiel bilgi birikimlerine 6nem verdigini sdylemektedir. Feminist filmler tizerine ¢aligan biri ola-
rak feminist filmin gelisimiyle ilgili ne diisiindiigiinii sordugum Trotta, feminist sinemanin geligimi i¢cin umutlu
oldugunu belirterek, ¢ekilecek daha nice filmler oldugunu da énemle vurgulamisur. Trottanin masterclassta sdy-
ledigi bu ciimle, kadinlarin sinemada zamanla nasil kendilerine yer agtiklarint ggstermekle beraber, bu miicadele-
nin devam etmesi gerekliligini de vurgulamaktadir: “...Ana akim dis1 festivallerde de kadin filmleri yoktu ve ka-
dinlar ayaga kalkular, sonraki senelerde kadin yonetmelerin de filmlerini festivallere soktular, festivalde jiiri bagkani
da kadin oldu. Bagirarak sesimizi yiikseltmeliyiz” (Von Trotta, 2015).

Diinya sinema tarihinde 6nemli bir yeri bir bagka kadin yénetmen Deepa Mehta ile de 21 Fkim 2017de “Deepa
Mehta: Bir Bagkaldirt Sinemast” baslig1 altinda Istanbul Modernde soylesi gerceklestirilmistir. Mehta, Ates (1996),
Toprak (1998), Su (2005) tiglemesiyle Hindistan'da yasayan kadinlarin toplumsal diizen icindeki sorunlarindan ve
duygularindan bahsetmeye calisirken sabote edilmis bir yonetmendir de. Element Uglemesi olarak nitelendirilen
bu filmlerden Ates filminde, iki kadin arasindaki duygusal yakinlagmay izleyiciye sunan Mehta, diger filmlerinde
de kadin karakterlerin i¢inde bulunduklari sorunsallart izleyiciye aktarmak istemistir. Ateg filminin gésterime gir-
digi sinema salonlar yakilmustr. Toprak filminde Hindistan-Pakistan béliinmesini anlatmaya ¢alisirken film seti
saldirtya ugramustr. Su filmi, 2007 yilinda “Yabanct Dilde En Iyi Film” dalinda Oscar aday1 olan yonetmen, Sid-
detin Anatomisi (2016) filminde ise Hindistan'daki kast sistemini anlatmaya calismistir. Ulkesindeki ataerkil ba-
kis agisini ve kast sisteminin getirdigi zorluklari sinema araciligiyla diinyaya sunmaya calisan yénetmen, patriarkal
soylemlerin elestirisini yapan yonetmenlerden biridir. Istanbul Modernde gerceklesen soyleside, diinya iizerindeki
erkek egemen tahakkiimiin kadinlari nasil magdur etmeye ¢alistigini anlatmaya calisan yonetmen, diizenin degis-
mesini saglayacak olan kisilerin kadinlar oldugunu belirtmistir. Oncelikle feminist olmak igin hiimanist olunmast
gerektigini belirten Mehta, feminizmin insan sevgisine dayandigini soylemektedir. Keza, feminizm, toplumsal dii-
zen icerisinde de “erkek diismanlig1” olarak bilinen bir kavramdir, ancak buradaki yanlis anlamlandirmanin nedeni
de yine toplumsal diizen icindeki sdylemlerin erkek egemen olmasindan kaynaklanmaktadir. Mehta, filmlerde ka-
din karakterlerin sunumunun kadinlarinin duygularini yansitacak bicimde sunabilen yonetmenlerin de sadece ka-
din ydnetmenler olmayacagini, erkek yonetmenlerin de bunu yapabilecegini belirterek bakis agisindaki perspek-
tifi somutlagtirmaktadir. Mehta, Siddetin Anatomisi filminde izleyiciye sundugu kadina yénelik cinsel tacizin ve
siddetin sadece Hindistan'da gerceklesmedigini, diinyanin her yerinde kadinin erkekler tarafindan cinsel siddete
maruz birakildiginin aluni ¢izmektedir. Feminist film kuramlari tizerine ¢alisan bir akademisyen olarak Mehta'ya
“Feminist film sizce ne demektir?” diye yonelttigim soru, “Ifa dignity” yani “O, haysiyettir.” seklinde kisa ve net
bir cevapla karsiligint bulmustur (Mehta, 2017). Mehtanin verdigi bu cevap, feminist filmin bicim ve icerik ola-
rak neyi izleyiciye vermesi gerektigiyle ilgili yonetmen tarafindan agik bir bicimde sdylenmistir. Kadinlarin 6ykii-
lerinin, kadinligin ve kadin olarak var olmanin haysiyet icerdigini belirten Metha, feminist filmin de onlarin &y-

kiilerini yansitan filmler oldugunu ifade etmektedir.

15. Filmmor Kadin Filmleri Festivali'nde Bu Yasta Hala Saklanarak Sigara Igiyorum (I Still Hide To Smoke, 2016)
filminin ynetmeni Rayhana Obermeyer, din, siyaset, ask ve aile konusunda dokuz kadinin éykiisiinii kadinlarin
hamamdaki dialoglariyla izleyiciye sunmaktadir. Film sonrast soyleside iilkesi Cezayirde kadinlarin nasil yasadik-
larin1 anlatrken, kadinlarin iginde bulunduklari tahakkiimiin sadece Ortadogu tilkelerinde degil, Avrupada dene-
yimlendigini belirtmektedir. Hem Cezayirde, hem de Fransada yagamis olan Obermeyer, kadinlarin diistincelerini

her zaman her yerde dile getirmeleri gerektigini belirtirken, bundan vazgecmemeleri temennisinde bulunmaktadir.
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1990’larin Cezayir'ini izleyiciye sundugunu belirten yénetmen 2017°de dahi kadinlara dair baskict yaklagimin de-
vam ettigini ve diinya genelinde de bu durumun gegerli oldugunu séylemistir (Obermeyer, 2017).

37. Istanbul Uluslararast Film Festivali’nin Kopriide Bulusmalar Soylesileri’nde (6-17 Nisan 2018) Shirin Neshat ile
sanatseverler bulusmustur. Neshat, sadece ¢agdas sanat adina eserler tireten biri degil, ayni zamanda Women Wit-
hout Men (2009) filmiyle feminist film elestirmenlerinin de dikkatini ¢eken bir filmin yénetmenidir. Sylesiye ka-
tilanlardan biri olarak feminist filmin tanimlamast nedir, sorusunu cevaplayan Neshat, soruya sdyle yanit vermistir:

“Biliyorsunuz ki bu konu ¢ok tartigilan bir konudur ve sektorde de kadinlarin ne kadar az oldugunu bilinmek-
tedir. Genellikle izleyiciler, erkek anlatilarini izlemektedir, bu beni hep sasirtir. Benim filmim mesela feminist bir
filmdir. Filmde, kadinlarin deneyimlerinde kendine dair yaptiklar tutkulu segimi anlatiyorum. Kadinlarin gele-
neksel rollerle catismalart filmde yer aliyor ve bu ¢atigmay hisseden kadinlar diinyanin herhangi bir yerinde ola-
bilir.” (Neshat, 2018).

Kadin yénetmenlerle yapilan sdylesiler, kadin yénetmenlerin kadin karakterleri nasil yansituklari hakkinda bilgi
verirken, kadin éykiilerinin de bir anlamda toplumsal diizen tarafindan sekillendirildigini izleyiciye sdylemekredir.
Diinyaca tinlii bu kadin ydnetmenler, kendi tilkelerinde yasadiklar1 sosyo-kiiltiirel yapiy: filmlerinde aktarmaya ca-
lisirken, kadinlarin hangi bask: rejimleri altinda yagamlarini idame ettirmeye ¢aligtiklarint da sunmaya calismak-
tadir. Bu nedenle, kadin yonetmenlerin filmlerle izleyiciye sunduklari kadin temsilleri yaninda, onlarla yapilan
sdylesilerde film yapimina etki eden etkenlerin de konusulmast kadinlarin diinya tizerindeki konumlarint somut
bicimde tekrar sorgulatabilecek tartigmalar: giin yiiziine ¢ikartmaketadir. Sinema alaninda kadin yénetmenler kadar
onemli bir yere sahip olan kadin yapimalar da kadinlarin éykiilerinin izleyiciye sunulmasinda biiyiik pay sahibi-
dirler. 2000’i yillarda sayisi gegmis yillara gore daha fazla artan kadin yapimcilar Tiirk Sinemasr’'nda ¢ok nemli
filmlerin yapimini gergeklestirmislerdir. Kadin yapimeilarin emek verdigi filmlerden bircogu ulusal ve uluslararas:
film festivallerinden 6diille dsnmiis ve kadin bakis agisinin filmlere aktardigi etkinin 6nemini somut big¢imde or-
taya cikarmistr. Dolayisiyla, kadin yapimeilarin da sinema sektoriiyle ilgili diisiinceleri, kadin olarak bu sekedrde
var oluglaryla ilgili fikirleri, kadin olarak kadinin sunumunun gerceklestirilmesinde énemli bir yer tutmaktadir.

16. Uluslararast Gezici Filmmor Kadin Filmleri Festivalinde “Kendine Ait Bir Ciizdan; Yeni Kugak Kadin Ya-
pimcilar” baslikli sdyleside bir araya gelen kadin yapimcilar, kendilerini ifade etmeleri agisindan ve izleyicinin ka-
dinlari sinema sekedriinde var olusunu anlamlandirabilmesi agisindan yapilmis gok verimli sdylesilerden biriydi.
Bircok kadin yapimeinin kaalimiyla gergeklesen séyleside yapimcilar, sekedrde ne gibi sikinularla kargilagtiklarini,
ancak nasil devam etmeye cabaladiklarini ve kendilerini ataerkil bir diizen i¢inde nasil kabul ettirdiklerini izleyi-
ciyle paylamuglardir. Kadin yapimer olarak zorlandiklari nokralar: dile getirirken, setlerin kuruldugu alanlarin bazi-
larinda kadin olarak geg bir saatte bazi lokasyonlarda bulunmanin ya da herhangi bir is halletmenin gerekliliginde
erkek bir calisana ihtiyag duyduklarint dile getirmislerdir. Sahada halledilebilecek bircok isin erkekler tarafindan
ancak halledilebildigini ve bu yiizden sektdrde sahada calisilacak kisilerin erkeklerden secildigini sdyleyen yapim-
cilar, bu durumun nedenini diizenin ataerkilligine baglamiglardir. Kadinlarin sette varligint istedikleri icin onlara
sette yer agmaya calistiklarini da belirten yapimeilar, kadinlarin gogunlugunu olusturdugu bir sette sesin de yiik-
selmedigini vurgulamiglardur.

Bu paylagimlarin yani sira bu alana nasil girdikleri hakkinda bilgi veren yapimeilar, kendilerini basarilariyla ve
caligmalariyla sekedrde kabul ettirdiklerini anlatrken, yagadiklar: siirecleri de detaylt sekilde paylagsmuglardir. Ya-
pimcilarin izleyicilere aktardiklart deneyimler, kadin izleyicilerin, sinema sektoriinde ¢alisan kadinlari anlamalar:
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agisindan 6nemli olmus ve bu alanda kendini ifade etmek isteyen kadinlarin 6nlerini agmalari icin de cesaret ve-
rici bir érnek olusturmugtur. Birbirleriyle dayanigma i¢inde olduklarin: dile getiren yapimcilar, siirekli bir iletisim
halinde olduklarin: ve sektorde birbirlerine destek olduklarini ifade etmiglerdir. Yapimcilarin ortak nokrada dile
getirdikleri en 6nemli konulardan biri de sanat filmlerinin yapimina verdikleri $nem ve hassasiyet olmustur. Cag-
das anlat yapisini kullanan filmler tiretmenin altuni ¢izen kadin yapimailar, kendilerinin erkek yapimcilara gore
daha hassas davrandiklarini beliremiglerdir. Geng ve kadin yapimer olmanin, sette zorluklarindan bahseden yapim-
ctlar hem kadin olmanin, hem de gen¢ olmanin setteki insanlarda yaratug hissiyatin aslinda kodlanmus bilgiler-
den dolay1 sekillendigini sdylemislerdir.

Geng bir kadin yapimcinin, yénetmen tarafindan dahi bazen asistan olarak igsellestirildigini dile getiren yapimci-
lar, basarilariyla ve caligmalariyla bu bakis agisinin zamanla ve yavasca degistigini de belirtmiglerdir. Bir anlamda
patron olarak filmi yiiriiten kisiler olsalar dahi sette kadin egemen bir hakimiyetin olmasindan da rahatsiz olduk-
larini dile getiren yapimeilar, bu noktada kadinlarin sahip olduklari hassasiyeti ve naifligi belirtmis olmaktadirlar.
Kadin yapimeilar, sette sorduklari sorulara cevap almanin da erkek egemen calisma alaninda ne kadar zor oldu-
gundan bahsetmiglerdir. Set calisaninin kadin ¢alisana cevap vermek yerine prodiiksiyon amirinin erkek oldugunu
gordiiklerinde direkt ona bakarak konustugunu dile getiren yapimeilar, “erkek egemen alanda ¢alismanin bazen
eziyete” doniistiigiinii de eklemiglerdir. Zaman zaman sette “sinandiklarins’ sdyleyen yapimcilar, setteki erkek ca-
lisanlarin dolayli yoldan sorduklari sorularla kadinlarin yapuklar: ise dair bilgilerini 8l¢meye calistiklarini sdyledi-
ler ki bu sinanma icinde basarili olarak nitelendirilebilecek kadin yénetmenlerin de oldugu belirtilmistir.

Kiiltiir ve Turizm Bakanligr'nin sinemaya verdigi destegin 2004 ’te beri basladigini belirten yapimeilar, bu destegin
2017’ye degin yalnizca %22’lik bir kismin kadinlara (kadin yapimcilara verilen destek de dahil) destek olarak veril-
digini belirtmiglerdir. Boyle bir destegin ne kadar az bir kisminin kadinlara veriliyor olusu da onlara gore, daha bir
filmin yapimina baglamadan énce nasil bir zorlukla ise basladiklarinin géstergesi olarak da sunulmaktadir. Destek
verilecek filmlerin segciminde rol oynayan Bakanlik Kurulu'nda 2017 yilina kadar hi¢ bir kadin segici iiyenin bu-
lunmamasina dikkat ¢eken yapimcilar, ancak 2017-2018 déneminde 4 kadina kurulda yer verildigini sdylemistir.

37. Istanbul Uluslararast Film Festivali'nin Kopriide Bulusmalar Soylesileri’nde sinema alaninda uluslararast plat-
formlarda emek veren kadinlardan olusan bir grubun kauldig “Sinemada Kadin: Bugiine kadar ne degisti ve simdi
ne olacak?” sdylesisinde de sinemanin her alaninda emek veren kadinlarin konumu konuguldu. Dog. Dr. Melis
Behlil moderatorliigiindeki soylesiye, Ceylan Ozgiin Ozgelik (Yonetmen ), Cia Edstrom (Endiistri Yoneticisi - G-
teborg FF), Francine Raveney (Proje Yoneticisi - Eurimages), Meltem Agduk (Toplumsal Cinsiyet Program Koor-
dinatorii — UNFPA), Meryem Yavuz (Goriintii Yonetmeni ), Miige Ozen (Yapimci / Solis Film), Teresa Hoefert
de Turegano (Fon Danigmani - Medienboard Berlin Brandenburg) katildi. Cinsiyet Esitligi ve toplumsal cinsiyet
kavramlart gercevesinde sinema alaninda tiretim yapmaya calisan kadinlarin emeklerinin konugsuldugu soyleside,
Tiirk akademik literatiiriinde de kadinlarin sinemada goriiniirliigii tizerine yapilan calismalarin ne kadar az ol-
duguna dikkat ¢ekilmistir. Bu baglamda, Meltem Agduk'un konuyla ilgili sdyledigi bir¢ok sey aslinda kadinlarin
icindeki gizil giiciin ¢ikarilmast gerektigini ve somut bir bicimde gosterilmesi gerektigini de ortaya koymaktaydi.
Feminist film kuraminin ve feminist film elegtirisinin odak merkeze alip tarusugi konular, kadinlarin nasil tem-
sil edildigini ortaya koymak olsa da bu baglamda diisiiniilmesi gereken bir nokta da kuramcilarin ve elegtirmenle-
rin de neyi elestirdiklerine bakmalari gerekmekeedir. Ciinkii feminist film kuramcilarinin da soyledigi gibi, kadin
filmi yapanlar, feminist film pratigine emek verenler, kadinlara dair tiim sorunsallart filmlerinde aktardiklar: gibi,
bu sorunsallarin da goriiniir hale gelmesinde etkili olmaktadirlar.
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Peki, neden hep kadin karakterleri magdur, madun, caresiz, trajik, hiiziinlii, miicadele etmeye calisan stereotiplerle
izliyor izleyici? Kamusal alanda giiclii, kendini ifade edebilen, giiclii oldugu icin de cezalandirilmayan, hayattan
istediklerini alan kadin stereotipleri ise neden bu kadar az sunuluyor hem ana akim filmlerde, hem de ana akim
digt filmlerde? Cevap, burada gok net sekilde sdylenebilir; ataerkil diizen kadina ve kadinliga bu diizen iginde ta-
hakkiim altnda olmalarini soyliiyor ve filmlerde bunu gostermeye calisiyor da ondan, denilebilir. Ancak, bu bag-
lamda feminist film kuramlari iizerine ¢alisan bir akademisyen olarak iddiam, o halde ataerkil diizenin kadinlara
sundugu bu diizenin eril kodlarinin déniisiimiiniin gerekliligi neden diisiiniilmiiyor? Uylagimlarin yapibozuma
ugratilmasi sinemada nasil gerceklesecektir? Erkek egemen bakisa hizmet eden sinemanin sundugu kadin stereo-
tipler disindaki stereotipleri kadin izleyici neden hala izleyememektedir? Bu sorularin cevaplari biliniyor olsa da,
onemli olan cevaplari bilinen gercekliklere karst miicadele etmenin gerekliliginin bilinmesidir. Kadin yénetmen-
lere bu baglamda ¢ok énemli gorevler diismektedir. Kadinin kadin gibi sunuldugu filmlerin iceriginde kadinin
hayat icindeki temsilini giiclii kilan temsil politikalari kadin izleyicinin de kendini yeniden anlamlandirmasinda
ve kendinde aradig1 cesareti bulmasinda yardimei olacakur. Patriarkal sdylemlerin gerceklikleri ne olacak bu min-
valde, diye soranlara ise, gercekliklerden de kopmayarak sunulabilecek stereotiplerin yaraulabilecegi unutulmama-
lidir denilebilir. Bu séylemler igerisinde kadinlar nasil giiclii oluyorlar, nasil radikal kadin stereotipleri ortaya ¢iki-
yor'u kadin yonetmenler gosterdigi takdirde, bu temsillerin gogalacagi ve bu ¢ogullugun icinde kadinligi olumlayan
ve cesaretli kilan sdylemlerin gerceklesecegi tartisma konusu yapilan gercekliklerin icindeki en 6nemli gergeklikeir.

Meltem Agduk, Anna Sander'in sdylesilerinden birinden bir alinty: aktarirken, aslinda kadin yénetmenlerin ba-
kis agilarinin ne kadar ¢ok olursa kadinin o kadar fazla ¢esitlilikte yansitilacaginin altini tekrar ¢izmistir: “Kadin-
lar sektore girdiklerinde hersey cok daha iyi olacak demiyorum. Kadinlar erkeklerden daha iyi yonetmenlerdir de
demiyorum. Ama kadinlarin, erkeklerden daha farkl: hikayeleri ve o hikayeleri daha farkli anlatim bigimleri var.
Kadinlar sadece baska agidan ve agilardan da bakabiliyorlar, bu nedenle, daha fazla kadin olmas: gerekiyor bu sek-
torde.” (Agduk, 2018). Geene Davis Institute’iin dnemli mottosundan birini “Eger gériirsen olursun!” mottosunu
soyleside paylasan Agduk, bu k ¢alismanin aragtirma siirecinde sorguladigt sorunsallarin ve sorgulamalarin teme-
linde yer alan bakis agsint da bir anlamda ortaya koymaktadir. Ciinkii bu ¢alismanin sorguladigi konulardan biri
olan, erkek egemen hazza hizmet eden kadin stereotiplerinden farkli kadin stereotiplerinin ortaya ¢ikmast gerek-
liligi konusu ¢alismada tekrar hatrlaulmaktadir. Ancak, kadin izleyiciler umut vadeden, timit veren, hayata bagli,
tek basina ayakta durabilen, kamusal alanda gdriiniir olan, sdylemleri erkek egemen alanlarda gecerli hale gelen,
bagarist ispatlanabilen kadin karakterleri ve kadin dykiilerini gorebilmelidir. Buradaki en énemli konu da hem
giiclii olup, hem de film anlaust siiresince cezalandirilmayan ve fetis nesnesine déniistiiriilmeyen kadin stereotip-
lerinin temsil edilebilirligiyle radikal feminist film pratiklerinin ortaya cikabilecegidir.

Sinema, kadinlarin kendilerini anlatabilmelerindeki en énemli medya araglarindan biridir, bu nedenle kadin y6-
netmenlerin sorumlulugu da 6nemli hale gelmektedir. Bu minvalde, “goriirsen olursun” mottosunu kendine motto
edinebilen yonetmenler, klasik anlat sinemasinin kadin stereotiplerinden farklt kadin stereotiplerinden sunumunu
gerceklestirebilirler. Sinema sekedriinde Tiirkiyede kadin ydnetmenlerin ulasabilecegi fonlar bulunmaktadir, ancak
bu fonlarin ne kadarina kadin yénetmenler ulasmaktadir, sorusu sorgulanabilir bir soru olarak ortaya ¢ikmakrta-
dir. Farkli tilke sinemalarinda da kadin yonetmenlere ayrilan fonlarin daha az oldugu hatta sette ayni emegi gos-
teren kadinlarla, erkeklerin gelirinin daha farkli oldugu da bilinmektedir. Bu nedenle uluslararas: kuruluglar, si-
nema alaninda iiretime katkida bulunmak isteyen kadinlara yardimci olabilmek adina farkli ¢oziim stratejileri
gelistirmiglerdir. Bebegi olan kadin yénetmenlere sette yaninda bir asistan bulundurulmasi kogulunun saglanabi-
lirligi gibi, sette meydana gelebilecek herhangi bir sorun karsisinda bu sorunlart ¢ozebilecek bir kadin ¢alisanin da
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gerekliligi ¢oziim stratejileri arasindadir. Uluslararast kuruluglarin, sinema alaninda ¢alisan kadin ¢alisanlara yone-
lik Girectigi ¢oziim stratejileri yaninda, kadinlarin da kendi aralarinda birbirine destek olmast gerekliligi soyleside
vurgulanmigtir. Gerek kadin yapimeilarin, gerek kadin yonetmenlerin, gerek sette ¢alisan kadinlarin kendi arala-
rinda olugturduklart gruplar, kendilerine dair sorunsallarin daha ¢ok konugulup, daha ¢ok tarugilarak ¢oziimlene-
bilecegi diisiincesini gostermekeedir. Diinyada yapuklari ¢aligmalarla seslerini duyuran Film-Fatales grubunu 6r-
nek gosteren Miige Ozen, Tiirkiyede de yapimcilarin bir araya geldigi bir grubun olusturuldugunu beliremistir.
Bu tarz olusumlarin 6nemine deginen Ozen, daha ¢ok bir araya gelinmesi gerektigini belirterek, kadinlarin gaba-
larinin devlet tarafindan daha fazla desteklenmesi gereginin altni ¢izmistir. Film Mor soylesisinde yine yapimcila-
rin énemle tizerinde durdugu konulardan biri olan, kadin yapimecilarin ve kadin yénetmenlerin Kiiltiir ve Turizm
Bakanligi tarafindan desteklenmesi konusu, bu soyleside de tartisilmistir. Ozen, 2004ten beri Kiiltiir ve Turizm
Bakanligr'nin destek verdigi filmlerin yapimeilarinin % 5’nin ancak kadin oldugunu belirtirken bu rakamin da en
cok destegin verildigi seneye ait oldugunu vurgulamistir. Kadin yapimeilarin ve yénetmenlerin desteklenmesi ko-
nusunda Bakanliga mektup yazdiklarini ifade eden Ozen, 2018 yilinda bunun sonucunun ne olacagini gérecekle-
rini de eklemigtir. Bu baglamda, karar mekanizmalarinin i¢inde yer alan kisilerin cogunlugunu erkeklerin olugtur-
mast konusu da bagka bir tartisma alani olarak kadin yapimcilar tarafindan sorgulanmaktadir. Ozen, Geena Davis
Institute’iin de sdylemlerinde, “daha ¢ok kadin olmast degil, kadin perspektifinin sinemada yer almasi” gereklili-
gini belirtmis olmalarinin énemli oldugunu sdylemektedir. Bu minvalde, erkeklerin egitilmis olmasinin gerekli-
ligi konusu 6nem kazanmaktadir. Keza sylesinin de temelini olusturan cinsiyet esitligini kavraminin erkekler ta-
rafindan anlagilmasi gerekmektedir. Kadin olmanin getirdigi adalet duygusunun énemine deginen Ozen, sinema
alaninda buna ¢ok ihtiya¢ oldugunu séyleyerek erkeklerin kadin perspektifinden bakabildigi bir diinyanin miim-
kiin olabilecegini de dile getirmistir.

Kadin yénetmenlerle ilgili yapmus oldugum kitap calismast kapsaminda gdriistiigiim kadin yonetmenler de yapim-
cilar kadar sinema yapma konusunda cesaretlilerdir. Daha gok kadin hikayesinin griilebildigi sinemada, daha fazla
kadin yonetmenin sdylemlerinin tartisilabildigi tilkelerde sinemanin disil bakus acisi da gelisecekeir. 2000-2012 yil-
lar1 arasinda toplam 36 film, kadin yonetmenler tarafindan gekilmistir (Ozdemir, 2019: s. 178). Doktora tezim
sonrasi, kadin ydnetmenlerle ilgili yapugim farkli bir calismada ise, 2018 yili da déhil olmak tizere sayinin 40’a
kadar yiikseldigi sdylenebilinmektedir (Ozdemir, 2019: s. 43). Tiirk Sinemast’'nin baslangig yillarindan giiniimiize
dek sayilart artan ve sdylemleri ¢esitlenen kadin yonetmenler, gelistirdikleri kadin hareketlenmeleri ve inisiyatifle-
riyle Tiirk Sinemast adina énemli bir yer tegkil etmektedirler.

Sonug

Feminist film kuramcilarinin sorguladigi sorular baglaminda kadinlarin kadin olarak sunumunun gerceklestiril-
mesi, sosyal gerceklikleriyle yansilmasi, kismen ve tek yonlii bir bigimde kadinlarin tanimlanmamast gerekliligi
gibi konularin pratikte izleyiciye sunumunu saglayan kisiler yonetmenlerdir. Kadin yénetmenlerin kadin karak-
terleri kadin gibi sunmalari konusu onlarin biyolojik olarak kadin olmalarindan kaynakli karakterlere yansitabil-
dikleri kadinlik duygulari ile iligkilidir. Bu durum, kadin karakeerlere karst zdeslesmenin kadin izleyiciler tarafin-
dan daha kolay gergeklesebildigi konusunu da ortaya gikarmaktadir. Ozellikle 2000’li yillarda say1st giderek artan
Turkiye'deki kadin ydnetmenler de, feminist film elegtirilerinin sorguladiklart baglamlara paralellik igerecek sekilde
temsil stratejileri gelistirmiglerdir. Gerek ulusa, gerekse uluslararas film festivallerinde odiiller alan kadin yonet-
menlerin sinematografik baglamda goriiniirliiklerinin artmasi, Tiirk Sinemas’'ndaki kadin karakterlerin déniisii-
miiniin de yolunu agmaktadir. Magdur anne, sessizlestirilmis kadin, siddet goren kadin, 6zel alanindan mahrum
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birakilan kadin, femme-fataleligi nedeniyle kurbanlastirilan kadin stereotipleri klasik anlati sinemasinin uylagimla-
rinin sdylemlerini kiracak gekilde kadin yonetmenler tarafindan yapilandirildigs icin giderek degisime ugramakra-
dir. Turkiye'de gergeklesen birgok panelde ve sdyleside yabanct kadin yonetmenlerden akearilan diistincelerin cer-
cevesinde ortaya ¢ikan ¢ikarimlardan en 6nemlisi de feminist film pratiginin devam ederek gelismesi gerekliligidir.
Keza, Tiirkiyedeki kadin yonetmenlerin sayica giderek cogalmasi da kadinlarin sahip oldugu haklarla ilgili daha
ok farkindalik sahibi olmalarint miimkiin kidmasidir.

Erkek tahakkiimii temelinde isleyen sistemin degisimine ¢agri niteligi tastyan bu gosteriler, konugmalar ve olu-
sumlar kadinlarin sadece 6zel alanlarinda madun olmadiklarinin da kanitu olmustur. Birgok kadin izleyicinin ve
erkek izleyicinin hayranlikla izledigi aktrislerin, kamusal alanda magduriyete ugramasi, toplumsal diizenin patriar-
kal soylemlerinin diinyanin her yerinde acik¢a uygulandiginin géstergesini sunmaktadir. Keza, Cannes Film Festi-
vali gibi yiiksek kiiltiir 6gelerinin drneklerini izleyiciye sunan bir festivalde dahi kadin oyuncular magdurluklarint
belirtme girisiminde bulunmuglarsa, eril kodlarin tahakkiimiiniin diinya iizerinde ne kadar ciddi bir sekilde uy-
gulandig1 bu baglamda ortaya ¢ikmakeadir. Kadinlarin birbirine verdigi destekle ve emekle, daha fazla kadin 6y-
kiileri izleyebilmek adina kadin yonetmenler, kadin yapimcilar ve onlarin sadik kadin izleyicileri umutla ve giizel-
likle var olmaya devam edecek ve bu diinya kadinlarla daha 6zel bir yer olacakur. Daha nice Kamerali Kadinlar
olusumlarina ve daha nice Film Festivalleri’'ndeki kadin yiirtiyiiglerinin gergeklesmesine. ..
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DEATH CASE IN ONUR UNLU CINEMA /
ONUR UNLU SINEMASINDA OLUM OLGUSU

Emrah Dogan'

Abstract

Death is defined as the end of biological functions. But death is also a sociological and psychological phenome-
non. Onur Unlii, one of the highly productive and independent directors of the recent Turkish cinema, examined
the case of death quite sociologically and psychologically quite beyond his biological definition. Unlii uses black
comedy in his films while addressing the case of death from a dramatic perspective. He has frequently used the
case of death in his films The Police (2006), Five Cities (2009), and The Extremely Tragic Story of Celal Tan and
His Family (2011). This study examines how Unlii, in his films mentioned above, handles both the case of death
and how he makes use of black comedy. In the research, when the films of Unlii were examined, critical qualita-

tive content analysis was used.

Keywords: Death, Black Comedy, Onur Unlii Cinema

Giris

Sinema, insan zihnini kurcalayan agmazlari, olgulari, vakalari veya temalari tersyiiz edip sorgulayarak gercekligi ya
da altiist edilmis gercekligi veya gergekiistii durumlari tekrar ve tekrar tartismamizt saglar. Ozellikle bu anlamda
bagimsiz sinemacilar, insanin anlamadigt ya da anlamakta zorlandig1 bazi konular anlatirken sinemanin engin di-
lini ustalikla kullanirlar. Son dénem Tiirk sinemasinin bagimsiz sinemacilardan biri olan Onur Unlii de kendine

has anlat tarziyla sinema seyircisini sarip sarmalayan énemli ¢aligmalara imza atmaktadir.

Insanin hayatinda bir takim 6nemli evreler vardir. Bizler bu evreleri dogum, evlilik, 6liim gibi adlarla tanimlariz.
Insanin beyin kapasitesinin artmast ve diisiinme evresinin yogunlastigt ve diger canlilara gére farkindaliklarinin
artugindan giiniimiize degin yukarida bahsettigimiz evreleri sorgulamakta ve anlamlandirmakeadir. Gegis torenleri
olarak tanimlanan bu siiregte anlamlandirma veya anlama toplumdan topluma veya topluluktan topluluga cesit-
lilik gostermektedir. Dinden tutun da sanata kadar hemen her diisiince sisteminin igerisinde bu anlama ¢abalar
stirmektedir. Sinema da insana dair bu énemli evreleri anlamada 6nemli yol kat etmektedir. Sinemada kullanilan
elestirel, mizah veya absiirt gibi diller bu anlama siirecini sorgulamaya yardimct olmaktadir. Ozellikle mizahin ha-
kikat ile kurdugu iliski insanin bir takim olgulari anlamasinda daha yakin bir iliski kurmasina yol agmaktadur. In-
san mizah sayesinde diinya iizerinde kargilagtgi bu énemli gecis evrelerini bir yandan sorgularken, bir yandan da
bu gegis evrelerini normallegtirmekeedir.

Tiirk sinemasinin bagimsiz sinemacilarinda biri olan Onur Unlii, hakikatle kurdugu iliskide mizaha ézellikle de
kara mizaha oldukga sik bagvurmaktadir. Oliim gibi insanin 6nemli bir gecis evresini sorgularken Unlii, mizaha

1 Bitlis Eren University

25



DEBATES ON MEDIA AND COMMUNICATION STUDIES
Emrah Dogan, Nuran Oze

girisimi bile olmugtu! Bunun iistiine dayanamayan birkag sagduyulu insan kadinin gozyaslarini silerek, kiyafet-
lerini giydirdiler. Bu vahset burada son bulmus olsa da Marina Abramovi¢ yaptig1 olaganiistii bu deneyle insan-
ligin karanlik yiiziinii akillara kazimis oldu (Amorfani, 2018). Bu deneyde insanlarin konformite ad: altinda hig-

bir mecburiyetleri yokken bile canavarlasabilecegini ve korkung eylemlerde bulunabilecegini gosterebilmektedir.

Resim 2: Rythm 0 Canly Sanat Performans:

Tirkiyedeki bir McDonaldsda bayisinde meydana gelen kan dondurucu olay tam da bunun canli bir 6rnegini
gostermektedir. Markanin kendisine verdgi otoriteyi kullanarak, istedigi herseyi yapabilecegini diisiinen bir McDon-
alds bayi miidiirii, restorantin etrafinda mendil satan kiigiik kizt buzdolabina kapatma hakkini kendinde bulmugtur.

Resim 3: Mendilci kiz1 dondurucuya kapatan Mc Donald’s miidiirii haberi (NTVMSNBC, 2018)

2018 MC Donalds firmasinin 6niinde mendil satan bir ¢ocuk, sube miidiirii tarafindan buzluga kapauliyor, bu
olay biiyiik tepkilere neden oluyor. Kiigiik bir grup McDonalds éniinde protesto yapiyor ve eylem sonrast Tiirki-
yedeki tiim Mc Donalds'lar etkileyecek duruma geliyor.

Bu 6rnek olayda uluslararast bir sirket, hizmet verdigi ulusal bir alanda yerel tepkilerle baglayan ve tiim iilkeye

yayilan protestoyla kargilagtyor. Cocugu dolaba koyan subenin miidiirii yasal islemler sonucu tutuklaniyor. Mc
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Donalds'in Tiirkiye miidiirii, bu olayin kabul edilemez oldugunu ve hukuksal karara saygili olacaklarint belirti-
yor. Fakat yerel adalet refleksi bu miidiiriin hapishanede belirli kisiler tarafindan siglenmesi ile son bulmustur.

Uluslararast bir markanin béylesi bir olayda yer almasi tepkileri artirmug, haber degeri kazanmasini saglarken acaba
markanin da bilinirligine katk: saglamig midir? Genel kani, boylesi kot bir olay ile hicbir marka anilmak istemez.
Opysa Amerikan karsit1 bazi gruplarin marka tizerinden protestoyu genisletmek egiliminde olduklari goriilmustiir.

Kitlesel Giidiileme ve Protest Kiiltiir

Protest kiiltiir, her daim sisteme kargt bir durug olarak algilanmaktadir. Gergekten 6yle midir? Yoksa ancak sis-
temin izin verdigi dl¢iide mi bir kargi durus sergileyebilmektedir.Roszac’a (1996) gore karst kiiltiir bir biitiin olarak
toplum eksiksiz bir manipiilasyon sistemi, bir teknokrasi haline gelmistir. Rozsac'in goriisiine gore tiim sol partiler
dahil, teknokrasinin masasi haline gelmistir. Bu politika markalar: sirf teknokratik kalenin burclarini ve kulelerini
yeniden projelendirmekle sonlanir. Aranmasi gereken biiyiik yapilarin temelleridir der. Roszac, 1968 Paris ayakl-
anmalarinda igciler ve 6grencileri ayni nedenlerle elestirir. Sonug olarak isciler firsat verildiginde sanat galerisi, siir
veya edebiyatla ilgilenmektense, spora TV lere ve sagliksiz besinlere yoneldiler. Bu da kapitalizmin insanlarin ihti-
yaglarinin gergekten besledigi duygusunu yayginlagtird:.

Heath ve Potter (2012) bu durumu soyle aciklar: ‘Sistem’ hippilere, kurulu diizene bir tehdit olmaktan ¢ok bir
pazarlama firsat olarak bakiyordu. Kargt kiiltiirel isyancilar eylemlerini artursalar bile ‘sistem’” baska bir formiille
isyani ¢dziiyordu. Bu da gogu zaman Sistem igine ¢ekme teorisiyle gerceklesiyordu. Bu teoriye gore sistem tarafindan
dayatilan ‘baskr’ farklt bir sekle biiriiniir. lk olarak karst kiiltiiriin baglamlarinin igi bogaltilir, sembollerine el ko-
yar ve sonra meta olarak kitlelere geri satarak direnisi ‘asimile’ etmeye calisir. Dolayistyla insanlarin yeni fikirler ve
ikame hazlar sayesinde asil ¢ekirdegi gozden kagiracag: disiiniiliir.

Resim 4: Hippi titketim kiiltiiriiniin ornekleri (kuyafet, tak, arag, oyuncak)

Toplumun déniisiimiinii ani radikal ve son derece goriiniir oldugu yasamin renkleri filminin tersine gercek diin-
yada kapitalizmi ayakta tutan ideolojik sistem karsi kiiltiirel isyanin eylemlerini dert etmez. Mesela ilk kusak hip-
piler toplumun giyim kodlarini ihlal edecek her seyi yaptilar. Fakat gok gegmeden bu malzemeler bir giyim tarzi,
reklamlarda ve vitrinlerde boy gostermeye basladi. Bir diger 6rnek ise ABD'de irkeilik ve polis siddetini protesto
icin bir siire énce spor miisabakalarinda, 6zellikle de Amerikan Futbolu Ligi'nde protesto hareketi baglalmigti.
Sporcular milli mars sirasinda diz gokmeyi tercih etmis ve 6zellikle Baskan Trump'in tepkisini gekmisti. Iste o ey-
lem yine giindemde. Zira diinyaca taninan bir spor markasi, yeni reklam filminde, o protestolarin simge ismini

kullandi (NTYV, 2018).
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s
HOW TO BURN OUR
PRODUCTS SAFELY

ALWAYS START YOUR FIRE OUTSIDE.

STAND AT LEAST 5 FEET FROM THE
OPEN FLAME.

KEEP THE CLOTHES YOU ARE WEARING
AWAY FROM THE FLAME.

ONCE BURNED, ALWAYS DOUSE THE
FIRE WITH WATER.

Belicye iom. thing,

%
Even if itmeans u’mm.n.;a-ﬂ_\ thing,
B

JUST DO IT SAFRLY.

& Justdoit,

Resim 5: Nike diriinlerini yakarak protesto eden eylemcilere karst, onlar: inemsizlestiren Nike kampanyas:

Sonug

Bu ¢aligma boyunca ‘Saf protesto nedir, kurgulanmis protesto nedir? Kurgulanmig protesto kitlelere ne yapar?’
sorularina cevap aranmugtir. Calisma sonucunda giiniimiiz kogullarinda kapitalizmin niifuz ettigi hicbir yerde saf
protesto diye birseyden s6z etmenin pek de miimkiin olmadig sonucuna varilmustir. Hele ki iginde marka geci-
yorsa. Protestolar toplumsal harekett oldugu ve toplumsal hareketler her daim iktidara endise verdigi varsayimiyla
calisma boyunca hareket edilmistir. Ana akim medyada “kiiresel kapitalizmin belirledigi ikeidar iligkilerinin me-
dya araciligiyla megrulastriimasi ve ekonomik kiiltiirel olarak avantajli konumda olanlarin medyada sesini daha
ok duyurmast ile esitsiz olarak iktidar iliskileri yeniden iiretildigi” (Oze, 2017, pp. 26) unutulmamalidir. Sistem
icinde yogrulan ve esas giicii, yani ekonomik olant elinde bulunduran uluslararasi markalar, kargt kiiltiir pratik-
erini veya direniglerini sistemin i¢cine ¢ekmeyi, onlara uygun triinler tasarlayarak basarmaktadir. Bagkaldirdigin
tiriinii degil, kargt kiiltiiriin Giriintini saun alaraka direnis saglayabilirsin mottosuyla, giiniin sonunda esas gayes-

ine ulagmakta ve yine sats ile sistemin kendini yenilemesini saglamaktadir.

Sistem bireylerin uyumlulagtirilmasi (milgram deneyi, canavarlagan insanlar) icin itaat tizerinden konformiteyi kul-
lanirken aslinda insanlarin iginde yatan canavari titketim anlaminda kullandirmay1 bagarmaktadir. Birey, ister anaakim,
isterse karsi kiiltiiriin bir tiyesi olsunlar birgekilde sisteme tiiketici olarak eklemlenmektedir. Bunu yapabilmek icin
de calisip para kazanmak ve sistemin diglilerinin br parcast olmak durumundadir. Birey aslinda sistemin sunduk-
larini protesto aract olarak kabullenmekte ama bunun farkinda olmamaktadir. Kurgusal veya kurgulanmis protes-
tolarla bir nevi insanlarin beyni yikanmakta ve direndigi sanristyla sisteme farkli sekilde uyumlagmakeadir. Birgok
durumda marka protestosu belirli bir firmanin tiiketici, is¢i haklari, saglik sartlari, iiretim kogsullari veya belli stan-

dartlara uymayan durumlarin tespiti sonucu insanlarin tepkisini ¢eken kiiiik gruplarin sesi olarak ortaya ¢ikmistir.

Gelisen piyasa ekonomisi, benzersiz bir ol¢tide refah tiremeye baglarken para hizla ayricalik kaynagi olarak toprak-
tan da, soydan daha énemli hale gelmeye baslamugstir. 19. yy'in ikinci yarisinda Avrupa Gustav Le Bon'un eserl-
eriyle kitle toplum psikolojisi, popular hezeyanlar ve Nazi Almanyasi ile medyanin kitlesel duyarliligr nasil etkil-
edigini ve yonlendirdigini 1960’larin baginda da Prof.Stanley Millgram ile siradan insanlarin bile belli komutlar

sayesinde korkung ve yikict bir eylemin faili olabildiklerini gorebildiler.
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Bazen de “sistem” igine ¢ekmenin bagarisiz oldugunda acik baski kullanabilir ve “sistemin dogasinda olan siddet”
ortaya cikar. Kargi kiiltiiriin en ¢ok faydalandig1 sanat dallart olan, sinema, tiyatro, miizik, resim disiplinlerinde
alisilmis toplumsal normlari ihlal eden her eylemin politik olarak radikal oldugu fikrini savunur. Fakat sinemadan
ornek verirsek, Bonnie and Clyde, The Matrix Reloaded'deki gibi muhaliflerin eninde sonunda yok edilmesi gerekir.

Sinema, heykel, miizik veya tiyatro ¢ogu zaman kars1 kiiltiir olarak bir eylem baglatsa da zamanla bu eylemler
markalarin konumlandirma alanlarina déniiserek icracilarin bile sermayenin hizmetine girme elestirilerine hedef
olmalarina yok a¢cmugtir. Giintimiizde internet ag1 sayesinde her an iletisim bombardimanina ugrasan tiiketicilerin
giinde 300 ile 7.000 arasinda mesaj aldiklar: 6l¢timlenmistir. Bu yogun trafik icinde tiiketiciler marka ayrimindan
ziyade korunma amacli tepkiler vermeye baslamistur. Bu tepkilerin icinde marka protestolari bazen bilingsiz bir ey-
leme doniismektedir. Ulkemizde de sik goriilen o markaya ait iiriinleri yakma veya markanin iiretim iilkesi olma-
yan hig alakasiz bir iilkeyi protesto etmeye kadar gitmektedir. Uluslararast markalarin farkli isimlerde iiretim yap-
malari bir {iriinii protesto ederken aslinda ayn1 markanin diger bir {iriiniinii iyi 6rnek olarak gosterilmesine kadar
varmistir. Burada biling kaybina ugramus bir kitleden bahsetmek miimkiindiir.
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USING CULTURAL NOSTALGIA IN CORPORATE
IMAGE ADVERTISING: ZIRAAT BANK 155™
ANNIVERSARY AD EXAMPLE

Mehmet Yakin'

Abstract

The consumer whose individual satisfaction is ensured by being handled not only economically but also emo-
tionally has never been able to get rid of a feeling of uneasiness since he is deprived of the possibility to share this
sense of satisfaction and the values to be embraced. The approach which provides this type of satisfaction to the
consumer who endeavors to find a shelter in the nostalgia which is an expression of the past values in an attempt
to escape from today’s unhappiness and future concerns has been the participatory and collaborative marketing
approach which is called 3.0 and is based on generating and transmitting value. Advertising is an important inte-
grated marketing communication element that contributes to short and long term sales promotion activities. In
the historical process of advertising, the brand has contributed to the activities of the modern era such as stick-
ing in the minds of and attracting the attention of potential target groups and enticing them to purchase prod-
ucts and services. Due to the fact that brand-individual communication is not just a sales activity in the postmod-
ern structure of the consumer society, and that the perspective of individuals on brands, products, and services
necessitates emotional connection rather than just providing “value for money”, advertising continues to evolve
as an element of postmodern marketing communication. This study examines the 155%-anniversary commercial
film of Ziraat Bank which was established during the Ottoman Empire period and which is now one of the cru-
cial actors of public banking. Rather than focusing on the deep-rooted historical background of the institution,
the film attracts attention with its nostalgic references to the 70s during which the sense of unity and together-
ness of our society, as well as our endurance in the face of difficulties, was exhibited. The work demonstrating an
example of the use of nostalgia in corporate communication also presents how a public institution contributes
to society’s self-confidence and mood. Although globalization has promised a world without inequalities, it has
produced various paradoxes. One of them is the socio-cultural paradox of which nostalgia is a product. The so-
cio-cultural paradox stems from the strengthening of traditional culture, despite the creation of a universal cul-
ture. This paradox damages personal and social relations and increases people’s need for objects, spaces, and sym-
bols that connect with the past and overlap with what they know. In this study, firstly the concepts of corporate
communication and nostalgia will be examined; the use of nostalgia in corporate communication will be evalu-

ated by analyzing the advertisement film from a semiotics perspective and examining the target audience views.

Keywords: Advertising, Corporate Image Advertising, Cultural Nostalgia.

1 Istanbul Arel University
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Introduction

Ziraat Bank which draws attention as the first bank to be established during the Ottoman Empire period man-
aged to survive as one of the crucial actors of public banking. This study examines the commercial film of Ziraat
Bank published in celebration of the 155% anniversary. Rather than focusing on the deep-rooted historical back-
ground of the institution, the film stands out with its nostalgic references to the 70s during which the sense of
unity and togetherness of our society, as well as our endurance in the face of difficulties, was exhibited.

Advertising sector experienced a continuous progression with regards to the use of both content and platform in
parallel with social change. Nostalgia became a vital “spice” for content in advertising especially due to the influ-
ence of postmodernism on social structure. Nostalgia was shaped simultaneously with the birth of mass culture
and it started with the celebration of the lost past of the city-dwellers at the beginning of the 19® century (Boym,
2009, p. 44). Nostalgia accompanied the modernization by taking different forms. Through advanced technology,
the arguments of nostalgia were re-presented in digital form and remakes gained more currency than the origi-
nals. Modern nostalgia is about the lost now rather than the past (Boym, 2009, p. 495). The object of the nostal-
gia is further than it looks and the past is rebuilt by imitation. The past is reanimated in the form of the present
time or the desired future. During this reanimation process, collective designs are aimed to be likened to personal
desires or vice versa (Boym, 2009, p. 498). The past is fetishized through media and is intensified and strength-
ened over time by being frequently repeated. The past has now become a crucial source of motivation for people
both living in that period and learning about it either through watching or listening (Bat, 2012, p. 153-155).

Life experiences play a key role for an individual in making sense of oneself and creating shared values with other
people (Sennett, 2010, p. 45). Tannock also states that nostalgia should distract the individual from feelings of
anxiety, isolation, and disappointment (1995, p. 453-464). From a marketing perspective, nostalgia is a personal
emotion triggered by consumers’ experiences and influencing their current decisions on products/services (Hwang
and Hyun, 2013, p. 251). A nostalgic memory experiences a sad state of mind and a feeling of loss resulting from
a longing for a place and time better than the present day but no longer accessible. There is no solution to this
problem. Even though the person returns to his/her birthplace which s/he longs for, this place is no longer the
same place, it does not overlap with the image in the person’s mind. If it is the past time which is the subject of
longing, then there is no possibility to turn time back.

Nostalgia repeats itself in the course of time and gradually grows stronger. It, thereby, becomes a crucial source of
motivation for people both living in that period and not living in that period but learning about it either through
watching or listening (Bati, 2012, p. 156). Having a high degree of anxiety about the uncertainty of the future
leads to an urge to come back to the safety of the past, the tradition, and thus, nostalgia. Being aware of this de-
sire for nostalgia, advertisers, by circulating nostalgic elements, build an emotional bridge between product/ser-
vice and target audience on a micro level, while, on a macro level, they keep unknown the system which causes
the feelings of loss, uncertainty, insecurity and alienation (Taskaya, 2013, p. 31).

The commercial film of Ziraat Bank demonstrating an example of the use of nostalgia in corporate communication
also presents how a public institution contributes to society’s self-confidence and mood. Although globalization has
promised a world without inequalities, it has produced various paradoxes. One of them is the socio-cultural par-
adox of which nostalgia is a product. The socio-cultural paradox stems from the strengthening of traditional cul-
ture, despite the creation of a universal culture. This paradox damages personal and social relations and increases
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people’s need for objects, spaces and symbols that connect with the past and overlap with what they know (Kot-
ler, Kartajava, et al., 2011, p. 25-27). In this study, firstly the concepts of corporate communication and nostal-
gia will be examined; the use of nostalgia in corporate communication will be evaluated by analyzing the adver-
tisement film from a semiotics perspective and examining the target audience views.

Postmodern Marketing and Advertisement

The evolution of marketing and the changes it went through transformed nearly everything about marketing. Un-
able to stay static in the face of the changes and the evolution, marketing activities experience both comprehensive
and rapid process of change, including market conditions, marketing events, and customers’” demands (Dursun,
Oskaybas and Gékmen, 2013, p. 234). Unlike traditional consumer, the postmodern consumer cares about be-
ing actively involved in this process and even wishes to take pleasure and enjoy throughout the process. “Post-
modern consumer would want to consider consumption experiences which ‘would cherish the good old days’ in
search of emotionality, passion, and social connection,” (Shindler and Holbrook, 2003, p. 275). Taking a more
active role compared to the past, consumers consider consumption as an act to meet their psychological and so-
ciological needs, besides their physiological needs. Therefore, understanding the dynamics of the postmodern era
and shaping marketing strategies accordingly became inevitable in order to satisfy the customer’s changing expec-
tations (Azizagaoglu and Altunigik, 2012, p. 33). “While advertisement provides a materialistic motivation by con-
stantly suggesting consumption, modern advertising also, paradoxically, says that material world is not enough for
us and it makes use of culture and values when it wants to sell a product to us. Advertisement benefits from the
language, images, values, and myths of culture,” (Dagtas, 2003, p. 86). The consumer whose individual satisfac-
tion is ensured by being handled not only economically but also emotionally has never been able to get rid of a
feeling of uneasiness since he is deprived of the possibility to share this sense of satisfaction and the values to be
embraced. The approach which provides this type of satisfaction to the consumer who endeavors to find a shelter
in the nostalgia which is an expression of the past values in an attempt to escape from today’s unhappiness and
future concerns has been the participatory and collaborative marketing approach which is called 3.0 and is based
on generating and transmitting value (Kotler, Kartajava, et al., 2011, p. 16). Advertising is an important inte-
grated marketing communication element that contributes to short and long term sales promotion activities. In
the historical process of advertising, the brand has contributed to the activities of the modern era such as sticking
in the minds of and attracting the attention of potential target groups and enticing them to purchase products
and services. Due to the fact that brand-individual communication is not just a sales activity in the postmodern
structure of the consumer society, and that the perspective of individuals on brands, products, and services neces-
sitates emotional connection rather than just providing “value for money”, advertising continues to evolve as an

element of postmodern marketing communication.

According to Baudrillard, objects in the universe of simulation in which we live are deprived of their original
meanings and are organized as things to be gazed at. The objects are not commodities anymore and they turned
into “signs” bearing several meanings and messages; on the other hand, media messages are similarly waiting to be
deciphered by the consumer (Baudrillard; 2011, p. 111-112). Corporate communication started to adopt a nat-
ural and sincere style of communication between target audience and entities, especially during the postmodern
era. Corporate communication activities which embraced a more “corporate”, i.e. serious and distant, discourse
during modern era differentiated due to the fact that the bond between entities and individuals should no lon-
ger be only material, but also emotional.
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Advertisement and Nostalgia

Being of Greek origin, nostalgia is a combination of two words “nostos” meaning return, homecoming and “al-
gos” meaning grief, pain (Holbrook, 1993, p. 245). Nostalgia is the accumulated emotional reactions of individ-
uals related to the places in which they lived in the past, the items they possessed, and people they interacted. Ac-
cording to another definition, nostalgia is extreme love and longing for the life in the past (Phelps, 2004, p. 12).
Nostalgia drew the attention of researchers from different fields, including, but not limited to, psychology, an-
thropology, history, and marketing. Marketing experts defined nostalgia as the desire to go back to the past by
means of objects, pictures, smells, music or movies (Belk, 1991, p. 116). Although there are some debates, nos-
talgia is discussed in two different dimensions. These are (Davis, 1979, p. 16):

1. Personal Experience and

2. Indirect (as an emotion from another party) Experience.

Personal experience is a result of the individual’s own cultural activities or events based on personally identifiable
memories. Indirect experience, on the other hand, results from stories told by friends or family members or from
information in books, movies, or other media (Havlena and Holak, 1996, p. 38). Four-way classification of nos-

talgia is as follows:

1. Personal Nostalgia (Direct Personal Experience),
2. Interpersonal Nostalgia (Indirect Personal Experience),
3. Cultural Nostalgia (Direct Collective Experience),

4. Virtual Nostalgia (Indirect Collective Experience)

Personal Nostalgia: Personal nostalgia includes emotional or sad-happy memories with regards to an individual’s
experience in the past. Meaning direct experience, it is mostly the subject of psychological and sociological re-
searches (Baker and Kennedy, 1994, p. 171). For example, when a person hears a song which was popular during
his/her youth after many years, it can take him/her back to his youth and remind him/her of sad-happy experi-

ences from those times.

Interpersonal Nostalgia: Interpersonal nostalgia is the combination of the interaction of a person with other indi-
viduals through interpersonal communication and the experiences of other individuals (Davis, 1979, p. 17). Per-
sons interact with society since they live in society. Especially friends and family members play an important role
for individuals in gaining experience. By interacting with his/her friends, family, and reference groups, etc., a per-

son learns about their experiences and goes through nostalgia thanks to this learned experience.

Cultural Nostalgia: Cultural nostalgia is gaining direct experience by creating a cultural identity together with the
members of a group who had a similar experience. Being also called collective nostalgia, this type of nostalgia
means people of the same generation can have a longing for objects specific to that period. Moreover, national

and religious festivals which are a part of Turkish cultural identity can also evoke this type of nostalgia.

Virtual Nostalgia: The fourth category is virtual nostalgia which is based on the indirect feeling of collectivity. In

this category, it is not possible to experience the real object so it is virtualized. Virtual nostalgia which is indirectly
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experienced and includes an emotional or sad-happy longing for the past can also be remembered through the
stories and comments of our loved ones (Eser, 2007, p. 118).

Due to being a persuasive marketing strategy and having a high level of impact, nostalgia stroke attention in busi-
ness and increasingly gained importance. The literature has experienced a growing interest in consumption expe-
riences and nostalgia recently. Nostalgia drew the attention of marketing experts by including themes, music, and
entertainment elements which create an emotional reaction through ads within especially product management.
Marketing experts now investigate consumers’ fantasies, memories in an attempt to create nostalgia. The study
conducted by Sedikides et al. (2008, p. 307) which focused on the relationship between nostalgia and the past,
the present, and the future determines that nostalgia has four psychological functions:

1) Generates positive affect,
2) Elevates self-esteem,
3) Fosters social connectedness,

4) Alleviates existential threat.

Because of these four functions, nostalgia appears as a factor which balances the ups and downs of daily life, moti-
vates people, acts as a mediator between the past and the present to ensure the continuity, and affirms self-esteem.
Sedikides et al. also questioned the reason as to why negative mood and loneliness triggers nostalgia, despite all
these positive functions. Significance of nostalgia from a psychological perspective may be related to its capacity to
eliminate distress and restore serenity (Sedikides et al..; 2008, p. 305). The underlying idea of retro marketing is
that in the purchasing process, consumers are emotionally influenced if they see traces of family, a movie by which
they were moved in the past or something from consumer’s life. Due to the intense association between the con-
cept of retro and the longing for the past in recent years, consumers have started to demand the way of life, the
social conditions and other characteristics of that specific period. Thus, within the scope of these developments,
it can be said that retro marketing is the most cost-effective method to use consumers’ attachment to the past.
Considering the aims which are provided by this type of marketing, retro marketing is divided into three in prac-
tice although there are still some challenges regarding its definition. These categories are: (Levinson, 2008, p. 22)

1. Repro,
2. Retro,
3. Repro-Retro.

Repro means reproducing the objects which were pretty in the past. Retro, different from repro, is to combine the
new and the old. Repro-Retro, however, refers to the products developed using nostalgia to start with. Repro-retro
is also called neo-nostalgia. Retro marketing is criticized for conflicting with the modern understanding of mar-
keting. Such criticism against marketing leads to new research on marketing which enables novelties in the field
(Anderson, 1994, p. 15). On the other hand, research suggests that retro products which become permanent in
the market are confidently preferred by customers as they are already tested (Wright and Crimp, 1995, p. 86).
Another criticism of retro marketing is that the epidemic of retro can be a paradigm encouraging modern mar-
keting (Brown, 1999, p. 373). The feeling of nostalgic satisfaction revived retro marketing by creating demand
for everything that is old. On one hand, retro marketing unites the consumers who are longing for the past with
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the warmth of those places and products, and on the other hand, it transfers these feelings and emotions to the
young generations that did not experience them (Demir, 2008, p. 32).

Compared to other dimensions, the emotional and symbolic dimensions of nostalgia are more crucial while de-
fining it in the field of marketing. Thus, nostalgia in marketing is defined as a positive emotion created by mar-
keting experts through the use of nostalgic elements (Zhao, 2007, p. 8-28).

Use of Nostalgia in Corporate Communication: Ziraat Bank 155 Anniversary Ad

Culture of a country affects both the production and consumption processes. Therefore, it is quite important for
marketing experts to know and understand the beliefs and standards of judgment of society and their impact on
the members of the society (Odabagt and Baris, 2010, p. 313). They should be mindful of cultural values of each
country in order to market their products in the best way possible and to be aware of opportunities for their new
products (Kotler and Keller, 2012, p. 153). Additionally, marketing managers should follow the current and pos-
sible future changes in cultural factors in the long term due to communication, technological advances, and in-
ter-societal relationships, and they should be able to reflect these transformations in the marketing program (Yiik-
selen, 2003, p. 96).

Schiffman and Kanuk (2010, p. 23) define consumer behaviors as the behavior they exhibit when they research,
purchase, use, rate, and discard the products and services which is expected to fulfil their needs; Solomon (2013,
p- 31), similarly, defines it as the research on the individuals’ or groups” processes of selecting, purchasing, using
or discarding products, services, ideas or experiences in order to satisfy their needs and desires.

Cultural nostalgia can be explained as the feeling of longing for the past representing a specific culture (Otay Demir,
2008, p. 31). It is based on common symbols, therefore, the emotion which creates nostalgia reflects the link be-
tween the individual and other members of the culture (Havlena and Holak, 1996, p. 38). 1968 generation’s long-
ing for Elvis Presley songs can be given as an example of cultural nostalgia (Keskin and Memis, 2011, p. 195).

Several marketing experts in marketing departments put an emphasis on cultural or virtual nostalgia which is
based on the commonalities of a group. Retro products ads also emphasize nostalgia. Nostalgia is used to put
products from the past on the market again and to evoke and trigger emotions based on the past which the con-
sumers may not be even a part of (Deci and Ryan, 1991, p. 252). Another causal or motivating factor which in-
fluences the consumer’s purchasing and communication behaviors is involvement. Involvement is the degree of
importance attached to events, objects or products and how much the consumer can identify with those (Kog,
2012, p. 208). Similarly, brand loyalty is a concept which influences the consumer’s purchasing decisions for each
product category and is targeted by all businesses (Cilingir and Yildiz, 2010, p. 80).

Melancholia is defined as a way of life, state of mind, type of personality observed in environments of insecurity
during times of increasing social unrest. It is argued that nostalgia, a state of melancholia, is an ontological prob-
lem which was described as the alienation of an individual from society as a result of realizing his/her own lim-
its and end.

This study will focus on the use of nostalgia in the 155™-anniversary advertisement of Ziraat Bank which is a
well-rooted institution. The ad will be examined on the basis of postmodern marketing, nostalgia as an element
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of postmodern marketing, and the link between nostalgia and advertisement which were discussed in the previ-
ous chapters of the study.

Method

Although it started with theories and linguistic texts, semiotics went beyond this field, and now, it can be ap-
plied to all types of audio-visual texts as well as human relations and all cultural concepts thanks to its ability and
power to explain things (Farsa, 2012, p. 26). According to Kiigiikerdogan (2009, p. 162), semiotic analysis re-
quires the exposure of the meaning, elements which result from the interaction of visual and linguistic signs pres-
ent in all types of narratives by separating them from each other. Because the meaning, in semiotics, is created by
the link items establish between each other. From a semiotic perspective, there are three main elements in an ad
message: the object or product that the message focuses on; signs; meaning or content. In this context, consid-
ering that ad message is composed of linguistic and visual signs and that they create the meaning altogether, the
importance of signs in the analysis of ad message cannot be ignored (Kiigiikerdogan, 2005, p. 75). In this regard,
also, the political ad creates a form of a narrative by including different units and combining various signs, like
the other types of narrative. Semiotics is the most used analysis technique employed to reach the meaning in ad
messages (Taskiran, 2011, p. 793).

As already addressed in the chapter on literature review, the study conducted by Sedikides et al. (2008, p. 307)
which focused on the relationship between nostalgia and the past, the present, and the future determines that nos-
talgia has four psychological functions:

1) Generates positive affect,
2) Elevates self-esteem,
3) Fosters social connectedness,

4) Alleviates existential threat.

The commercial film will be examined to see the possible existence of above-mentioned psychological functions
emphasized by Sedikides, and the discourse of this repro-retro film will be analyzed. A remake of an old black
and white ad is quite a low-cost option for a business organization. Especially with the new technologies, remakes

of old ads become even more amusing.

Table 1. Number of views, likes and dislikes for Ziraat Bank’s anniversary ads published on YouTube in the last six years as of

9 January 2019
Name of the ad Number of views Likes Dislikes
150%-anniversary ad 47.230 258 69
151*-anniversary ad 66.600 106 10
152™-anniversary ad 3.152.228 2.100 121
153*-anniversary ad 2.345.065 389 18
154%-anniversary ad 3.240.380 673 1400
155"-anniversary ad 2.886.067 32.000 668
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As seen in Table 1, Ziraat Bank publishes a commercial film on each anniversary. These films were presented to
show how much the bank served the understanding of public service within the society it exists, rather than the
bank’s services. The 155%-anniversary film, among others, is observed to create a substantial difference with its
likes. The reasons behind that high number of likes will be addressed within the scope of the use of nostalgia in
an advertisement in the following chapters of this study.

Description

The commercial film broadcast on TV and published on social media accounts of Ziraat Bank with the title of
“Yesilgam Reklam Filmimiz” (literally, Our Turkish Cinema Ad) on 25 December 2018 was prepared for the 155
anniversary of the Bank. Produced in collaboration with Happy People Project Advertising Agency, the film em-
phasizes both the power of togetherness of Turkish people and the rooted history of Ziraat Bank with the use of
the slogan “If we are together, we are strong enough and we will always be the happy ones at the end of the film.”
(Original: Biz birlikteysek eder, giiciimiiz her seye yeter ve filmin sonunda sevinen hep biz oluruz.) Using the song ti-
tled “Hababam Sinifi” which was composed by Melih Kibar for the movie of the same name, the commercial
film strikes attention with a length of 1.50 minutes which is longer than a standard TV ad. Considering that an
ideal TV ad is 30 seconds long on average, this ad takes nearly 4 times longer.

Image 1. Screenshots of Ziraat Bank’s 155"-anniversary ad
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Table 2. Description of Ziraat Bank’s 155"-anniversary ad in a sequence of the scenes

Scene Music Event Voice-off
Scene 1 Melih Kibar’s Sunrise in the Bosporus and sound of a ferry -
Hababam Sinifi
music plays (Fast
tempo)
Scene 2 Music continues | Image of wood stoked in the stove and sound of woods -
burning
Scene 3 Music continues | Steam coming out of teapot and sound of boiling water -
Scene 4 Music continues | Two cyclists turning the corner in front of Ziraat Bank “We are 1557
branch while lights are on
Scene 5 Music continues | A woman whose face lights up when she opens the
curtains and who smiles
Scene 6 Music continues | A man opening the shutters of a shop and sound of
shutters being opened
Scene 7 Music continues | A woman viewing the Maiden Tower of Istanbul with a “We've seen this film too
glass of tea in her hands and sounds of seagulls much”
Scene 8 Music continues | A workers’ image from behind wearing his headphones
before starting the machine in the factory
Scene 9 Music continues | A man opening the rear doors of a delivery van and “While life goes on...”
looking at the boxes inside the van
Scene 10 | Music continues | A mother waving her hand behind two students who left
home to go to school
Scene 11 | Music continues | A street cleaner feeds a cat which approaches him
Scene 12 | Music continues | A woman wearing a bride’s veil, turning around herself “and everybody is
and her friends smiling at her happy...”
Scene 13 | Music continues | A fisher in a fishing boat handing over the rope to another
fisher
Scene 14 | Music continues | A worker driving a forklift in the factory
Scene 15 | Music continues | A worker in the factory removing his face shield looks “Suddenly, somebody
surprised comes out of nowhere.”
Scene 16 | Music continues | The camera zooms out and shows the bigger picture, all
(In low tempo) | workers seem to be looking at a certain point anxiously
Scene 17 | Music continues | When workers are ready to get on with jobs, the bad guy
(Dinger Cekmez) is seen from profile angle and starts
walking
Scene 18 | Music continues | Two white-collar employees stare out the window of the | “we are out of mood”
office meeting room
Scene 19 | Music continues | Another bad guy (Feridun Colgecen) comes in the

meeting room
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Scene Music Event Voice-off
Scene 20 | Music continues | People in a commercial building looks at the upper story
of the building (sound of laughter is heard)
Scene 21 | Music continues | Another bad guy (Erol Tas) is seen as looking at people “We are bothered”
from the balcony and laughing
Scene 22 | Music continues | Employees around the meeting table in the office look
before themselves, looking bothered
Scene 23 | Music continues | Two employees at the entrance of the office stare at the “And then, the hero from
camera looking surprised within us takes the stage”
Scene 24 | Music continues | Hulusi Kentmen enters the office “- Hi kids!”
Scene 25 | Music continues | One employee in the meeting room looks at the camera “Ohhh dear Father
(Cheerful again) | joyfully Hulusi!”
Scene 26 | Music continues | An employee talks to Hulusi Kentmen while he is seated | Employee: “Father, things
are not going as we want”
Hulusi Kentmen: “T don't
accept it”
Employee: “Do you think
it would work?”
Hulusi Kentmen: “Of
course”
Scene 27 | Music continues | Dining table in the house is seen. Hiilya Kogyigit looks The father of the family:
at the father happily while he speaks “Don’t worry. If we join
forces, we can overcome
everything.”
Hiilya Kogyigit: “I have no
doubt about that.”
Scene 28 | Music continues | Customer talks to Ziraat Bank employee and others in Customer: “Who will do
the bank it? Again, it’s us who will
doit.”
2.Customer: “We will all
take on responsibility”
Halit Akgatepe: “She is
right”
Scene 29 | Music continues | An employee at a boutique clothes shop is seen Employee: “Anyway, when

we did something from
the heart, then everything
became more beautiful.”
Adile Nagsit: “Well said,
my girl!”
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Scene Music Event Voice-off
Scene 30 | Music continues | Workers in the factory are seen looking at the foreman Foreman: “My dear friends,
we will not be intimidated.
We will be brave. We will
work hard and produce
more.”
Miinir Ozkul: “Righe?! Pull
yourself together!”
Scene 31 | Music continues | Foreman shows a machine to a worker in the factory “So, our people are like
that.”
Scene 32 | Music continues | Fishers hauling fishing nets full of fish -
Scene 33 | Music continues | A group sending a soldier off to serve in the army throws | “Supporting and
him in the air at the coach station strengthening each other,
giving hope with his or her
courage ...”
Scene 34 | Music continues | An employee waves his hand after directing a truck out of | “...they never give up”
car park
Scene 35 | Music continues | The delivery guy shakes hands with the customer behind
the van
Scene 36 | Music continues | The waiter brings the menus to the customer’s table “And, at the end of the
film...”
Scene 37 | Music continues | A baby is seen standing up in her bed “...we will always be the
happy ones.”
Scene 38 | Music continues | Bride waves her hand when she is about to enter the car “Stay tuned...”
after the wedding ceremony
Scene 39 | Music continues | Three actors (Feridun Savl, Ahmet Ariman, Yaman “Ziraat Bank. More than a
Cogkun) are seen waving hands as they head to the metro | bank for 155 years”
station. Ziraat Bank logo and the statement “More than a
bank” (Original: “Bir bankadan daha fazlas”) appear on
the screen.

The whole film is comprised of 39 scenes within 70 seconds. Ziraat Bank’s diverse customer audience (factory
workers, white-collar employees, individual customers, craftsmen, etc.) is represented within the scope of integ-
rity achieved thanks to voice-off and music. The story about current time personalizes the current problems of
our society (economic crisis, etc.) through the use of a metaphoric narrative. The bad guys in the ad are purpose-
fully selected from among those actors who were famous especially as the bad guys in Turkish movies in the 1970s
and 80s. It is understood from the voice-off that we, as a society, need motivation on both individual and insti-
tutional level in order to stand up against such challenges. In this context, nostalgia strikes attention as one of the
most important sources of motivation at this current state of unhappiness. The film, therefore, first shows us fac-
ing the challenges (the bad guys) and then portrays fatherly, cute, caring characters known again from Turkish
movies giving motivation and hope to present-day people and encouraging them to work. The bank, on the other
hand, is seen on four screens out of 39. The bank is presented as a part of the society, and the employees of the

bank are shown as trying to find a solution to the problems through shared wisdom, just like other members of
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the society. In this context, the commercial film depicts a corporate image together with the social structure and
gives the role to the bank as a part of the society, thus emphasizing the slogan “More than a bank”.

Conclusion

Life-style is an important factor which influences consumer’s purchasing decisions. Our past experiences and cur-
rent situation, our culture, demographic features, economic situations and psychological structure all affect how
we live our lives (Odabast and Baris, 2010, p. 219). Historically, nostalgia was researched within the scope of med-
icine and psychoanalysis and was found to be a sign of psychological distress and melancholia (Sarabi, 2012, p.
22). We store the information we collect through our five senses, our values, our emotions, and our excitement
in our memory. The information in our memory is directly linked with our emotions and their results. When-
ever we wish, we can skip forward or rewind and just stop wherever we want. Our memory starts collecting ma-
terial from the very first day we are born. However, this material is like a fluid, it is continuously redefined and
re-interpreted (Lindstrom, 2007, p. 21).

When an individual experiences nostalgic emotions, his/her memory links it with elements from the past. This
feeling involves a bit of sadness and a bit of happiness. Friends and family are crucial regarding experiences which
evoke nostalgic emotions. For example, the smell of fresh cookies leads to establishing a link with mother or grand-
mother, while it can also trigger nostalgic emotions related to childhood. Music from the past can remind the in-
dividual of emotions experienced during youth (Demir, 2011, p. 30). Collective memory involves common prac-
tices of daily life and these practices form the social frame of individual memories. Collective memory which can
also be called cultural memory enables the individual to remember various memories within common daily frames
(Boym, 2009, p. 92-93). Collective memory benefits from elements which build a national identity. Nostalgia leaks
out of popular culture. Public culture involves powerful symbols of the past. These cultural symbols become per-
sonal and inevitably play an efficient and important role in the construction of our identity (Wilson, 2005, p. 31).

Nostalgia is affected by both collective and individual memory (Wilson, 2005, p. 31). Individual’s memories are
intertwined with collective memories (Boym, 2009, p. 90). Several ads which contain nostalgic elements aim to
speak to the collective identity through the use of historical components. Collective identity is generally presented
as the basis of corporate identity together with nostalgic elements in the ad messages (Taskaya, 2013, p. 16). Ac-
cording to Williamson, ads are one of the most significant cultural factors that shape and reflect our lives today
(Williamson, 2001, p. 11). “The reflection of the change in cultural values as a result of social changes on the ads
strengthens the idea that ‘ad is a cultural phenomenon and advertising copy is a cultural text” (Dagtas, 2003, p. 89).

The 155"-anniversary ad of Ziraat Bank achieved an emotional connection with the target audience thanks to cul-
tural nostalgia. The ad has repro-retro characteristics. Fractions of popular movies which were shot in the 1970s
during the economic crisis are combined with our current time with the help of technology. The work gives the
message of “We will overcome these problems together.” with a public banking understanding and it emphasizes
the slogan “More than a bank” within the frame of social responsibility. Rather than explaining the history of the
bank, the film which was produced for the celebration of the bank’s 155® anniversary also resembles a public ser-
vice announcement. The entity also puts an emphasis on social unity to overcome the existing challenges. Equal-
ing corporate image with social image, the work does not highlight the bank and its services. In this context, the
ad draws attention as it is not in accordance with the postmodern and chronological structure, while it, to some

extent, succeeds to change the anti-ad perception of the target audience. When the comments about the ad on

198



DEBATES ON MEDIA AND COMMUNICATION STUDIES
Emrah Dogan, Nuran Oze

social media platforms like Facebook, Twitter, YouTube, and Eksi Sozliik (a popular Turkish forum) are reviewed,
it is seen that the work is not perceived as a commercial film; rather, it is perceived as repro-retro work the so-
cial and individual motivation and mood. As a result of these inferences, it can be said that the corporate im-

age of the bank is tuned in a way to improve its connection and bond with the target audience in the long term.
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STEREOTYPES AS A COMMUNICATION BARRIER A
QUALITATIVE ANALYSIS OF THE PRESENTATION OF
GENDER STEREOTYPES IN THE TRADITIONAL FAIRY
TALES

Aysen Temel Eginli', Neslihan Ozmelek Tag

Abstract

The stereotype is a constant sociological and psychological impression of a group of people provides the opportu-
nity to make short descriptions and evaluations in interpersonal relations (Devito, 2004). Lipmann (1922), defi-
nes the concept of stereotype as “images or pictures in our head” and provides the creation of images and pictures
of people/groups. Thus, stereotypes define the characteristics of a person or people, and also creates a presenta-
tion for the society. This definition determines the expectations of the society from the person and the changing
of these makes people scared. It can also cause concern that people who do not comply with the definitions iden-
tified within the framework of the stereotypes or who are not familiar with are not be approved/are not to be ac-
cepted. At this point, Kasner (2004) identifies the concept of gender stereotypes in terms of personality charac-
teristics, physical characteristics, occupation, skills, lifestyle and so on which are related to man or woman. Lazar
(1993) states that fairy tales are one of the best learning methods for children, and also he points to the children
can accept stereotypes related to gender as indicated in these tales. Fairy Tales is a kind of tool that vitalizes and
draws a picture for the discovery of how the gender will be understood. Through these pictures, children perceive
both society and gender roles. Gender is a kind of social contract that is made psychologically in terms of being
a girl and a boy at the level of social differences. Holbek (1987) states that fairy tales symbolically convey emoti-
onal impressions about the occasions of the real world and phenomenon but in essence, they do not exactly exp-
lain the real world. He points out that a fictional world can cause problems in real life relationships /commu-
nication. The gender stereotypes which are mentioned or pointed in fairy tales serve the normalization of these
stereotypes, so they can be perceived by children as a normal, usual/common, correct. Often, children may adopt
a typical pattern of behavior related to being male and female, thus leading to the development of inappropriate
ideas/perceptions or prejudices. In this study, gender-based stereotypes are considered as communication obstac-
les and it is pointed out how these stereotypes formed/have been formed since childhood. In this context, 10 of
the traditional fairy tales are analyzed by using content and discourse analysis methods and it is clarified that how

the gender-based stereotypes are conveyed in tales.

Keywords: Interpersonal Communication, Gender Stereotypes, Fairy Tales.

1 Ege University
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Introduction

Gender related learning is conveyed by the dynamics in daily life and this transfer is done in childhood. The pro-
cess of learning the concept of gender (gender roles and gender stereotypes etc.) is realized through games and
fairy tales. Fairy tales are a very important means of transmission that enables children to become active in the
World which is told by their parents. In addition to this, Fairy tales have a feature that tells to the children what
is accepted / not accepted in life, what should be and what the expectations are. At this point, children learn and
reinforce the basic moral values (good, bad, beautiful, ugly, etc.) related to life with these tales.

Fairy tales not only offers children a magical world, it also says that everything can change one day and there can
be wondrous changes. At the same time, finishing with a happy ending and wiht the success of the people (he-
roes) who have a disadvantageous position in the tale and the realization of the desires of the characters ensures
hope (O’Sullivan, 1994). Fairy tales expresses the expectations of society from a man and a woman in children’s
stories, it also refers to the cultural context in that society (Zipes, 1986). When evaluated in this context, it also
contributes positively to the development of children as an instrument for learning the cultural context.

The knowledge of streotypic gender is transmitted through the linguistic process. At this point, the characteris-
tics of women and men, occupations, expectations in everyday life, the position in society, the evaluations of ot-
her people and so on. Information is given in the fiction of the tale. The gender stereotype conveys information
that children face in their daily lives. Therefore, it is considered as a part of the socialization process. However, it
may also cause children to feel compelled and prejudiced based on gender. Although fairy tales differ from country
to country, from generation to generation, it is seen that the classic fairy tales that almost all children listen to /
read is common in all countries. In this sense, this study examines the gender stereotype and how it is transmit-

ted to children through fairy tales.

Literature Review

When gender studies are examined, it is seen that there is a difference between sex “and” gender “concepts. The
concept of sex is used in terms of biological and the concept of gender is used to express sociological characte-
ristics (Rubin, 1975). The concept of gender refers to attitudes and values that enable individuals to be seen and
evaluated in social and cultural categories on the basis of biological differences (Goodman, 1996). World Health
Organization (2013) defines gender concept as “the socially constructed roles, behaviours, activities and attributes
that a given society considers appropriate for men and women”. Stereotype refers to the sociological and psycho-
logical invariable impressions of a group of people (Devito, 1995). In order to understand others, individuals can
be categorized into specific categories, evaluating them according to specific meanings, providing a more consis-
tent and stable definition (Lipmann, 1993). Gender is the most fundamental feature for perceiving other people.
Children perceive gender as the most basic clue when evaluating people. In this respect, they uses the information
based on the category with the relevant situation ( Bennett et. al., Castillo-Mayen, and Montes-Berges,2014). In
this context, gender-based stereotypes cover all the issues shared about what we should think and behave about
women and men, and convey the facts or essence to us. However, while creating a perception based on differen-
ces between men and women, a key is given to people for perceiving themselves and others. Understanding of
both cognitive and motivational functions due to gender streotype is differentiated. It is structured on the basis
of male and female communications and values, there is a perception that they are completely different (Ellemers,
2018). Gender stereotypes enable children to perceive men as task-oriented and women as social-oriented. In this
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context, it creates the result of defining men as determined, self-confident, enterprising and women as moderate
and caring (Kite et. al, 2008). Fairy tales also known as Fairy stories or folk tales (Wondrous tales) (fairy tales).
In general, fairy tales tell people that there can always be something magical and that everything can change and
return, and that disadvantaged people will have better results in the future and usually ends with a happy ending
(O’Sullivan, 2010; Baldick, 2008). In this sense, fairy tales have a very important place in the life of children, to
perceive the real world and to gain basic values. Since children perceive the values transferred in fairy tales as cor-
rect and necessary, they think that their own behavior and attitudes in the real world should be appropriate with
the tales (Toomeos-Orglaan, 2013). Fairy tales also allow the construction of the relationship between their dau-
ghter and mother on the basis of gender. It is easier for gitls to adopt gender-based values of femininity and mo-
therhood by internalizing this function (Wilkinson, 2008).

The greatest impact of Fairy tales on children’s lives is to perceive the realities of life. Children begin to perceive
reality as in fairy tales with the effect of fairy tales. In this sense, people need to be careful not to have negative ef-
fects on children’s emotional health (Zipes, 1986). Gender identity, masculinity and feminity traits, are characte-
rized by Fairy tales to children, in this sense being a woman or a man in that culture or ways in which men and
women behave appropriately are being transmitted to the children. At the same time, femininity and masculinity
characteristics, are defined using adjectives such as aggressive, emotional and passive, etc.

Gender stereotyping is an often encountered situation in everyday life. In fairy tales, thanks to the features, pre-
ferences, likes, etc. of the main and auxiliary characters, gender factors are transmitted to children by means of
many factors and a picture is drawn about how children should be. At this point, while women are always shown
to be beautiful, beautiful women are good and they are loved message is also transmitted. At the same time, the
male character who takes on the role of saving the beautiful gitls in fairy tales and the characteristics which a man
should possess, and the position of the hero is pointed out (Neikirk, 2009). When stereotypes in fairy tales are
based on gender, it enables people to perceive quickly, it is useful for people to know how to behave in unknown
situations. However, because of individuals must remain or be prosecuted on the basis of these categories that ba-
sed on gender stereotypes and situations in which the expectations from themselves and others are formed only
within this framework and therefore they experience inequality, they are expressed as a damaging factor in their
social relations (Ellemeirs, 2018).

In fact, professional perceptions are generally defined through men and women. Secretary, nurse, teacher is perce-
ived as the profession of women, doctors, surgeons, politicians, soldiers and so on. is perceived as a male profes-
sion. At the same time, these stereotypes related to gender explain what personal traits children should have (Si-
yanova-Chanturia et.al., 2015). Fairy tales, especially with the characteristics of heroes, describes the beliefs and
information about which gender should be possessed to the children. Banse et.al. (2010) reported that stereotypi-
cal information is reflected as an automatic perception of children between the ages of 5-8 and 11, without evalu-
ating them correctly or incorrectly. It is stated that the toys selected for girls and boys constitute the basis of gen-
der stereotypes in their early ages as well as fairy tales. In this context, The gender-based streotypes of fairy tales
show the roles and responsibilities of women and men. In these stereotypes, while the place of the woman is defi-
ned as the home, especially the kitchen in the suppressed position, the place of the man presented as the workp-
lace and at the strong position (Zipes, 1983).

While the gender stereotypes of the main heroes and other heroes are transmitted in Fairy tales, the relations-
hip between sex and emotion is also shown. In the fairy tales, there are streotypes related to emotions, rather
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than emotions, in this sense, even if women and men feel the same feelings. They are told that they should dif-
fer when expressing (women express their feelings of sadness, happiness, love, etc. more often than men). In fact,
in the social group where women and men are involved, even facial expressions that show their feelings are desc-
ribed (Plant et. Al., 2000).

At this point, the most important thing is that after reading the tales over and over again, streotypes are accepted
by the children, when these features are not available, they can lead to negative perceptions that they are not ap-
propriate or true, that they think they will not be appreciated by society (Pinsent, 1997). However, gender ste-
reotypes affect children’s perceptions and behaviors in social groups. Gender-based beliefs and attitudes towards
gender-based identity development and this may lead to the development of discrimination by evaluating people

according to the categories of women and men (Castillo-Mayen and Montes-Berges, 2014).

Through Fairy tales, children are told how they should be in the future (good female or good male) and what is
expected from them in life in general. In each tale, even if a new stereotype is being transmitted, known stereoty-

pes are reinforced by making constant reference to the fact that the woman is beautiful and that the man is strong.

Research: A Qualitative Analysis of the Presentation of Gender Stereotypes in Traditional Fairy
Tales

Research Method

Classical World Fairy Tales are important in terms of providing a view or perspective about the world from the
early stages of children’s lives. These small individuals acquire a number of important information or tips about
friendship, the concept of good or bad, ugly or beautiful from their surroundings, their families, and of course
the books they have read. The aim of this study is to reveal the gender stereotyping in classical World fairy tales

which contribute to the personality development of children and to define the meanings they transfer.

While the universe of the research is the World Classic Fairy Tales, the sample consists of seven fairy tales selec-
ted from the nine fairy tales listed in the “Most Popular Fairy Tales in list published by the Reader Diggest family
magazine. These seven fairy tales were chosen according to the purpose sampling method and were included in
the study, provided that they contain gender stereotyping. According to purposive sampling method the sample
should be compatible with the researcher’s e survey. The purpose sampling is actually used synonymously with
the qualitative research method (Palys, 2008, p. 697). In this sampling method, the people or objects of the rese-
arch should be chosen from the most suitable ones with the research. While selecting the sample for research, it
is emphasized on the importance of purpose and convenience as well as criteria and ease (Aziz, 2008, p. 55). The

following criteria are based on the selection of seven fables:

e are the best known stories by adults and children (Shaban, 2017 p.124),
¢ To have various versions in each culture and to be known in Turkish culture,

¢ To disclose stereotyping within these tales from world classics and to prevent the formation of false communi-
cation barriers that may occur in children’s perceptions.

For the purpose of this study, the following questions will be searched and the results of the research will be analyzed:
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* How are gender-based stereotypes (males and females) presented in fairy tales?
 Are the men and women presented equally?

e How are male and female roles presented in fairy tales?

* In fairy tales, is the woman perceived appropriately in her real-world position?

* In fairy tales, is the male perceived appropriately in the real world position?

In this study, qualitative research methods are used. The main aim of the qualitative research is to present a desc-
riptive and realistic picture to the reader on the subject researched (Yildirim & Simgek, 2013, p. 54). The data
obtained within the scope of the qualitative analysis of “The Presentation of Gender Stereotypes in Traditional
Fairy Tales” were analyzed by using content analysis and discourse analysis techniques. Content analysis can be
defined as a set of methodological tools and techniques applied to a variety of discourses. In this process, a kind
of reading is made. The reading that is mentioned is based on the analysis of determined examples of discourse
(Bilgin, 2014, p. 1). The concept of discourse is defined as, style of expression, and talking style (Dogan, 2003,
p. 1199). According to Van Dijk, context is a subjective interpretation that occurs in the minds of individuals
(Comu & Halaiqa, 2014, p. 46). While creating the themes of the research, the themes of Fair Gender Stereoty-
pes in Fantasy Fairy Tales: Cinderella “were used and adapted to the study (Shaban, 2017).

Table 1. Themes of the Reseacrh

Beauty  Sleeping
Gender Themes of the Cinderella  and the Beauty  Little Red  Hansel Snow Rapunzel

Fairy Tales Beast Riding and White
Hood Gretel And

Seven

Dwarf
Beauty X X X X X
Gender Roles X X b'e X X X
Physical appearance X X X X X
Heros X X X X X X X
Handsomeness X X X X
Goodness = Beauty X X X X
Evil = Ugliness X X X X
Passiveness X X X X X X

Resource: Shaban, A., E. (2017). Gender Stereotypes in Fantasy Fairy Tales: Cinderella AWE] for Translation & Literary Studies volume, 1 Num-
ber 2 (adapted for this study).

Analysis of the Traditional Fairy Tales

Cinderella Tale Stereotyping Analysis: Cinderella (Sinderella) is undoubtedly one of the most popular and popular
fairy tales worldwide. This tale is about two thousand years old and hence there are several versions. The earliest
versions were written in Chinese and Sanskrit (Veseld, 2014). These various versions generally consist of the same
main theme. Cinderella (Sinderella) is very beautiful but it is powerless and weak. The step sisters are depicted in
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the fairy tale as ugly and uncouth. Therefore, according to the tale only beautiful women can be cultured. In this
case, the perceptions of children will be shaped, that those who are not beautiful will be rude and uncouth. Her
stepmother and stepsisters always behave badly against Cinderella in the fairy tale. Therefore, these characters are
portrayed in an ugly and bully manner.

The prince is portrayed as a handsome and powerful man with all authority.

In terms of gender stereotyping, the most powerful and all-encompassing prince is created in the mind of the re-
ader. The prince, the male character of the tale, can marry everyone if he chooses. In terms of the relationship

between men and women, the message of “the man can choose and the woman can be selected” is conveyed.

This is explained in the fairy tale as follows: “One day, two sisters received an invitation for a prom. They had be-
came both crazy. Everybody had known the Prince wanted to marry. They both thougt that maybe he chooses one of us.
The two sisters rolled up their sleeves to make themselves as good as possible.”

According to the fairy tale, women should look gorgeous, impressive and gentle to be able to attract the prince’s
attention and marry her. Therefore, women should make an effort to attract men’s attention and marry men. Be-
cause they do not choose, they are stereotyped as chosen by men. The character of fairy mother, who has a great
influence in Cinderella tale, beautifies the princess, gives her new clothes, enables her to go to the prom, but it
is a character that can only make it all until midnight. In this respect, the “fairy mother” is strongly emphasized
in the tale, although she has a strong set of skills but a limited ability to use. At the same time, the concept of
“motherhood” is conveyed to girls, and it provides the perception that the mother must always be strong, prote-
cts her children from bad situations and that she can be savior and motherhood persists. This situation is unders-
tood from the following discourse:

“When the fairy mother touches with the fairy wand, Cinderella’s ragged clothing turns to a wonderful dress to cut bre-
aths. A pair of glass shoes on their feet were shining brightly. “Theres only something.” said Fairy Mother.“You have to go
home by midnight. At twelve o'clock, your dress will be back into your old clothes, your carriage will turn into a pump-

kin, your horses will turn into rats. You don't want the prince to see this? Go now, have fun as you like.“

At the end of the fairy tale, Cinderella overcame the difficulties she faced that because of her stepmother, tried
the shoes and accepted the prince’s marriage proposal at the end of the tale.

Beauty and Beast® Tale Stereotyping Analysis:

“Once upon a time, a magician turned a handsome and selfish prince into an ugly creature. She left a magical rose be-
hind. If the prince doesnt find his true love before the last rose leaf falls, he will remain an ugly creature forever.”

This is how the beautiful and ugly fairy tale begins. The prince character of the tale was transformed into an ugly
creature by the magician because of being selfish. Therefore, selfish men are perceived as ugly or “the perception
that this is not a good habit” is transmitted to the reader of the tale. And before the fall of the last rose, the prince

3 Masal Oku web sitesinden 20.03.2019 tarihinde erisilmistir, erisim adresi
http://masal-oku.com/bella-prenses-masali-guzel-ve-cirkin/

210



S31dNnls

NOILVIINNIWWOD
B VIAIN

NO S31v83d

PUBLICATION

ec.co.uk Istanbul





