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Abstract: This study aims to demonstrate that digital media in Tiirkiye is not limited to the circulation of news;
rather, aesthetic choices serve to generate political criticism through documentary narratives. The research
examines the 140journos documentary Saving on Reputation (2024). It defines furtive activism as a strategy
that generates critical meaning through implication, association, narrative structure, and sound design—
without resorting to direct oppositional language. The study employs both qualitative narrative analysis and
audiovisual text analysis; the documentary’s plot, temporal structure, character development, and audiovisual
choices are evaluated in terms of the political meaning they produce. The findings show that the non-linear
temporal structure establishes a contrast between past political discourses and current outcomes by combining
archival footage with testimonies. Characters are constructed as multiple voices representing different
sociological groups rather than individual heroes. The figure of President Erdogan, meanwhile, is transformed
into a symbol of ideological transformation through audiovisual recordings. The documentary directs viewers
to complete the gaps in the narrative through strategic silences, editing rhythm, and audiovisual contrasts. This
structure shows that political critique is produced not through direct oppositional discourse or open conflict,
but through formal choices that activate the viewer’s processes of comparison, recollection, and interpretation.
In doing so, it also demonstrates the democratic potential of contemporary digital documentary storytelling.

Keywords: Documentary, Furtive activism, 140journos, Saving on Reputation.

Oz: Bu galisma, Tiirkiye’de dijital medyanin yalnizca haberlerin dolasima sokuldugu bir alan olmadigini, aym
zamanda estetik tercihlerin belgesel anlatilar araciligiyla siyasal elestiri {iretmek amaciyla kullanilabildigini
ortaya koymay1 amaglamaktadir. Arastirmanin merkezinde, video kolektifi 140journos tarafindan hazirlanan
2024 tarihli [tibardan Tasarruf belgeseli yer almaktadir. Caligmada ortiik aktivizm, dogrudan muhalif bir dil
kullanmadan ima, ¢agrisim, anlati yapisi ve ses tasarimi gibi unsurlar yoluyla elestirel anlam olusturan bir
bicim olarak tanimlanmaktadir. Arastirmada nitel anlati analizi ile gorsel-isitsel metin analizi birlikte
kullanilmistir. Bu kapsamda belgeselin olay orgiisii, zamansal diizeni, karakterlerin kurulug bi¢imi ve gorsel-
isitsel tercihleri, tirettikleri siyasal anlamlar bakimindan degerlendirilmistir. Bulgular, dogrusal olmayan zaman
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yapisinin arsiv gortintiilerini tanikliklarla bir araya getirerek gegmisteki siyasal sdylemler ile giiniimiizde ortaya
cikan sonuclar arasinda belirgin bir karsitlik kurdugunu gostermektedir. Belgeseldeki karakterler bireysel
kahramanlar geklinde sunulmak yerine, farkli sosyolojik kesimleri temsil eden coklu sesler olarak insa
edilmektedir. Cumhurbagkant Erdogan figiirii ise gorsel-isitsel kayitlarin kullanimi araciligiyla ideolojik
doniistimiin simgesine doniistiiriilmektedir. Belgesel izleyiciyi stratejik sessizlikler, kurgu ritmi ve gorsel-
isitsel karsitliklar yoluyla anlatida bilingli olarak birakilan bosluklari tamamlamaya yonlendirmektedir.
Boylece izleyici, ge¢mis ile bugiin arasinda karsilastirmalar yapmakta, bellegindeki siyasal olaylar1 yeniden
hatirlamakta ve sunulan pargalar arasindaki iligkileri yorumlamaktadir. Ortaya ¢ikan bu anlati yapisi, siyasal
elestirinin dogrudan muhalif séylemler ya da acik ¢atigmalar {izerinden degil, izleyicinin karsilastirma,
hatirlama ve anlamlandirma siireglerini harekete geciren bigimsel ve estetik tercihler araciligiyla tiretildigini
gostermektedir.

Anahtar Kelimeler: Belgesel, Ortiik aktivizm, 140journos, itibardan Tasarruf.
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Structured Abstract:

This study argues that Tiirkiye’s digital media environment is not merely a space for content
circulation but an arena where aesthetic strategies and resistance practices intersect. Over the past decade, the
consolidation of mainstream media under political influence and the tightening of legal and economic pressures
on freedom of expression have pushed independent journalism toward digital platforms. Yet these platforms
are not neutral carriers: algorithmic ranking, monetisation incentives, and moderation practices shape what
becomes visible, what circulates widely, and what remains marginal. Under such conditions, overt political
confrontation may become risky or ineffective, and critical communication may shift from direct oppositional
rhetoric to indirect, formal, and aesthetic modes of expression.

Within this context, the study examines 140journos, a Tiirkiye-based media collective founded in
2012 that initially gained visibility through Twitter-centred citizen journalism and later shifted toward long-
form documentary storytelling distributed primarily on YouTube. The aim is to analyse how 140journos’
documentary language produces critique through what this article conceptualises as implicit, or furtive,
activism. Furtive activism is defined as a mode of resistance operating under conditions of risky visibility and
generating critical meaning through implication, association, symbolism, sound, rhythm, and montage without
appearing openly oppositional.

The theoretical framework integrates three perspectives. First, Ranciére’s notion of the distribution of
the sensible conceptualises aesthetics as a politics of visibility that structures who can appear, speak, and be
heard. Second, Han’s transparency regime explains how digital culture governs through voluntary disclosure
and continuous participation, emphasising how the demand to remain visible reshapes communication and
subject formation. Third, de Certeau’s strategy—tactic distinction clarifies how actors without strategic power
may repurpose dominant representational codes from within and turn the system’s formats into tactical
manoeuvres.

The research employs a qualitative design combining qualitative narrative analysis with audiovisual
text analysis. The empirical focus is 140journos’ documentary Saving on Reputation (itibardan Tasarruf,
2024), treated as a bounded cultural artefact situated within Tiirkiye’s platformed media ecology. The analysis
maps narrative organisation, including temporal structure, sequencing, focalisation, and viewer positioning. It
examines audiovisual choices such as character construction, archival montage, sound design, rhythm, strategic
silence, and visual contrasts. Rather than treating the documentary as a neutral reflection of events, the study
approaches it as a form of political communication enacted through form, where meaning emerges from how
things are shown, juxtaposed, slowed down, or left unsaid.

Findings indicate that the documentary’s critique is primarily conveyed through form and structure
rather than through open conflict. A non-linear temporal organisation juxtaposes archival footage from the
1990s and 2000s with contemporary scenes and expert commentary, producing contrasts between past political
discourses and present outcomes. This inter-temporal montage functions less as a straightforward comparison
than as an interrogative construction that activates memory and encourages questioning. By confronting earlier
promises and rhetorical styles with current consequences, the documentary disrupts claims of continuity and
coherence in political self-representation.

Character construction reinforces this multi-voiced critique. Instead of centring singular heroes, the
narrative assembles plural voices that represent distinct sociological groupings. Former supporters of the ruling
party, for instance, do not merely convey personal disappointment; they also indicate broader shifts in
conservative middle-class expectations, moral frameworks, and senses of belonging. Alongside testimonies,
the documentary foregrounds expert voices, including journalists, economists, political scientists, and
sociologists, who provide interpretive frameworks and connect individual experiences to structural dynamics.
In this way, the documentary operates not only as a collection of testimonies but also as a mediated space of
critical public reasoning.

The representation of President Erdogan exemplifies furtive activism at the level of audiovisual
construction. Although he is not positioned as an on-screen narrator, curated voice recordings and archival
appearances render him continuously present as a symbolic figure of ideological transformation. Pairing earlier
images of modest, direct address with later scenes of protocol, spectacle, and security generates a visual
memory conflict that questions continuity without resorting to direct denunciation.
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Sound and silence function as key rhetorical instruments. Clean expert speech alternates with archival
rhetoric and minimal music, while pauses, black screens, and abrupt cuts slow reception and open interpretive
gaps. Rather than imposing a determinate conclusion, montage rhythm encourages viewers to make their own
connections. The documentary’s political effect thus depends on the viewer’s active interpretive, comparative,
and positional work, which constitutes an essential mechanism of furtive activism.

Saving on Reputation (2024) shows how political criticism in digital media can be repeated using
aesthetic methods that work with platform circulation while also challenging dominant representational codes
from the inside. By redistributing what becomes audible and visible through montage, rhythm, and deliberate
gaps, the documentary produces an affectively intense yet non-targeted critical stance. It repositions viewers
as interpreters rather than passive recipients. The study contributes to research on digital documentary as
political communication by showing how critique can operate through form under conditions of platform
governance and risky visibility. Future research may compare multiple 140journos productions and incorporate
audience reception to better understand how such furtive interventions are interpreted and circulated across
digital publics.

Keywords: documentary, furtive activism, 140journos, saving reputation.
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Résumé Structuré:

Cette étude soutient que I’environnement médiatique numérique turc n’est pas simplement un espace
de diffusion de contenus, mais une aréne ou se croisent stratégies esthétiques et pratiques de résistance. Au
cours de la derniére décennie, la consolidation des médias grand public sous influence politique et le
durcissement des pressions juridiques et économiques sur la liberté d’expression ont poussé le journalisme
indépendant vers les plateformes numériques. Pourtant, ces plateformes ne sont pas des vecteurs neutres : le
classement algorithmique, les incitations a la monétisation et les pratiques de modération déterminent ce qui
devient visible, ce qui circule largement et ce qui reste marginal. Dans ces conditions, une confrontation
politique ouverte peut s’avérer risquée ou inefficace, et la communication critique peut passer d’une rhétorique
d’opposition directe a des modes d’expression indirects, formels et esthétiques.

Dans ce contexte, cette étude examine 140journos, un collectif médiatique basé en Turquie fondé en
2012 qui s’est d’abord fait connaitre grace a un journalisme citoyen centré sur Twitter, avant de s’orienter vers
la narration documentaire de longue durée diffusée principalement sur YouTube. L’objectif est d’analyser
comment le langage documentaire de 140journos produit une critique a travers ce que cet article conceptualise
comme un activisme implicite, ou furtif. L activisme furtif est défini comme un mode de résistance opérant
dans des conditions de visibilité risquée et générant un sens critique par I’implication, 1’association, le
symbolisme, le son, le rythme et le montage, sans paraitre ouvertement oppositionnel.

Le cadre théorique intégre trois perspectives. Premi¢rement, la notion de « distribution du sensible »
de Rancicre conceptualise 1’esthétique comme une politique de la visibilité qui structure qui peut apparaitre,
parler et étre entendu. Deuxiémement, le régime de transparence de Han explique comment la culture
numérique gouverne par la divulgation volontaire et la participation continue, en soulignant comment
I’exigence de rester visible remodéle la communication et la formation du sujet. Troisiémement, la distinction
stratégie-tactique de de Certeau clarifie comment des acteurs dépourvus de pouvoir stratégique peuvent
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réutiliser de l’intérieur les codes de représentation dominants et transformer les formats du systéme en
manceuvres tactiques.

La recherche s’appuie sur une approche qualitative combinant 1’analyse narrative qualitative et
I’analyse de textes audiovisuels. L objet d’étude empirique est le documentaire de 140journos intitulé *Saving
on Reputation* (*Itibardan Tasarruf*, 2024), considéré comme un artefact culturel délimité s’inscrivant dans
I’écosysteme médiatique turc des plateformes. L’analyse cartographie 1’organisation narrative, notamment la
structure temporelle, I’enchainement, la focalisation et le positionnement du spectateur. Elle examine les choix
audiovisuels tels que la construction des personnages, le montage d’archives, la conception sonore, le rythme,
les silences stratégiques et les contrastes visuels. Plutdt que de considérer le documentaire comme un reflet
neutre des événements, 1’étude 1’aborde comme une forme de communication politique mise en ceuvre a travers
la forme, ou le sens émerge de la maniére dont les choses sont montrées, juxtaposées, ralenties ou laissées sous-
entendues.

Les résultats indiquent que la critique du documentaire s’exprime principalement a travers la forme et
la structure plutot que par le biais d’un conflit ouvert. Une organisation temporelle non linéaire juxtapose des
images d’archives des années 1990 et 2000 a des scénes contemporaines et & des commentaires d’experts,
créant ainsi des contrastes entre les discours politiques passés et les résultats actuels. Ce montage intertemporel
fonctionne moins comme une simple comparaison que comme une construction interrogative qui active la
mémoire et encourage la remise en question. En confrontant les promesses et les styles rhétoriques d’autrefois
aux conséquences actuelles, le documentaire remet en cause les prétentions de continuité et de cohérence dans
I’autoreprésentation politique.

La construction des personnages renforce cette critique a plusieurs voix. Au lieu de mettre en avant
des héros singuliers, le récit rassemble des voix plurielles représentant des groupes sociologiques distincts. Les
anciens partisans du parti au pouvoir, par exemple, ne se contentent pas d’exprimer leur déception personnelle
; ils mettent également en évidence des évolutions plus larges dans les attentes de la classe moyenne
conservatrice, ses cadres moraux et son sentiment d’appartenance. Parallélement aux témoignages, le
documentaire met en avant des voix d’experts — notamment des journalistes, des économistes, des politologues
et des sociologues — qui fournissent des cadres d’interprétation et relient les expériences individuelles aux
dynamiques structurelles. Ainsi, le documentaire fonctionne non seulement comme un recueil de témoignages,
mais aussi comme un espace médiatisé de raisonnement public critique.

La représentation du président Erdogan illustre un activisme furtif au niveau de la construction
audiovisuelle. Bien qu’il ne soit pas présenté comme un narrateur a 1’écran, des enregistrements vocaux
soigneusement sélectionnés et des apparitions d’archives le rendent continuellement présent en tant que figure
symbolique de la transformation idéologique. L association d’images anciennes, ou il s’adresse modestement
et directement au public, avec des scénes plus récentes empreintes de protocole, de spectacle et de sécurité,
génére un conflit de mémoire visuelle qui remet en question la continuité sans recourir & une dénonciation
directe.

Le son et le silence fonctionnent comme des instruments rhétoriques clés. Un discours expert et épuré
alterne avec une rhétorique d’archives et une musique minimaliste, tandis que les pauses, les écrans noirs et les
coupures abruptes ralentissent la réception et ouvrent des bréches interprétatives. Plutdt que d’imposer une
conclusion déterminée, le rythme du montage encourage les spectateurs a établir leurs propres liens. L’effet
politique du documentaire dépend ainsi du travail actif d’interprétation, de comparaison et de prise de position
du spectateur, ce qui constitue un mécanisme essentiel de I’activisme furtif.

*Saving on Reputation* (2024) montre comment la critique politique dans les médias numériques
peut étre réitérée a 1’aide de méthodes esthétiques qui s’inscrivent dans la circulation des plateformes tout en
remettant en cause de I’intérieur les codes de représentation dominants. En redistribuant ce qui devient audible
et visible par le montage, le rythme et des lacunes délibérées, le documentaire produit une prise de position
critique intensément affective mais non ciblée. Il repositionne les spectateurs en tant qu’interprétes plutot qu’en
tant que destinataires passifs. Cette étude contribue a la recherche sur le documentaire numérique en tant que
communication politique en montrant comment la critique peut opérer a travers la forme dans des conditions
de gouvernance des plateformes et de visibilité risquée. De futures recherches pourraient comparer plusieurs
productions de 140journos et intégrer la réception par le public afin de mieux comprendre comment ces
interventions furtives sont interprétées et diffusées au sein des publics numériques.
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Mots-clés : documentaire, activisme furtif, 140journos, Saving on Reputation.

Resumen Estructurado:

Este estudio sostiene que el entorno de los medios digitales de Turquia no es meramente un espacio
para la circulacion de contenidos, sino un ambito en el que se entrecruzan las estrategias estéticas y las practicas
de resistencia. Durante la tltima década, la consolidacion de los medios de comunicacion dominantes bajo
influencia politica y el endurecimiento de las presiones legales y econémicas sobre la libertad de expresion han
empujado al periodismo independiente hacia las plataformas digitales. Sin embargo, estas plataformas no son
vectores neutrales: la clasificacion algoritmica, los incentivos de monetizacion y las practicas de moderacion
determinan qué se hace visible, qué circula ampliamente y qué queda marginado. En tales condiciones, la
confrontacién politica abierta puede resultar arriesgada o ineficaz, y la comunicacion critica puede pasar de
una retorica de oposicion directa a modos de expresion indirectos, formales y estéticos.

En este contexto, el estudio examina 140journos, un colectivo mediatico con sede en Turquia fundado
en 2012 que inicialmente gano visibilidad a través del periodismo ciudadano centrado en Twitter y que
posteriormente se orientd hacia la narracién documental de formato largo distribuida principalmente en
YouTube. El objetivo es analizar como el lenguaje documental de 140journos genera critica a través de lo que
este articulo conceptualiza como activismo implicito, o furtivo. El activismo furtivo se define como un modo
de resistencia que opera en condiciones de visibilidad arriesgada y que genera significado critico a través de la
implicacion, la asociacion, el simbolismo, el sonido, el ritmo y el montaje, sin parecer abiertamente opositor.

El marco tedrico integra tres perspectivas. En primer lugar, la nocion de Ranciére sobre la distribucion
de lo sensible conceptualiza la estética como una politica de visibilidad que estructura quién puede aparecer,
hablar y ser escuchado. En segundo lugar, el régimen de transparencia de Han explica como la cultura digital
gobierna a través de la divulgacién voluntaria y la participacion continua, haciendo hincapié en como la
exigencia de permanecer visible reconfigura la comunicacion y la formacion del sujeto. En tercer lugar, la
distincion entre estrategia y tactica de de Certeau aclara como los actores sin poder estratégico pueden
reaprovechar los codigos representativos dominantes desde dentro y convertir los formatos del sistema en
maniobras tacticas.

La investigacion emplea un disefio cualitativo que combina el analisis narrativo cualitativo con el
analisis de textos audiovisuales. El enfoque empirico se centra en el documental de 140journos *Saving on
Reputation* (*Itibardan Tasarruf*, 2024), tratado como un artefacto cultural delimitado situado dentro de la
ecologia mediatica de las plataformas de Tirkiye. El analisis traza un mapa de la organizacion narrativa,
incluyendo la estructura temporal, la secuenciacion, la focalizacion y el posicionamiento del espectador.
Examina elecciones audiovisuales como la construccion de los personajes, el montaje de material de archivo,
el diseflo de sonido, el ritmo, el silencio estratégico y los contrastes visuales. En lugar de tratar el documental
como un reflejo neutral de los acontecimientos, el estudio lo aborda como una forma de comunicacién politica
llevada a cabo a través de la forma, en la que el significado surge de como se muestran, yuxtaponen, ralentizan
o dejan sin decir las cosas.

Los resultados indican que la critica del documental se transmite principalmente a través de la forma
y la estructura, mas que mediante un conflicto abierto. Una organizacion temporal no lineal yuxtapone
imagenes de archivo de los afios noventa y dos mil con escenas contemporaneas y comentarios de expertos,
creando contrastes entre los discursos politicos del pasado y los resultados actuales. Este montaje intertemporal
funciona menos como una comparacion directa que como una construccion interrogativa que activa la memoria
y fomenta el cuestionamiento. Al confrontar las promesas y los estilos retoricos anteriores con las
consecuencias actuales, el documental desmonta las pretensiones de continuidad y coherencia en la
autorrepresentacion politica.

La construccion de los personajes refuerza esta critica polifonica. En lugar de centrarse en héroes
singulares, la narrativa retne voces plurales que representan distintos grupos sociologicos. Los antiguos
simpatizantes del partido gobernante, por ejemplo, no se limitan a expresar su decepcion personal, sino que
también ponen de manifiesto cambios mas amplios en las expectativas de la clase media conservadora, en sus
marcos morales y en su sentido de pertenencia. Junto a los testimonios, el documental pone en primer plano
las voces de expertos —entre ellos periodistas, economistas, politdlogos y sociélogos— que aportan marcos
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interpretativos y conectan las experiencias individuales con las dinamicas estructurales. De este modo, el
documental funciona no solo como una recopilacion de testimonios, sino también como un espacio mediado
de razonamiento publico critico.

La representacion del presidente Erdogan ejemplifica un activismo furtivo a nivel de la construccion
audiovisual. Aunque no se le presenta como narrador en pantalla, las grabaciones de voz seleccionadas y sus
apariciones en material de archivo lo mantienen continuamente presente como figura simbolica de la
transformacion ideoldgica. La yuxtaposicion de imagenes anteriores, en las que se dirige al publico de forma
modesta y directa, con escenas posteriores de protocolo, espectaculo y seguridad genera un conflicto de
memoria visual que cuestiona la continuidad sin recurrir a la denuncia directa.

El sonido y el silencio funcionan como instrumentos retoricos clave. El discurso claro y experto se
alterna con la retdrica de archivo y la misica minimalista, mientras que las pausas, las pantallas en negro y los
cortes abruptos ralentizan la recepcion y abren brechas interpretativas. En lugar de imponer una conclusion
determinada, el ritmo del montaje anima a los espectadores a establecer sus propias conexiones. El efecto
politico del documental depende, por tanto, del trabajo activo de interpretacion, comparacion y
posicionamiento del espectador, lo que constituye un mecanismo esencial del activismo furtivo.

Saving on Reputation (2024) muestra como la critica politica en los medios digitales puede repetirse
utilizando métodos estéticos que se adaptan a la circulacion en las plataformas, al tiempo que desafian desde
dentro los codigos representativos dominantes. Al redistribuir lo que se hace audible y visible a través del
montaje, el ritmo y las lagunas deliberadas, el documental produce una postura critica afectivamente intensa,
pero no dirigida a un publico especifico. Reposiciona a los espectadores como intérpretes en lugar de receptores
pasivos. El estudio contribuye a la investigacion sobre el documental digital como comunicacion politica al
mostrar como la critica puede operar a través de la forma en condiciones de gobernanza de las plataformas y
visibilidad arriesgada. Futuras investigaciones podrian comparar multiples producciones de 140journos e
incorporar la recepcion del publico para comprender mejor como se interpretan y difunden estas intervenciones
furtivas entre los publicos digitales.

Palabras clave: documental, activismo furtivo, 140journos, saving reputation.
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CTpyKTYpHpOBaHHOE pe3loMe:

B naHHOM MccenoBaHNY yTBEPXKIACTCS, UTO cpeia HU(POBEIX Meaua B Typuun npeacrasisieT coooi
HE MPOCTO NMPOCTPAHCTBO Ul PaCIPOCTPAHEHHS KOHTEHTA, a apeHy, Ha KOTOPOH MEePECEKAI0TCS ICTETUIECKHE
CTpaTeruH U MPAKTHKH COIPOTUBIICHHUS. 3a MoCIeIHee NecTHIeTHEe KoHconuaanusa MeitHcTpuMHbIXx CMU o
MOJUTUYECKUM BIIMSHHEM M YCHJIEHHE IPAaBOBOIO M 3KOHOMHYECKOTO IaBJICHHS Ha CBOOOMY CIOBa
MOATOJIKHYJIM HE3aBUCUMYIO JKYPHAIIMCTUKY K repexony Ha undpoblie miarhopmbl. OTHaKO 3TH MIaTGOPMEI
HE SIBJIAIOTCS HEWTPaNbHBIMM HOCHTENISIMM HWH()OpMALUK: alIrOpUTMHUYECKas PaHKHUPOBKA, CTUMYJIBI
MOHETH3aIlMM ¥ TPAKTHKA MOJCPAIld OIPEENIAIOT, YTO CTAHOBHTCS BHIUMBIM, YTO IIHPOKO
pacmpocTpaHseTcs, a 4TO ocTaeTcst Ha 000unHe. B TaknxX yCIIOBHSX OTKPBITas ONUTHYECKAsT KOHPPOHTAIHS
MOXET CTaTh PUCKOBAaHHOW MM HE3(D(HEKTUBHOMN, a KPUTHUYECKAsh KOMMYHHKALMSI MOXKET TIEPEHTH OT IPSIMOH
OMMO3UIIMOHHON PUTOPUKH K KOCBEHHBIM, (POPMAIIbHBIM ¥ 3CTETHYECKUM (POPMaM BBIPAKEHHS.

B aToM KOHTEKCTE B MCcceoBaHUN paccMaTpuBaercs «140journos» — Typeukuit Meua-KoJUIeKTHB,
ocHoBaHHBIN B 2012 oy, KOTOPBIH H3HAYAIEHO ITPUBIIEK BHUMaHKE OJlaroapsi TpaxJI1aHCKOH Ky pHAJIUCTHKE,
cocpenoroueHHoW Ha Twitter, a TmO3Ke NEPEOPUCHTHPOBAICS Ha CO3JaHHE ITOJHOMETPAXKHBIX
JIOKyMEHTaJIbHBIX PaccKa3oB, pacHpoCTpaHsIeMbIX NpeuMyliecTBeHHO Ha YouTube. Llens nccnenoBanus —
MIPOAHAIM3UPOBATH, KaK JTOKYMEHTAJIBHBIN A3bIK «140journos» reHepupyeT KpUTHKY ITOCPEACTBOM TOTO, UTO
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B JIaHHOH CTaThe KOHIENTYAIH3UPYETCs KaK UMIUTUIIUTHBINA, WA CKPBITHIH, akTHBU3M. CKPBITHIN aKTHBU3M
ompenensercs Kak (opMa CONPOTHBICHHSA, ICHCTBYIOMAs B YCIOBHAX PHCKOBAHHOW BHINMOCTH U
TeHEePHUPYOMasi KPUTHICCKAH CMBICH TTOCPEICTBOM ITONTEKCTA, aCCOLHUAINN, CHMBOJIM3MA, 3ByKa, pUTMa U
MOHTa’ka, HE BBITJISAIS TIPH TOM OTKPHITO OMMO3HITHOHHBIM.

Teopetndeckass OcHOBa OOBEHAMHSET TPH TMEPCICKTUBBL. Bo-mepBbIX, moHsATHE PaHchepa o
pacrpesielleHil IyBCTBEHHOTO KOHIICTITYaJM3MPYeT JSCTETHKY KaK TIONHTHKY BHAMMOCTH, KOTOpas
OTIPENIEIISAET, KTO MOXKET MOSIBIISATHCS, TOBOPUTH U OBITh YCIBIIIAHHBIM. BO-BTOPBIX, «PEKUM MPO3PAYHOCTH)
XaHa OOBSCHSACT, Kak HU(pPOBas KyJIbTypa OCYMICCTBISCT YIPABICHHUE MOCPEICTBOM OOPOBOJIBHOTO
PacKpBITUS WHPOPMAIUU U HENPEPHIBHOTO YYACTHS, MOTYCPKUBAs, KaK TPEOOBAHUE OCTABATHCS BUIUMBIM
MepecTpauBaeT KOMMYHUKAIUIO U (OPMHUPOBaHHE CyObekTa. B-TpeThbUX, pa3rpaHUYCHUE «CTPATETUU» U
«taktukm» jae CepTo MpOsCHIET, KaK aKTOpbl, HE OOJIAJAIONINe CTPATErHYCCKOW BIACTBIO, MOTYT
MEPCOPUCHTUPOBATh JOMUHHUPYIONINE KOJBI PEIPE3CHTAIIMM U3HYTPH U MPEBPATUTh (OPMAThI CUCTEMBI B
TaKTUYECKNUE MaHEBPEI.

B uccneqoBaHUU UCTIONB3YETCS KAYECTBEHHBIH MMOX0/I, COUCTAIOIINI KAYeCTBCHHBIN HAPPATUBHbIH
aHalM3 C aHaJIM30M ayJUOBU3YAILHOIO TEKCTa. OMIUPUYCCKUM OOBEKTOM HCCIICOBAHUS SIBISECTCS
IOKYMEHTaNbHBIH ¢mapM  140journos «JkoHoMuss Ha penyranum»  (ftibardan Tasarruf, 2024),
paccMaTpUBaeMblil KaK OTpaHMYCHHBIN KyJIbTYPHBIH apTe(akT, pacroloKEeHHbIH B paMKax MEAUadKOIOTHU
Typuun, ocHOBaHHOW Ha mardopmax. AHaIM3 OTOOpaKaeT OPraHW3alUI0 MOBECTBOBAHHS, BKJIHOYAs
BPEMEHHYIO CTPYKTYpPY, IOCIEA0BATCIbHOCTh, (DOKYCHPOBKY M MO3MIIMOHUPOBAaHHE 3puTeisi. B HEM
HCCIICAYIOTCS ayIHOBU3yaIbHBIC MPUEMBI, TAKUE KaK MIOCTPOCHUE 00Pa30B MEPCOHAKEH, MOHTAX apXUBHBIX
MaTepHaJoB, 3BYKOBOC O(QOPMIICHUE, PUTM, CTPATETHYECKOS MOYAHUE U BU3yajbHBIC KOHTPACTHL. BmecTo
TOrO YTOOBI PACCMATPHUBAThH TOKYMEHTAIbHBIH (DUIbM KaK HEUTPATbHOE OTPAKEHUE COOBITUM, UCCIICIOBAHHE
MOJXOAUT K HEMYy KakK K (pOpME MOJUTHYCCKOH KOMMYHHKAIIUH, peaau3yeMoi uepe3 (Gpopmy, TIe CMBICI
BO3HUKAET U3 TOTO, KaK BEIIH TOKA3bIBAKOTCS, COMOCTABIISIIOTCSI, 3aME/ISIFOTCS MITH OCTAIOTCS HECKA3aHHBIMHU.

Pe3ynbTaThl MccaemoBaHUSA MOKA3bIBAIOT, YTO KPUTHKA B JOKYMEHTAIBHOM (PHIIbME IepenaeTcs B
MEPBYIO odepensp depe3 GopMy M CTPYKTYpY, a He depe3 OTKPHITBI KoH(IMKT. HenwHelHas BpeMeHHas
opraHuzaiusi COmnocTaBiseT apxuBHbie Kaapbl 1990-x um 2000-X romoB C COBpPEMEHHBIMH CIICHAMH U
KOMMEHTapHUsSAMH 3KCIIEPTOB, CO37aBas KOHTPACTHI MEXAY IMOJIHTHICCKAMH JTUCKYPCAMH TIPOIIOr0o M
HBIHEITHUMH pe3yJbTaTaMH. JTOT MEXKBPEMEHHOW MOHTaX (YHKIHOHHPYET HE CTONBKO KakK HpsMOe
CpaBHEHHE, CKOJBKO KaK BOIPOCUTENbHAS KOHCTPYKIIHS, KOTOpas aKTHBH3UPYET MaMsATh M MOOYXKIaeT K
MOCTaHOBKE BOMpocoB. COIMOCTaBNsAs MPEeKHHWE OOCNIAHMS W PHUTOPUYECKUE TPUEMBI C HBIHEITHUMHU
MOCIIEACTBUSIMH, JOKYMEHTAIBHBINA (DUIIBM MOAPHIBAET YTBEPKIACHHUS O MPEEMCTBEHHOCTU M IEJIOCTHOCTU B
MOJIMTUYECKOM CaMOTIPEICTABIICHUH.

ITocTpoeHne 00pa3oB MEepPCOHAXEH YCHUIMBAET 3Ty MHOTOT'OJIOCHYIO KPUTHKY. BMecTo TOro 4ro0Ost
COCpPEeOTOUMBAThCA HAa OTAEIBHBIX TeposiX, ITOBECTBOBAHHE OOBEIUHSIET MHOXXECTBO TOJIOCOB,
MPE/ICTABISIIONINX PA3IMYHbIE COLMOJIOTMYecKHe Tpymmbl. Hanmpumep, OBIBIIME CTOPOHHUKHM HpaBsmeH
MapTHU HE NPOCTO BBIPAXKAIOT JIMYHOE PA304apOBAHNE; OHM TAK)Ke yKa3bIBAIOT Ha OoJiee MIMPOKUE CIIBUTH B
OKUJIaHUSIX KOHCEPBATUBHOIO CPEJHEr0 KJIACCA, €r0 MOPAIBHBIX OPUEHTHUPAX M UyBCTBE IMPUHAIIECKHOCTH.
Hapsimy co cBuperenbcTBaMM B JIOKYMEHTAJIbHOM (HMIIbME Ha MEPBBIN IUIAH BBIXOIAT MHEHHS SKCIEPTOB,
BKIIIOYasl  JKypHAJIUCTOB, HKOHOMHCTOB, IOJUTOJOIOB W  COLIMOJIOTOB, KOTOpBIE  IIPEIArarT
UHTEPIIPETALIMOHHBIE PAMKHU U CBS3BIBAIOT WHJUBUIYaJIbHBIM ONBIT CO CTPYKTYpPHOH AuHamukoil. Taxum
00pa3oM, JIOKYMEHTaJbHbIA (UIBM BBICTYIIAET HE TOJBKO Kak COOpPHHMK CBHUJETEIbCTB, HO M Kak
OTIOCPETOBAaHHOE MTPOCTPAHCTBO KPUTHUECKOTO My OJIMYHOTO Pa3MBIIIICHHUS.

OO6pa3 mpe3uneHTa DpJoraHa WLTIOCTPUPYET CKPBITHIH aKTUBU3M Ha YPOBHE ayIHOBU3YaJIHHOMN
KOHCTPYKUMH. XOTS OH HE BBICTYIAaeT B POJIM JKPAHHOTO paccKa3uuka, TIIATENbHO M0100paHHbIe
AyaAnO3aIIMC U apXUBHBIC KaJApbl ACIAIOT €ro MOCTOAHHO MPUCYTCTBYIOHNIMM B Ka4€CTBEC CHMBOJIMYECKON
¢urypsl uaeonorundeckoir Tpanchopmanuu. ComnocTaBieHHE pPaHHUX OO0Opa30B CKPOMHOTO, IPSIMOTO
obpamenusi ¢ Oojee IMO3IHUMH CIEHAMH IIPOTOKOJA, 3PEJIUIIHOCTH W Mep Oe30MacHOCTH IOPOXKAAET
KOH(MIMKT BU3YAJILHOH ITaMsTH, KOTOPBI CTaBUT 0]l COMHEHHE NPEEeMCTBEHHOCTb, He ITpHUOeras K mpsMoMy
OCYXIECHHUIO.

3ByK W TUIIMHA BBICTYHNAIOT B KAYCCTBC KIIHOYCBBIX PHUTOPUYCCKUX HHCTPYMCHTOB. Yetkas peyb
OKCIICPTOB YEPEAYCTCs C apXPIBHOﬁ pHTOpHKOﬁ 1 MUHMMAaJIACTHYHOMN My3LIKOI>i, B TO BpEMs KaK 11ay3bl, YCPHBIC
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9KpaHbl U PE3KHE NEePEeXOAbl 3aMEIJISIIOT BOCHPUATHE M OTKPBIBAIOT MPOCTPAHCTBO IJISI WHTEPIPETALHH.
BwmecTo Toro yTOOBI HaBA3BIBATE OIIPECICHHBIN BRIBO, PUTM MOHTa)Ka IMMOOYKIaeT 3pUTeIIei yCTaHABINBATh
coOCTBEHHBIC CBSI3U. TakuM 00pa3oM, IMOJUTHICCKHH SPPEKT TOKYMEHTAILHOTO (HIbMa 3aBHCHT OT
AKTUBHOH HWHTEPIPETAIMOHHON, CPaBHUTENBHOW M TIO3WIIMOHHOW pabOTBI 3pHUTENsI, YTO COCTABIACT
CYIIIECTBEHHBIN MEXaHNU3M CKPBITOTO aKTHBU3MA.

O®wmeM «Saving on Reputation» (2024) neMOHCTpHPYET, KaK MOJUTHICCKas KPUTHKA B ITU(PPOBHIX
Me/Ia MOKET TIOBTOPSATHCS C TIOMOIIBIO A3CTETUUCCKUX METOJIOB, KOTOPBIC PabOTAIOT B paMKaX MUPKYJIISIHA
wiathopM, OJHOBPEMEHHO Opocas BBI30B JOMUHHPYIONIMM KOJAM  PEMpPE3CHTAlMd  H3HYTPH.
[epepacmpenensist TO, YTO CTAHOBUTCS CIBIIIIAMBIM U BUMMBIM OCPEICTBOM MOHTAKa, PUTMA i HAMEPEHHBIX
npo0eJIoB, MOKYMEHTAIbHBIN (GuiabM (HOPMHUPYET 3MOIMOHAIBLHO HACHIIICHHYIO, HO HE HAIMPABICHHYIO Ha
KOHKPETHYIO IIeJIb KPUTUUCCKYIO Mo3ulmioo. OH Mepeno3niuOHUPYET 3pUTEICH KaK HHTEPIPETaTOPOB, a HE
KaKk TIaCCHBHBIX pEIUNHEHTOB. JlaHHOe WcCcIemoBaHME BHOCHUT BKIAJ B H3yYeHHE LUPPOBOrO
JIOKyMEHTAJIbHOTO KMHO KaK CPeJCTBa MOJUTHYECKON KOMMYHHUKAINH, AEMOHCTPUPYS], KaK KPUTHKA MOMKET
OCYIIECTBISIThCS depe3 (opMy B YCIOBHUSIX YyIpaBiieHHs MaardhopMaMH M PHUCKOBAHHOW BUAMMOCTH. B
OyAylMX UCCICIOBAHUAX MOXXKHO CPaBHHTh HECKOJILKO paboT 140journos u y4ecTh peakiio ayIUTOPHUH,
YTOOBI JIydllle MOHSATh, KAaK TAKHE CKPBITHIC HHTEPBCHIUH WHTEPIPETHPYIOTCS U PACHPOCTPAHSIOTCS B
(pOBOM MPOCTPAHCTBE.

KiroueBble cj0Ba: [OKYMEHTalIbHOEC KHHO, CKpBHITBIM akTtuBu3M, 140journos, «Cmacenne
penyTanum.
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Yapilandirilmis Ozet:

Bu ¢alisma, Tiirkiye’de dijital medya ortaminin yalnizca igerik dolasimina imkan veren bir alan
olmadigini; estetik stratejiler ile direnis pratiklerinin kesistigi bir mecra olarak da isledigini ileri siirmektedir.
Son on yilda ana akim medyanin siyasal etki altinda yogunlagmasi ve ifade 6zgiirliigii lizerindeki hukuki ve
ekonomik baskilarin artmasi, bagimsiz gazeteciligi dijital platformlara yoneltmistir. Ancak bu platformlar
tarafsiz tasiyicilar degildir; algoritmik siralama, gelir elde etme mekanizmalar1 ve igerik denetim pratikleri
neyin goriiniir olacagini, neyin genis dolasima girecegini ve neyin marjinal kalacagini belirlemektedir. Bu
kosullar altinda agik politik karsilagsma riskli ya da etkisiz hale gelebilmekte; elestirel iletisim dogrudan muhalif
sOylemden dolayli, bi¢cimsel ve estetik ifade bi¢cimlerine kayabilmektedir.

Bu baglamda ¢alisma, 2012 yilinda kurulan, baslangigta Twitter merkezli yurttas gazeteciligiyle
goriiniirlik kazanan ve daha sonra agirlikli olarak YouTube iizerinden dolagima giren uzun soluklu belgesel
anlatilarina odaklanan Tiirkiye merkezli medya kolektifi 140journos’u incelemektedir. Calismanin amaci,
140journos’un belgesel dilinin bu makalede 6rtiik aktivizm olarak kavramsallastirilan elestiri bigimini nasil
tirettigini analiz etmektir. Ortiik aktivizm, riskli goriiniirlik kosullar1 altinda isleyen, agik¢ca muhalif
goriinmeden ima, ¢agrisim, sembolizm, ses, ritim ve montaj yoluyla elestirel anlam {ireten bir direnis bi¢imi
olarak tanimlanmaktadir.

Calismanin kuramsal gergevesi ii¢ temel yaklasimi bir araya getirmektedir. Ilk olarak Ranciére’in
duyulur olanin paylagimi kavrami, estetigi kimin goriinebilecegini, konusabilecegini ve duyulabilecegini
belirleyen bir goriiniirliik politikasi olarak kavramaya imkéan tanimaktadir. ikinci olarak, Han’in seffaflik
rejimi, dijital kiiltiiriin goniillii ifsa ve siirekli katilim yoluyla nasil isledigini agiklamakta; goriiniir kalma
zorunlulugunun iletisim bigimlerini ve 6znelesme siireclerini nasil yeniden sekillendirdigini vurgulamaktadir.
Ugiincii olarak da Certeau’nun strateji-taktik ayrimui, stratejik giice sahip olmayan aktorlerin hakim temsil
kodlarin1 igeriden nasil yeniden islevlendirebildiklerini ve sistemin bigimlerini taktiksel manevralara
doniistiirebildiklerini agiklamaktadir.

Arastirma, nitel anlati ¢6ziimlemesi ile gorsel-isitsel metin ¢éziimlemesini bir araya getiren nitel bir
desen iizerine kuruludur. Caligmanin ampirik odagini, Tiirkiye’nin platformlagsmis medya ekolojisi iginde
konumlanan sinirh bir kiiltiirel {iriin olarak ele alman 140journos’un itibardan Tasarruf (2024) belgeseli
olusturmaktadir. Analizde anlat1 6rgiitlenmesi, zaman yapisi, siralama, odaklama ve izleyici konumlandirmasi
bakimindan haritalandirilmakta; karakter ingasi, arsiv montaji, ses tasarimi, ritim, stratejik sessizlik ve gorsel
karsitliklar gibi gorsel-isitsel tercihler incelenmektedir. Calisma, belgeselin olaylarin tarafsiz bir yansimast
olarak degil, anlamin neyin nasil gosterildigi, neyle yan yana getirildigi, nerede yavaslatildig1 ya da neyin
sOylenmeden birakildigi {izerinden iiretildigi bigimsel bir politik iletisim alani olarak ele almaktadir.

Bulgular, belgeseldeki elestirinin agik bir ¢atismadan ¢ok bicim ve yapi aracilifiyla iretildigini
gostermektedir. Dogrusal olmayan zaman orgiitlenmesi, 1990°lara ve 2000’lere ait argiv goriintiilerini giincel
sahneler ve uzman yorumlariyla yan yana getirerek gegmis siyasal sdylemler ile bugiinkii sonuglar arasindaki
karsitliklar1 kurmaktadir. Bu zamanlar arast montaj, dogrudan bir karsilastirmadan ziyade bellegi harekete
gegiren ve sorgulamayi tesvik eden bir soru yapist gibi islemektedir. Belgesel, dnceki vaatleri ve retorik
bicimleri bugiinkii sonuglarla kars1 karsiya getirerek siyasal 6ztemsildeki siireklilik ve tutarlilik iddialarini
kesintiye ugratmaktadir.

Karakter insast bu c¢oksesli elestiriyi giiclendirmektedir. Anlati, tekil kahramanlart merkeze almak
yerine farkli sosyolojik kiimeleri temsil eden ¢ogul sesleri bir araya getirmektedir. Ornegin, iktidar partisinin
eski destekgileri yalnizca kisisel hayal kirikliklarii aktarmamakta; ayni1 zamanda muhafazakar orta sinifin
beklentilerinde, ahlaki cercevelerde ve aidiyet duygularinda yasanan daha genis doniisiimlere de isaret
etmektedir. Tanikliklarin yaninda belgesel, gazeteciler, ekonomistler, siyaset bilimciler ve sosyologlar gibi
uzman sesler de 6ne ¢ikarilarak bireysel deneyimler yapisal dinamiklerle iliskilendiren yorumlayici ¢ergeveler
sunulmaktadir. Bu yoniiyle belgesel yalnizca bir tanikliklar toplami olarak degil, elestirel kamusal aklin
dolayimlanmis bir alani olarak da islemektedir.

Cumbhurbagkan1 Erdogan’in temsili gorsel-isitsel insa diizeyinde ortiik aktivizmin dikkat ¢ekici bir
ornegini olugturmaktadir. Erdogan belgeselde ekranda konumlanan bir anlatici olarak yer almasa da secilmis
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ses kayitlar1 ve arsiv goriintiileri araciligiyla ideolojik doniigiimiin sembolik bir figiirii olarak siirekli bigimde
varlik gostermektedir. Daha miitevazi ve dogrudan hitaba dayali erken donem goriintiileri ile protokol, gdsteri
ve giivenlik sahneleriyle belirlenen sonraki goriintiilerin yan yana getirilmesi, dogrudan kinama ya da su¢lama
diline bagvurmadan siireklilik fikrini sorgulayan bir gorsel hafiza ¢atigmasi tiretmektedir.

Ses ve sessizlik belgeselde temel retorik araglar olarak iglev gormektedir. Uzman konusmalari, arsiv
retorigi ve minimal miizik doniisiimlii olarak kullanilmakta; duraklamalar, siyah ekranlar ve ani kesmeler
izleme deneyimini yavaslatarak yoruma agik bosluklar olusturmaktadir. Belgesel belirli bir sonucu izleyiciye
dayatmak yerine, montaj ritmi araciligiyla izleyiciyi baglantilar1 kendisinin kurmasina tesvik etmektedir. Bu
nedenle belgeselin politik etkisi, izleyicinin aktif yorumlama, karsilagtirma ve konum alma siireglerine baglidir;
bu durum ortiik aktivizmin temel mekanizmalarindan birini olusturmaktadir.

itibardan Tasarruf (2024), dijital medyada politik elestirinin platform dolagimiyla uyumlu kalirken
hakim temsil kodlarin1 igeriden sarsan estetik taktikler araciligiyla nasil yeniden (iiretilebildigini
gostermektedir. Belgesel montaj, ritim ve bilingli bosluklar araciligiyla neyin duyulur ve goriiniir hale geldigini
yeniden diizenleyerek duygulanimsal yogunlugu yiiksek, ancak dogrudan hedef gdstermeyen elestirel bir
konum tiiretmekte ve izleyiciyi pasif bir alict olmaktan ¢ikarip yorumlayici bir 6zne olarak yeniden
konumlandirmaktadir. Calisma, platform yonetisimi ve riskli goriiniirliik kosullar1 altinda elestirinin bigim
araciligiyla nasil isleyebilecegini gostererek dijital belgeseli politik iletisim olarak ele alan arastirmalara katki
sunmaktadir. Gelecek arastirmalar, birden fazla 140journos yapimini karsilastirmali olarak inceleyebilir ve bu
tiir 6rtiik miidahalelerin dijital kamular i¢inde nasil yorumlandigini ve dolagima girdigini daha iyi anlamak i¢in
izleyici alimlamasini analize dahil edebilir.

Anahtar Kelimeler: Belgesel, Ortiik aktivizm, 140journos, Itibardan Tasarruf.
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Reputation

Introduction

Today, the digital media landscape is not merely a platform for sharing content. It has
become a space where political subjectivity is reproduced and where aesthetic and resistance
strategies intersect. Particularly under repressive political regimes, where direct channels of
expression are restricted, artists, journalists, and independent media producers feel compelled to
express political criticism through indirect means. These new forms of expression often rely on a
narrative strategy woven with aesthetics and operating through implication and association, rather
than open opposition. As Jacques Rancicre (2013) puts it, such aesthetic interventions expand the
political sphere by reorganizing the sharing of the audible. In this context, aesthetics is not merely a
matter of form; it becomes a tool and a space that enables political impact.

The transformation of the media landscape in Tiirkiye over the past decade has further
heightened the importance of such forms of implicit resistance. The fact that mainstream media has
largely come under government control (Demir, 2013), coupled with restrictions on freedom of
expression through legal and economic pressures, has made digital platforms a necessary alternative
for independent journalism (Yesil, 2016). However, these digital alternatives are not entirely free
either. The internet’s platform-dependent nature exposes content creators not only to state censorship
but also to structural constraints such as algorithmic visibility and the advertising economy
(Gillespie, 2018; Srnicek, 2017). This dual pressure has led to the development of new narrative
strategies, particularly in the production of political content.

In this context, digital media are not merely a refuge for independent journalism; they are
also a production environment where state control and platform logic operate simultaneously. Within
this dual framework of constraints, political communication is often compelled to adopt narrative
forms that allow for visibility—while framing criticism at a formal level—rather than engaging in
open conflict. Consequently, the new actors emerging in Tiirkiye’s digital sphere can be viewed both
as products of these structural constraints and as concrete examples of practices designed to navigate
them.

Founded in 2012, 140journos is an innovative media collective that has played a significant
role in transforming independent digital journalism in Tirkiye (Baykurt, 2014). The team, which
initially operated via Twitter using a citizen journalism model, gained visibility through its practice
of gathering, verifying, and disseminating field information (Lichterman, 2014; Matias, 2014). Over
time, it has shifted toward longer-form, cinematic narrative formats addressing social, political, and
cultural issues. The content 140journos distributes via YouTube positions the platform as a digital
storytelling platform featuring high-production-value videos reminiscent of the documentary format
and character-driven narratives (Friedrich Naumann Foundation for Freedom, 2024). Documentaries
can be interpreted not merely as tools for conveying news, but as aesthetic arrangements aimed at
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transforming the viewer’s political and emotional stance. Rather than using a directly oppositional
language in their content—and often avoiding a directly confrontational discourse through tools such
as implication, irony, and dramatic tension—they prefer to reproduce critical political discourse on
an aesthetic plane through formal decisions such as narrative rhythm, audiovisual editing, and
character selection (Baykurt, 2014).

Thus, these narratives can be evaluated as formal arrangements capable of opening up a space
for interpretation within the gaps between what representation shows and what it implies. Studies on
140journos indicate that the platform can be regarded as an alternative new media practice situated
outside mainstream media structures and that it can play a role in the production of social memory
through its documentary content (Sayar, 2017; Gokirmakli, 2020). Within this framework, when
considered alongside Michel de Certeau’s (1988) concept of tactics developed in everyday life, 140
journalists’ digital documentary narratives can be read not as entirely outside dominant media
strategies, but as situated within their modes of circulation and representation. Therefore, it is
possible to evaluate 140journos not merely as a media collective that produces content, but as a
narrative actor with the potential to shape the ground for political perception and debate within the
digital public sphere through its aesthetic choices. This potential takes on particular significance in
the Turkish context, where restrictions on freedom of expression and the press have been reported
(European Commission, 2024; U.S. Department of State, 2024), in terms of the production of
alternative information, visibility, and memory.

The narrative structure of 140journos documentaries lends itself to being interpreted through
the tensions between individual experiences and structural conditions, rather than always establishing
classical dramatic conflict through a direct antagonist-protagonist relationship. Studies examining
the transformation of documentary narrative on digital platforms indicate that producers like
140journos should be evaluated within the context of digital circulation conditions, audiovisual
editing styles, and the evolving aesthetics of documentary narrative—distinct from traditional
television documentary-making (Kaynarca, 2024). The characters featured in these works can be
viewed not merely as individuals relaying their personal testimonies but also as bearers of specific
social positions, fractures, and experiences. Consequently, the representation of these characters
allows for an examination of the narrative and audiovisual choices through which the relationship
between the system and the individual is established.

Building on these accounts, this study aims to analyze the aforementioned narrative forms
within the framework of the concept of “furtive activism.” Furtive activism refers to a form of
resistance that is not overtly oppositional but conveys anti-systemic messages through aesthetics,
narrative, and the interplay of sound and image. This research, which examines the narrative forms
developed in the digital documentary content of the Tiirkiye-based independent media collective
140journos as a space of political and aesthetic resistance, aims to demonstrate how aesthetic and
political resistance intertwine in the digital furtive environment by analyzing these narrative forms
within the framework of the concept of implicit activism. To deconstruct the formal and narrative
layers of this aesthetics of resistance, the documentary Saving on Reputation (2024) was examined.
The study aims to reveal the forms of political subjectivity in an implicit position established through
the documentary’s visual narrative, character design, visual editing and composition, and sound use.
In doing so, it will offer a theoretical contribution to the new forms of expression in the digital age,
where art, media, and activism are intertwined.

140journos, Digital Documentary, and Alternative Media Literature

Studies on digital media and alternative publishing in Tiirkiye have largely addressed
140journos within the context of citizen journalism and counter-media practices that emerged in
response to the limitations of mainstream media. Tung (2014) notes that during the Gezi Park events,
in an environment where traditional media failed to fulfill its function, social media-based citizen
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journalism initiatives generated alternative information flows. The author evaluates 140journos as
one of the prominent examples of volunteer-based, non-commercial counter-media initiatives during
this period. Baykurt (2014) and Sayar (2017) also examine 140journos as a new practice of news
production and public visibility positioned outside mainstream media structures within Tiirkiye’s
evolving media landscape. Plocheck (n.d.), on the other hand, emphasizes that 140Journos
consciously distances itself from the traditional identity of journalism, positioning itself along the
axes of citizenship, information sharing, and public responsibility. These studies demonstrate that
140journos initially took shape not merely as a digital platform for reporting news, but as a media
practice striving to generate alternative information flows in response to the gaps left by mainstream
media.

140journos’s early-stage practice can also be linked to the literature on video activism and
online participatory media in Tirkiye. Doganay and Kara (2025), in their examination of the
transformation of video activism in Tirkiye before and after the Gezi Park events, position
140journos among the citizen journalism initiatives that emerged on Twitter in 2012. According to
the authors, 140journos’s early-period output took shape through live updates, photos, short videos,
and interviews related to court proceedings, memorial marches, and social events. Dogan (2025), on
the other hand, discusses the relationship between online participatory media and social movements
using the Gezi Park movement as an example, demonstrating that digital media practices should be
evaluated not only in terms of news circulation but also in terms of collective visibility, participation,
and the production of civic expression. This framework allows for an evaluation of 140journos’s
current documentary production not as an aesthetic transformation detached from its roots in citizen
journalism, but rather as part of a continuum of practices involving visual testimony, digital
circulation, archiving, and political participation.

Another prominent theme in the literature on 140journos is the platform’s role in the
production of social memory. Gokirmakli (2020) examines 140journos’ documentary series on
current events within the context of social memory construction; she highlights how the year-end
videos archive current events, establish connections between the past and the present, and create an
alternative space for remembrance through new media. This approach demonstrates that 140journos’
content should be evaluated not merely as visual material with news value, but also as narratives that
shape memory and reconnect the audience with the past.

Studies examining the transformation of documentary narrative on digital platforms also
shed light on 140journos’s current production methods. Kaynarca (2024) notes that the aesthetics of
narrative in documentary films have changed with digitalization; using the examples of MUBI,
BluTV, and 140 Journos, he points out that digital platforms have transformed form, aesthetics, and
production practices in documentary production. In this context, 140journos stands out as a producer
that must be evaluated within the framework of digital distribution conditions, audiovisual editing
styles, and the evolving aesthetics of documentary narrative—distinct from traditional television
documentary-making.

Recent studies on 140Journos indicate that the platform should be discussed not only in terms
of its production methods but also in terms of audience reception. Drawing on YouTube comments
on 140Journos documentaries, Mutlu (2024) examines how young citizens in Tiirkiye perceive their
experience of authoritarianism through specific emotional frameworks and highlights emotions such
as hopelessness, anger, anxiety, and resentment that emerge in viewer comments. This finding is
significant because it demonstrates that the 140Journos documentaries connect with the audience not
only at the level of information transfer but also at the emotional and political levels.

Similarly, studies on independent publishing practices emerging within Tiirkiye's new media
landscape demonstrate that the alternative media sphere cannot be reduced to a single model. Bal,
Bulut, and Baruh (2018) show, through a comparison of Capul TV and 140journos, that
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alternative/citizen media initiatives have developed distinct forms of organization, production, and
sustainability. Sirvanl and Dagtas (2022), on the other hand, use Medyascope as an example to note
that new media-based alternative journalism differs from mainstream media in terms of production
and content; however, it also diverges from classical definitions of radical media through processes
of professionalization, institutionalization, and mass appeal. These findings indicate that digital
publishers such as 140journos should be evaluated not only within the category of “counter-media”
but also along the axes of professional production, visual narrative, digital circulation, and audience
engagement.

When considered collectively, these studies reveal that 140journos is primarily addressed in
the literature within the contexts of citizen journalism, alternative media, video activism, social
memory, the aesthetics of digital documentary, and audience emotional engagement. However,
existing studies focus only to a limited extent on which audiovisual and narrative strategies
140journos uses to produce political criticism. Building on this gap, this study examines the
documentary Saving on Reputation (2024) not only from the perspectives of alternative media or the
production of social memory, but also in terms of furtive activism strategies that operate through the
use of archives, the rhythm of editing, silence, visual contrast, character positioning, and the
interpretive spaces left open to the audience.

Aesthetic Regime, Digital Power, and Implicitness

One of the most fundamental characteristics of contemporary digital culture is its operation
under a regime of transparency, grounded in visibility, accessibility, and constant sharing (Han,
2015). Within this regime, while individuals voluntarily reveal themselves, media content is also
shaped by algorithms that determine interest levels (Kim, 2017; Petrescu & Krishen, 2020; Rachmad,
2024; Yanti et al., 2022). Art and political expression are not outside this structure; on the contrary,
they are at its center. All types of content produced on digital platforms—whether artistic or
journalistic—are intertwined with the technical, economic, and cultural conditions set by the
platforms (Caplan, 2018; Helmond, 2015; Nieborg & Poell, 2018; Srnicek, 2017). Within this
framework, the political impact of art must be considered not only in terms of content but also in
relation to the conditions of its production, circulation, and reception. Art is no longer merely about
what is said, but also about how, where, and by whom it is made audible. In this context, Ranciére’s
(2013) concept of the “sharing of the audible” is significant for understanding the intersection of the
aesthetic and the political spheres.

According to Ranciére (2013), aesthetics is not merely a matter of beauty or form. Aesthetics
is a political regime that determines how the senses are organized, who can see what, who can speak,
and what is deemed worthy of representation (Panagia, 2010; Porter, 2007). Consequently, every
aesthetic order is also a politics of visibility (Fisken, 2014). Ranciére rejects the classical distinction
between art and politics. According to him, every political action is also an aesthetic intervention,
because it reorganizes the sensible—that is, what can be seen, said, and felt (Ranciére, 2013).
However, these aesthetic-political interventions cannot be conceived independently of the unique
regimes of control in the age of digital media. In this order—conceptualized by Han (2015) as the
“transparency society”’—control operates less and less through direct censorship and prohibition, and
increasingly through platform architectures that encourage the obligation to be visible, voluntary
disclosure, and constant participation. Consequently, by sharing content online, revealing themselves
when necessary, and engaging in interactions, individuals actively contribute to the continuity of
surveillance (Andrejevic, 2007; Lyon, 2006; Zuboff, 2019). As people constantly produce content
for digital platforms to be watched, liked, and shared, a digital panopticon (Ferreira, 2024) is, in a
sense, being constructed. Consequently, even the circulation of a dissenting discourse in the classical
sense is possible only in accordance with the platform’s policies. According to Han, this compulsion
for visibility also shapes how individuals become subjects. From this perspective, digital activism is

Turkish Studies, 21(O1)



Resisting with Aesthetics: Furtive Activism in 140journos’ Documentary... 1773

concerned not only with content production but also with reshaping the conditions of online visibility.
It is precisely at this point that Michel de Certeau’s (1988) distinction between strategy and tactics—
developed in relation to everyday life—comes into play. According to him, strategy is the mode of
planning employed by institutional and structural power centers; tactics, on the other hand, are the
creative maneuvers of individuals operating within this strategic framework. Tactics do not directly
dismantle the spaces offered by the system as they navigate them, but rather transform their meanings
(Alonso, 2017; Demirpolat, 2021; Frow, 1991; Lynch & Greaves, 2017).

Such tactical narratives also challenge the operational logic of the platform economy.
Platform capitalism is a digital economy based on the processing of user data, where this data is
transformed into a commodity and bought and sold. In this process, platforms are developing
economic models built on the algorithmic visibility and engagement of visual content (Nieborg &
Poell, 2018; Poell et al., 2022). On platforms like YouTube, a content creator’s visibility depends on
algorithms, user behavior, and click-through rates. However, some content aesthetically disrupts
these conditions of visibility. Claire Bishop (2012) defines such aesthetic interventions as policies
that transform the viewer’s position. In such cases, the viewer is not merely a recipient of information
but becomes a subject who participates in the process on emotional, aesthetic, and cognitive levels.

Tiziana Terranova’s (2004) concept of digital labor also provides significant clarity here.
According to Terranova, the digital production process relies on users’ voluntary contributions.
While these contributions generate economic value, they often take the form of exploitation.
However, it is also possible for users (and, in this context, artists) to develop alternative forms of
production within this system. The viewer is not merely a consumer but also becomes an actor who
produces meaning and introduces it into social circulation.

Furtive Activism as a Form of Resistance

The concept of the “furtive” refers to a form of existence that avoids being directly visible
yet is not entirely concealed—one that does not seek to attract attention but is by no means
ineffective. This term is particularly well-suited for defining implicit narrative strategies interwoven
with aesthetics, as such practices often operate through implication and association in ways that do
not draw the system’s attention. What is implicit is not merely something that exists in secrecyj; it is
also an expression that is strategically concealed, carefully choosing its timing and context.
Consequently, this concept offers a powerful intellectual tool for defining aesthetic ways of
producing political meaning without appearing directly oppositional in environments where
censorship or repression is intense. Particularly in digital culture, where visibility is risky or
controlled, implicit narratives enable hidden forms of political discourse. The concept of implicit
activism provides an explanatory framework that unites all of the theoretical elements outlined
above. Furtive activism is based on the idea that silence, faith, symbolic narratives, or aesthetic
fiction can generate political effects.

Social movements are the primary driving forces of cultural change and social progress
(Simpson et al., 2022). At the core of these movements lie various forms of activism aimed at making
the demand for change visible and mobilizing action. Activism encompasses a broad spectrum of
actions undertaken by individuals or groups to bring about social, political, or economic change
(Duignan, 2025; Human Rights Careers, n.d.; O’Brien, 2021). These actions span a spectrum from
highly visible, collective demonstrations to more furtive, individual acts (Civil Liberties Defense
Center, n.d.; Vinthagen & Johansson, 2011). Traditional understandings typically emphasize overt
forms such as marches, sit-ins, and rallies, aiming to engage the public and secure official recognition
of demands.

However, as one of the fundamental forms of modern social and political movements,
activism is a multilayered practice of intervention that cannot be reduced to protest alone. This form
of political action reproduces demands for social transformation beyond institutional channels,
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within the flow of everyday life. Collective forms of resistance that emerge in spaces such as public
squares, streets, and strikes—in the classical sense—have, over time, moved beyond being merely
opposition directed against the state or those in power to also engage in struggles against cultural
norms, regimes of representation, and epistemological structures (Bayat, 2013; Laclau & Moulffe,
2001). In this sense, activism transcends mere resistance to become a space where meaning, memory,
and visions of the future are produced. Butler’s (2021) framing of public action as a bodily
performance, or Laclau and Mouffe’s (2001) view of tension as an essential element of democratic
pluralism, positions activism not merely as a reactive response but also as a process through which
hegemony is reproduced.

With the digital age, the boundaries of this arena of struggle have both expanded and become
more complex. The existence of traditional activism, rooted in spatial context and based on solidarity,
has given way to polycentric, network-based, temporally fragmented, and dispersed collective
structures. While Castells (2015) notes that digital communication networks organize not only the
flow of information but also collective affect, Tiifek¢i (2014, 2017) emphasizes that while these
networks enable rapid mobilization, their capacity for institutionalization may be limited. On the
other hand, platform-based expectations of visibility place activism in conflict not only with the state
but also with the algorithmic boundaries defined by digital infrastructures (Bucher, 2012; Poell et
al., 2019). Within this framework, digital activism becomes not merely a practice of content
production but also a form of political subjectivation negotiated under the conditions of the desire to
be seen and a regime built on algorithmic governance.

Certain narrative forms emerging under these conditions are developing new approaches that
do not directly identify with opposition but erode the system’s boundaries by utilizing the visibility
opportunities it offers. In this context, what is “furtive” is not merely hidden or concealed; it signifies
an aesthetic-political stance that is visible from within the system—to a degree that does not attract
attention—yet carries critical connotations. Furtive narratives or actions generate political impact
precisely by exploiting this dual tension. They operate without drawing the regime's attention or
disturbing it, while simultaneously enabling the production of alternative meanings within the
viewer’s sensory and cognitive processes. Such interventions rely not on the visibility of activism in
the classical sense, but on its indirect impact, its power of suggestion, and the critical distance
established through aesthetics.

Consequently, contemporary activism is concerned not only with action but also with forms
of narrative, representation, and perception. In this new context, where knowledge, memory, and
identity are aesthetically organized, activism has taken on a collective form that addresses not merely
the question of “what we are against,” but also “what kind of world we are striving for.” As Rodriguez
(2008) points out, the concept of epistemological activism has also made the production of
knowledge and cultural counter-narratives a form of resistance. In this context, activism moves
beyond being merely a temporary act of resistance to become a sustained way of re-sensing,
organizing, and representing the political.

In addition to the overt, visible forms of activism, there is a less well-known yet critical
dimension. The literature on activism often defines collective action through high-visibility protests,
organized campaigns, and mass mobilization. However, the repertoire of social conflict is not limited
to these visible forms; within everyday life, low-profile and sustained interventions also constitute
an important part of resistance (Scott, 1987, 1992; Tilly & Tarrow, 2015; Vinthagen & Johansson,
2013). Within this framework, furtive activism refers to strategic actions aimed at constructing
critical meaning without generating direct opposition under repressive or risky conditions of
visibility. Furtiveness often stems not from reluctance but from a positioning that weighs the costs
of visibility, power asymmetries, and potential repercussions (Bayat, 2000; Wegschaider, 2023).
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Furtive activism represents a nuanced and often overlooked dimension of resistance. This
concept generally refers to actions undertaken secretly, furtively, or indirectly by marginalized
individuals or groups to challenge oppressive structures or ensure survival in oppressive
environments. This approach challenges the traditional view that activism must always be overt to
be effective (Lee, 2023), emphasizing the strategic importance of furtive or disguised forms of
resistance. Such furtive actions often stem not from reluctance but from a conscious choice that
calculates risks and power dynamics. This approach offers a new framework that does not limit social
movements to mass mobilization alone. According to this framework, not only visible and mass
actions but also less conspicuous interventions can make meaningful contributions to social change.
Although the impact of such contributions cannot always be measured quantitatively or explained by
a direct causal relationship, they can be decisive in processes of change. Through this approach,
furtive activism challenges the heroic narratives that glorify open protest. Instead, it argues that
tactical interventions—produced within everyday practices and often operating with low visibility or
in secrecy—must be conceptualized as part of the repertoire of resistance and taken seriously
analytically.

The conceptualization of “hidden activism” challenges approaches that interpret activism
solely through the lens of large-scale and visible actions. It argues that small-scale, everyday, and
low-visibility interventions must be taken seriously in analytical terms (Bakardjieva, 2009; Horton
& Kraftl, 2009). Although quantitative indicators cannot always measure the impact of such
practices, they can transform the production of public meaning, collective identities, and struggles
for legitimacy. (Jasper, 1997; Melucci, 1996; Polletta, 2006) Consequently, furtive activism
distances itself from heroic narratives that glorify overt protest; it proposes that tactical moves
operating within everyday practices be included in the repertoire of resistance.

In the digital context, however, furtive activism is considered alongside platforms’
algorithmic visibility structures and network logic. Digital forms of action can reach broad audiences
through rapid circulation and loose connections, yet they are simultaneously constrained by
algorithmic visibility, data-driven governance, and platform economies (Bennett & Segerberg, 2012;
Couldry & Mejias, 2019; Melucci, 1996; Milan, 2015). Under these conditions, furtive activism—
rather than issuing direct calls to action—can open a critical space, even under the pressure of
visibility, by constructing meaning through formal choices, intuitive connections, and low-intensity
yet sustained interventions.

Discussions of cultural memory are also important for considering the aesthetic and narrative
dimensions of furtive activism. Marianne Hirsch’s concept of “postmemory” (1997, 2012) refers to
an individual’s engagement with a past they did not directly experience through photographs,
narratives, images, and social transmission. This concept demonstrates that visual and auditory
material can function not merely as a document of the past but as a narrative tool that establishes
emotional and intellectual connections between the past and the present. From this perspective,
archival images, testimonies, familial or social transmissions, and fragments of visual memory are
illuminating for understanding furtive narrative forms in which political meaning can be constructed
without being directly expressed. Consequently, the postmemory approach offers a theoretical
contribution to this study’s evaluation of the relationship between the archive, memory, and viewer
positioning within documentary narrative.

Method

Based on these considerations, this study adopts a qualitative research design to examine the
relationship between aesthetic choices and narrative structures in video documentaries produced by
140journos and the production of political meaning. Accordingly, qualitative narrative analysis and
audiovisual text analysis were employed as the primary methods of the research. This approach
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enables an in-depth analysis of the furtive political messages, aesthetic resistance strategies, and the
sensory and conceptual associations of these strategies within the subject of study.

Research Method and Approach

This study is a qualitative, interpretive single-case study aimed at a deep examination of a
single audiovisual text within its own context of production and circulation. The subject of the study
is the documentary Saving on Reputation (2024), produced by 140journos and published on
YouTube. Rather than focusing on the extent to which the documentary reflects objective reality, the
study investigates how it produces political meaning through specific narrative and audiovisual
choices. Accordingly, the central research question is formulated as follows: “How do the narrative
structure and audiovisual arrangements in the Saving on Reputation documentary produce political
criticism and furtive activism without resorting to a directly oppositional discourse?”

Qualitative narrative analysis and audiovisual text analysis were used together to analyze the
documentary. Narrative analysis focuses not only on what the narrative says but also on how it
organizes events and characters, establishes temporal relationships, and positions the viewer (Meraz
etal., 2019; Moen, 2006; Riessman, 2008). Within this framework, the documentary’s plot, temporal
structure, narrator and speaker positions, character construction, the function of archival footage
within the narrative, and the interpretive spaces left open to the viewer were examined.

During the audiovisual text analysis phase, the selection of images, shooting and location
choices, visual contrasts, editing rhythm, music, speech, sound effects, silence, on-screen text, and
transitions between scenes were evaluated. Visual and auditory elements were treated not as
independent technical components but as signs that jointly participate in the documentary’s meaning-
making process (Figueroa, 2008; Rose, 2016; Tashakkori et al., 2010). Thus, the relationship between
the narrative’s thematic content and the aesthetic choices that shape this content was examined.

The narrative and audiovisual patterns identified through the analysis were interpreted in
accordance with the study’s theoretical framework. At this stage, Ranciére’s approach of “the sharing
of the audible” was used to explain how aesthetic choices organize the realm of visibility and
audibility; de Certeau’s distinction between “strategy” and “tactics” was employed to assess how
dominant forms of representation are transformed from within; and Han’s “regime of transparency”
approach was used to discuss the relationship between visibility and control on digital platforms.
Consequently, the aesthetic-political reading was not positioned as an independent data analysis
method but as a theoretical stage in which findings from narrative and audiovisual analysis were
interpreted.

The concept of “furtive activism” was not accepted as a pre-established conclusion of the
research but was used as an analytical concept to guide the analysis. In this context, the use of
implication and allusion instead of statements that directly express opposition, the juxtaposition of
images from different time periods, strategic silences and gaps, visual and auditory contrasts, the
structuring of characters to represent their social positions, and the guidance of the viewer toward
completing the meaning were identified as the primary analytical dimensions through which furtive
activism was examined.

Selection and Delimitation of the Object of Study

Criteria sampling, one of the purposeful sampling strategies, was used to determine the
research subject. In criterion sampling, cases that possess predefined characteristics aligned with the
research objective and can provide rich information about the phenomenon under study are selected
(Patton, 2015). Accordingly, the scope of the study was limited to documentary-style medium- to
long-form (25 minutes or longer) video content published on 140journos’s official YouTube channel.
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The following criteria were used in selecting the objects of analysis: The content must have
been produced by 140journos and published on the organization’s official channel; it must have a
long-form documentary narrative structure rather than being a short news video, promotional piece,
or news roundup; it must focus on Tiirkiye’s social, economic, or political transformation; it must
incorporate a variety of narrative elements such as archival footage, eyewitness accounts, interviews,
and expert opinions; it must be suitable for a comprehensive analysis of its narrative structure,
editing, and audio-visual design; and it must have been publicly accessible throughout the research
period.

In accordance with these criteria, content published on 140journos’s YouTube channel from
June 21, 2016—the date the first video was uploaded—through December 31, 2025, was subjected
to a preliminary review. During the channel review, 196 pieces of content were evaluated, and
productions that did not meet the documentary criteria established by the study—such as short news
videos, promotional content, and interview recordings—were excluded from the scope. The
preliminary review identified thirty-two videos that met the medium- to long-form criteria. Among
these productions, the documentary Saving on Reputation (2024) was selected as a case study that
met all the established criteria and presented multi-layered data from narrative, historical, and
audiovisual perspectives.

The selection of Saving on Reputation (2024) was not based on the prior assumption that the
documentary contained furtive activism; rather, the decisive factor was its structuring of a political
and economic transformation through archival records from different periods, testimonies, expert
opinions, spatial contrasts, and audiovisual arrangements. These characteristics of the documentary
enable a detailed examination of the relationship between narrative structure and aesthetic choices in
line with the research question. This study does not treat the documentary as a statistical sample
representative of all 140journos productions. Instead, the documentary is treated as a single,
information-rich case study that allows for an in-depth analysis of a specific type of digital
documentary narrative. Therefore, the findings of this research cannot be directly generalized to all
of 140 journalists’ content; they are limited to the narrative and audiovisual structure of the specific
documentary under examination.

Data Collection and Recording

The primary data source for the study is the documentary Saving on Reputation (2024),
published on 140journos’s official YouTube channel. The analysis process was conducted in a way
that focused on a different analytical objective with each viewing. During the first viewing, the
documentary’s overall narrative structure, main theme, speakers, and temporal organization were
identified. In subsequent viewings, the narrative was divided into sequences: speeches, archival
footage, visual contrasts, editing transitions, music, sound effects, silences, and on-screen text, along
with their timecodes.

An analysis form was prepared to organize the data systematically. In this form, the start and
end times for each sequence, a brief description of the sequence, the speakers or characters, the type
of footage used, the narrative function, visual editing, sound usage, editing characteristics, and the
resulting political connotations were recorded in separate fields. During the analysis, dialogues
deemed significant to the research question were transcribed, and their time codes in the documentary
were noted. Thus, data about the study—comprising a sequence chart, timecode-referenced viewing
notes, dialogue transcripts, and visual recording notes—were obtained. The dialogue segments,
archival footage, interviews, on-screen text, camera and location choices, visual parallels, music,
silence, sound effects, and editing transitions featured in the film were evaluated as units of analysis.
Thanks to this distinction, both the documentary’s overall narrative structure and the function of
specific audiovisual choices within the narrative were examined together.
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Data Analysis Process

The data analysis was conducted in three stages. In the first stage, the documentary was
divided into sequences, and each sequence was recorded descriptively. During this stage, the
participants in each sequence, the topics addressed, the time periods represented in the footage, and
the arrangement of the visuals and audio were identified.

In the second stage, the sequences were examined through narrative and audiovisual text
analysis. The following analytical dimensions were used as the basis for qualitative narrative
analysis:

* The sequence of events and discourses;

* Relationships between the past and the present;

* The positioning of the narrator, speakers, and characters;

* The function of archival footage, testimonies, and expert opinions within the narrative;
* The way the narrative guides and positions the viewer.

In the audiovisual analysis, the selection of setting and imagery, shot scales, visual contrasts,
the juxtaposition of archival and contemporary footage, the rhythm of editing, transitions between
scenes, music, dialogue, sound effects, silence, and on-screen text were examined. Visual and
auditory choices were evaluated not in isolation but in conjunction with the subject matter and
narrative function of the sequences in which they appeared.

In the third phase, the patterns identified through narrative and audiovisual analysis were
interpreted in accordance with the study’s theoretical framework. During this interpretation, the
following indicators were used to examine furtive activism:

* The construction of political criticism through implication and association rather than direct
judgment;

* The juxtaposition of past and present images to create tension between the discourse and
its outcome;

* Leaving room for the viewer’s interpretation through silence, interruptions, blackouts, or
narrative gaps;

* Linking the characters’ individual stories to broader social contexts;

* Reinterpreting images and discourses associated with dominant forms of representation
within a new narrative context;

* Guiding the viewer to establish connections between scenes on their own.

For an audiovisual choice to be interpreted within the framework of furtive activism, it was
required that the choice in question establish a connection with a political issue, produce an indirect
critical meaning rather than direct opposition, and function in conjunction with other narrative
elements of the sequence.

99 ¢

The headings “narrative structure,” “visual editing,” and “use of sound” used in the analysis
were defined as overarching categories before the analysis, drawing on the literature on qualitative
narrative and audiovisual analysis. However, patterns that emerged within these categories—such as
intertemporal contrast, polyphony, strategic silence, and the positioning of the viewer as a meaning-
maker—were identified in the analysis.
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Findings
The Documentary’s Narrative Structure

140journos’ documentary Saving on Reputation (2024) establishes a multilayered,
fragmented narrative structure by loosening the linear explanatory logic of traditional documentary.
Rather than arranging events in a linear sequence from beginning to end, the documentary
interweaves scenes and fragments of discourse from different time periods. This choice transforms
the narrative from a structure that merely conveys information into an arrangement that activates the
viewer’s processes of memory, comparison, and interpretation. Thus, rather than producing a
conclusive statement, the documentary creates a narrative form that guides the viewer through a
series of questions and constructs meaning step by step.

The documentary’s temporal organization is one of the fundamental components that carry
the narrative’s critical axis. The disruption of the linear flow of time creates a network of
relationships in which the past and the present constantly refer to one another. This network produces
a narrative structure in which the past is not simply left behind, nor is the present presented merely
as a set of current data. By superimposing different periods, the documentary reveals the conditions
under which specific discourses were established and how they have shifted over time. Thus, the
viewer can observe change not only through external events but also through modes of representation
and discursive orientations.

The inter-period connections in the documentary focus particularly on establishing the
contrast between political discourse and current outcomes. When excerpts from President Erdogan’s
past speeches are juxtaposed with current economic and political realities, the gap between discourse
and practice becomes tangible. Here, the documentary does not merely produce a simple comparison;
it also demonstrates how representation works. The contrast created between the simpler, more
direct, and intimate tone of early-period oratory and the more distant and ostentatious frames of the
current period’s protocol aesthetics carries the critique not only at the level of content but also at the
level of form. For this reason, the documentary opens up a discussion not only about what has
changed but also about how that change has become visible.

Within the documentary’s narrative structure, archival material does not function merely as
a series of evidence documenting the past. Archival footage transforms into an active tool for
remembrance and confrontation within the documentary’s narrative logic. The archive operates not
as a frozen record of the past, but as a layer that generates new meaning when it comes into contact
with contemporary scenes. This narrative does not merely evoke nostalgia in the viewer; it generates
a tension that challenges the selective nature of memory, the circulation of political promises, and
claims of representational continuity. Thus, the documentary positions the archive not as background
material but as a foundational component of its critique.

Testimonies and expert commentary also play a complementary role within this framework
of memory. The speakers in the documentary are not merely constructed as figures relaying personal
experiences; they are transformed into bearers of specific social positions and collective sentiments.
Figures such as former AKP voters do more than voice individual disappointment; they reveal the
evolving perceptions of expectations, belonging, and legitimacy within the conservative middle class
over time. The inclusion of journalists, academics, and analysts in the narrative links the emotional
intensity of the testimonies to structural explanations, thereby preventing the documentary from
being interpreted solely as an emotional reckoning. Thus, the narrative produces a multilayered
framework that moves through both the language of everyday experience and that of conceptual
analysis.

An important aspect of this multi-layered framework is evident in the way the documentary
positions the viewer. The documentary does not leave the viewer as a passive recipient; rather, it
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directs the viewer to fill in the gaps between scenes, establish connections across different periods,
and reflect on contradictions. This guidance is not provided through a didactic narrative voice;
instead, it is established through the rhythm of the editing, the transitions between scenes, and the
juxtaposition of selected segments. Rather than leading the viewer to a ready-made judgment, the
narrative produces a viewing practice that requires the viewer to make comparisons and determine
their own position. Consequently, the documentary’s critical impact stems not only from the
information it conveys but also from how it organizes the viewing process.

The arrangement of characters lies at the center of this organization. The documentary does
not construct a structure centered on a single heroic figure or narrator. Instead, it produces a narrative
framework in which multiple voices coexist, and at times, conflicting assessments are held together.
This plurality reinforces the documentary’s credibility, for it does not limit the experience of power
to a single emotion, ideological position, or social segment. By bringing together breaking points
from different segments and various forms of affect, the narrative opens up a discussion of political
transformation within the social fabric.

The documentary’s emotional intensity is amplified, particularly through the inclusion of
former supporters in the narrative. These figures become representative focal points that carry the
tension between the hope and faith once established and the current sense of disappointment. This
tension is discernible not only in words but also in the characteristics of speech and the forms of
performance. Pauses, emphases, shifts in tone of voice, and, at times, a sarcastic narrative style
heighten the sense of confrontation. Thus, the documentary does not merely present the viewer with
an external narrative; it also creates a space for encounter that requires the viewer to take an
emotional stance. Rather than dramatizing the documentary’s critical impact, this encounter
establishes a context that grounds the critique within everyday life.

Although President Erdogan plays a central role in the documentary, he is not portrayed as a
biographical subject. Although he is not constantly present on camera, he is consistently featured in
the narrative through selected audio recordings of past speeches and archival footage. This approach
positions Erdogan not merely as a remembered actor, but as a symbol operating within the
representational framework of a specific ideological transformation. Rather than producing a polemic
that directly targets this figure, the documentary establishes a space for confrontation through
discursive traces. The juxtaposition of early-period discursive fragments with contemporary scenes
creates a representational fissure that challenges the regime’s claims of continuity, constructing
criticism without reducing it to a personal attack.

The rhythmic organization of the narrative functions as one of the most prominent tools
carrying the documentary’s critical language. In some sections, the rapid succession of shots
depicting economic hardships, public expenditures, or slices of daily life creates a sense of
accumulation and compression in the viewer. In contrast, the slowing down of the editing, the use of
a steadier camera, and the reduction in pace during interview and dialogue segments open up space
for the viewer to reflect and make connections. This rhythmic contrast demonstrates that the
documentary produces an impact not only through information density but also through the
experience of time. The narrative manages the viewer’s mode of reception through this balance
between speed and slowness; it constructs its critique through tempo and pauses.

Silences and gaps also become an important part of the documentary’s narrative structure.
The cutting off of sound after certain statements, the screen going dark, or abrupt transitions from
one scene to another create a need for the viewer to pause and reassess. These gaps function not as
elements that diminish the documentary’s narrative, but rather as spaces that necessitate viewer
interpretation. Here, the documentary does not seek to complete everything with an explanatory
discourse; rather, it aims for the viewer to perceive the distance between what is shown and what is
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not shown. Thus, critical awareness is formed not through a direct statement of judgment, but through
intuitive connections established during viewing.

Ultimately, the narrative structure brings together different voices and different temporal
layers within an furtive unity. Although the characters in the documentary appear to speak
independently of one another, the editing juxtaposes these conversations around specific themes,
creating a shared emotional and intellectual thread. Themes attributed to the early period—such as
closeness to the people, modesty, and moral claims—are juxtaposed with the current era’s
implications of ostentation, privilege, and authoritarianism. This contrast is established without
staging an overt conflict; dramatic tension is generated through the juxtaposition of representational
forms. Thus, the documentary produces a narrative density that allows for the simultaneous
consideration of different social segments without confining the viewer to a single interpretive
framework.

In this context, Saving on Reputation (2024) organizes its documentary narrative not merely
as an informative structure, but as a mechanism that fosters a critical viewing practice in the audience.
Archival material, testimonies, expert commentary, rhythmic editing, and strategic gaps come
together to make political transformation visible at both the historical and everyday levels. Rather
than dictating a judgment to the viewer, the documentary demonstrates how representation is
constructed and through which fissures it can be questioned. For this reason, the documentary’s
narrative structure functions not merely as a vehicle for the narrative but as a fundamental component
that generates criticism itself.

Visual Use, Narrative Tone, and Editing in the Documentary

Saving on Reputation (2024) uses visual material not merely as a decorative element but as
a political and ideological means of expression. The selection of images, the manner of their editing,
the pace of transitions, and the color palette function as fundamental components that shape the
documentary’s critical discourse and emotional depth. Consequently, the visual language in the
documentary is organized not as an aesthetic layer independent of the content, but as the very vehicle
of the critique itself. The political meaning conveyed to the viewer is often constructed not through
directly stated sentences, but through the contrasts and fissures established by the visual
arrangements. Thus, the documentary turns not only what is shown but also how it is shown into a
political choice.

One of the documentary’s distinctive visual tactics is based on the aesthetics of contrasts.
This strategy is constructed primarily through spaces: on one hand, the symbolic, conceptual, and
discursive grandeur of power; on the other, spaces representing the people’s daily lives and scenes
pointing to social reactions from past years. This visual chasm reveals not only a spatial division but
also a class, political, and historical divide. Spaces that recur throughout the documentary create a
sharp contrast with the grandiose forms of representation widely recognized in the public sphere.
This contrast operates through the distinction drawn between the stage of power and the stage of
everyday life, prompting us to question which faces, which bodies, and which ways of life are given
space within representation. Thus, space is not merely the location where the filming takes place; it
becomes a sign through which power relations can be read on a sensory level.

This spatial contrast also clarifies the relationship the documentary establishes with its
characters. In particular, the placement of figures who occupy a dissenting position or experience
internal disillusionment in such spaces emphasizes—not only through their words but also on the
visual plane—that they have been pushed to the margins of the system. The fact that these figures
are situated in spaces distant from public splendor visually signals who the realm of power keeps at
the center and who it leaves on the margins. In this context, spaces do not merely serve as physical
backdrops; they become representations of a state of mind, a historical rupture, and a collective
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disappointment. As the viewer listens to the characters’ words, they are also guided to interpret the
spatial context in which these words are situated.

Another visually striking element is the deliberate use of archival footage from the 1990s
and 2000s. These images dramatically highlight the transformation in the representations of political
figures, particularly Recep Tayyip Erdogan, from the past to the present. When Erdogan’s rhetoric
from his time with the Welfare Party or the AKP’s modest leadership image from its early years are
juxtaposed with current visual representations, a clash of visual memories is created. At this point,
the documentary employs the archive not merely as evidence but as a tool for comparison. The
archival footage serves not only to show what was, but also as a scale that renders today’s
representation contentious. Thus, the viewer does not merely recall the image of the past; through
that image, they reassess how today’s representation is constructed.

The figures from the past—simpler, more natural, and speaking directly to the camera—
stand in contrast to today’s high-security protocol scenes and podium representations. This contrast
is not merely an aesthetic difference; it raises the question of how power presents itself to the public
and through which symbolic tools it legitimizes itself. These contrasts form the critical axis of the
documentary: it is not only the political conditions that are changing, but the very form of
representation itself. Representation that was once built on sincerity, closeness, and simple oratory
can, in another era, be constructed through distance, protocol, and spectacle. By making this
transformation visible, the documentary prompts viewers to ask not only “what has changed,” but
also “how was the change represented?”’

Segments that address how economic policies are handled across different periods are also
structured around a similar logic of contrast, reinforcing the critical framework. The juxtaposition of
early-period economic discourses with contemporary scenes of crisis concretizes the effects of
political promises on material life on a visual plane. Here, the documentary does not construct a
straightforward statistical narrative; instead, by revealing the physical and spatial traces of the
economic agenda, it elevates the critique to a sensory level. Thus, the viewer is offered not merely
an aesthetic experience; the emotional weight of difference and change is conveyed as well. Visual
comparisons trigger not only intellectual reflection but also an emotional encounter.

The documentary’s narrative tone consciously deviates from the neutrality of classical
documentary storytelling. The viewer is not placed in an objective observer’s position; rather, an
aesthetic of reception is established that appeals to their memory, conscience, and intuition. This
approach aligns with the documentary’s visual choices. Since the narrative does not rely on a single
explanatory voice, it requires the viewer to engage both emotionally and intellectually. This is
achieved particularly through the rhythm of emotional transitions. Early-period discourses, presented
against a backdrop of epic music, are linked to images of the economic crisis or scenes depicting
everyday hardships through sharp transitions, triggering emotional fluctuations in the viewer. Within
this flow, dual emotions—such as nostalgia and disappointment, or hope and bitterness—are evoked
in rapid succession.

The text used in the film, archival footage that does not feature interviews, and transitions
that fade to black, both pause and redirect these emotional shifts. These elements create a pause that
prevents the viewer from becoming completely swept up in the emotional flow. At times, the
narrative pace slows to give the viewer an opportunity to reflect on the historical context. In this way,
the documentary creates space for the viewer to focus and establish connections without fully
succumbing to the rhythm of fast-paced, disposable content. This style guides the viewer not merely
to observe the sequence of events, but to recognize how the representation is constructed and through
which gaps it generates meaning.

The documentary’s editing stands out as one of the fundamental structural choices that
reinforce the narrative’s critical nature. The use of non-linear time lies at the heart of this structure.
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The transitions created by superimposing archival footage from the 1990s over high-resolution
interview footage from the 2020s do more than evoke nostalgia; they also visually explore how
political memory is constructed. This narrative form does not close off the past as a completed era;
rather, it incorporates it into today’s process of making sense of events. In this way, the documentary
prompts the viewer to question the causes of this transformation and keeps the question ‘“What
happened to make it turn out this way?” at the forefront.

In addition to transitions between time periods, the pacing of the visual editing also plays a
decisive role. While scenes depicting the economic crisis and impoverishment are linked in a fast-
paced sequence, the editing slows down during the interview segments, and the camera is mostly
stationary. This contrast in tempo ensures that the documentary, on the one hand, creates a sense of
intensity and urgency, while on the other hand, it allows the viewer space to reflect and evaluate. By
keeping the camera work simple and functional, the visual language serves the narrative’s underlying
logic rather than aesthetic showmanship. With this choice, the documentary continues to use visual
editing as a critical tool rather than producing flashy cinema.

The documentary aims not only to inform the viewer but also to affect them emotionally
through rhythmic breaks and sharp transitions. The balancing of archival footage with high-tempo
sequences and slow, intellectually intense scenes creates both mental and moral tension in the viewer.
Pairs of emotions—such as nostalgia and anger, hope and disappointment, sincerity and
superficiality—are sequentially positioned on the visual plane, prompting the viewer to recognize
these contradictions. This structure allows the documentary to avoid framing its critique as a single,
definitive judgment; instead, it opens up a space for the viewer to engage with multiple layers of
emotion and interpretation simultaneously. Thus, the critical impact is generated not only on an
intellectual level but also on an emotional and intuitive level.

In this regard, it becomes evident that the visual language, narrative tone, and editing of the
documentary Saving on Reputation (2024) do not remain merely narrative choices but also serve as
expressions of a political stance. Through its visual and narrative choices, the documentary renders
visible the aesthetic, ethical, and historical distance between power and society. It reframes power
through the lens of archives, spaces, and contrasts; rather than passively placing the viewer within
this frame, it compels them to see how it is constructed. Image, tone, and editing function not merely
as accompanying elements in this documentary, but as the very tools of critical thinking,
remembrance, and inquiry. Consequently, the documentary’s visual strategies become a space for
constructing criticism rather than merely a space for narrating content.

The Use of Verbal and Auditory Elements in the Documentary

In the documentary, verbal and auditory elements do not merely set the narrative's
atmosphere; they also construct the documentary’s intellectual framework. The speakers’ areas of
expertise and discursive practices enhance the narrative’s analytical depth and sharpen its political
tone. In this context, words and sound form the intellectual backbone of the documentary rather than
serving merely as formal accompaniments. The documentary pays as much attention to the sound
structure within which what is said circulates as it does to what is said itself; thus, it focuses its
critique more on the auditory organization than on the content.

The speakers in the documentary are positioned as experts—primarily journalists,
economists, political scientists, and sociologists. These individuals do not merely convey personal
observations; they develop explanations at historical, political, and structural levels, thereby lending
conceptual depth to the narrative. With this approach, the documentary transcends the boundaries of
testimonial narrative and creates a platform for critical public discourse. The presence of experts
prevents the documentary from remaining merely an emotional experience; it enables viewers to
consider the scenes they encounter within a broader context. In this way, the documentary bridges
the gap between everyday experience and theoretical analysis.
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These expert profiles bring together explanatory frameworks from different disciplines into
a single narrative. Speakers from the field of political communication evaluate the slogan “there is
no such thing as saving on reputation” as a turning point in a specific logic of representation and
political performance. Economists detail the macroeconomic consequences of policies based on the
relationship between interest rates and inflation; they demonstrate that scenes of crisis and
impoverishment are not merely individual stories but are linked to a structural mechanism. Political
scientists, meanwhile, explain the dynamics through which the AKP’s social legitimacy was
established and how it has transformed over time; they conceptualize this transformation—at times—
as a shift from the image of “the people’s man” to that of “the master of the state.” Thus, the
documentary is not confined to the language of a single discipline but creates multiple layers of
interpretation.

Another prominent aspect of the experts’ narratives is their ability to highlight irony and
contradiction. The differences between Erdogan’s early-period rhetoric and his current policy
preferences become evident through the experts’ comparative analyses. For example, while it is noted
that Erdogan’s stance toward the IMF in 2008 was perceived as a strong demonstration of leadership,
his current economic policy is characterized as a costly experiment. Such contrasting interpretations
inject dynamism into the documentary’s discursive fabric, making it difficult for the viewer to settle
on a single explanation. Critical dynamism here is not reduced to a “right-wrong” dichotomy; rather,
it is constructed by juxtaposing different times, different expectations, and different outcomes. Thus,
the documentary employs contradiction not as a rhetorical flourish but as a fundamental indicator of
political transformation.

The documentary’s auditory universe is organized into three primary layers: clear,
intelligible recordings of the speakers, archival sounds from the era, and background music used
sparingly. These layers are not employed in a simultaneous accumulation; rather, they are used
alternately to intensify meaning. The speakers’ voices form the backbone of the narrative; the
archival sounds anchor this backbone within a tension spanning different eras. Background and
ambient sounds, meanwhile, come into play to establish continuity between scenes or to heighten
emotional intensity at certain moments. This alternating structure demonstrates that the documentary
establishes a “fragmented yet controlled” narrative order in the auditory realm as well.

Archival sounds primarily focus on Erdogan’s oratory; when juxtaposed with new footage
or contemporary commentary, they generate a tension across time. Thus, a line of historical
confrontation is established through sound. The use of sound in this manner does not limit the past
to a mere function of remembrance; rather, the past functions as a yardstick that compels an
interpretation of the present. For example, the rhetoric that “thrift leads to strength” is paired with
critical segments on luxury consumption and publicly funded projects, creating a semantic conflict
between sound and image. This conflict does more than convey a message; it prompts the viewer to
question the inconsistency between discourse and practice. Thus, criticism is constructed through
auditory comparisons rather than direct statements of judgment.

The use of background music is kept to a minimum and does not overshadow the expert
narration or archival footage. This minimalism creates a balance that does not undermine the
documentary’s analytical claim. Rather than crudely manipulating the viewer’s emotional state, the
music provides a subtle foundation that sustains tension during scene transitions. Ambient sounds
similarly come into play at specific moments to heighten tension or support emotional intensity;
however, they do not devolve into a dramatic spectacle. This choice functions as a deliberate auditory
strategy that preserves the documentary’s structure. Thus, the documentary sustains emotional
engagement not through “loud” tools but through a controlled sound design.

Pauses serve a strategic function in the documentary. A brief interruption of sound following
certain powerful statements allows the message to resonate in the viewer’s mind. The short pauses
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that follow statements about the state growing through spending or the nation’s rulers changing
prompt the viewer to reflect and generate a rhetorical effect on the auditory level. In this context,
silence functions not as an omission but as a form of composition. Rather than constantly amplifying
the narrative, the documentary steps back at certain moments, inviting the viewer to complete the
meaning. This ensures that the critique focuses not directly on what is “said,” but on the gaps that
open up around it.

The speakers’ expertise enhances their impact not only through the accuracy of the content
but also through the manner of delivery. The melodic qualities of speech—such as intonation, pauses,
and emphasis—combine with visual choices, such as close-ups, to reinforce the performative power
of expression. Here, the expert’s voice is not merely a channel for conveying information; it generates
credibility, seriousness, and critical distance—moments of pause foster reflection and evaluation
rather than a claim to certainty. Emphases, meanwhile, ensure that certain concepts take root in the
viewer’s memory. Thus, auditory and visual elements work in tandem; the voice is not merely heard
but is also perceived on the visual plane.

In light of all this, in the documentary Saving on Reputation (2024), verbal and auditory
elements are interwoven with the analytical capacity of expert perspectives to construct a
multilayered political narrative. This layered structure does not merely convey information to the
viewer; it also fosters a critical awareness of the existing order. The critical impact is not limited to
the explanatory power of expert commentary; it expands through the temporal dissonance created by
archival sounds, the controlled use of music, and the moments of reflection opened up by silences.
The organization of speech and the use of sound become the primary tools that define the
documentary’s intellectual backbone. Consequently, the documentary’s political language operates
largely through the comparisons and gaps established by the auditory composition.

The “Saving on Reputation” Documentary as Furtive Activism

140 journalists’ documentary Saving on Reputation (2024) goes beyond simply documenting
the sociological implications of Tiirkiye’s economic transformation. The documentary is regarded as
an original narrative practice that creatively harnesses the aesthetic and political possibilities of the
digital age. When its narrative strategies are examined on a theoretical level, the documentary reveals
new ways of producing political criticism in the digital sphere. In this context, Jacques Ranciere’s
approach to the “sharing of the audible” (2013) intersects with Michel de Certeau’s concept of
“tactics” (1988). This intersection demonstrates that subjects situated at the margins of the dominant
representational order can develop effective forms of intervention without producing explicit
opposition (Vinthagen & Johansson, 2011). The redistribution of the sensory field can be made
possible through silent yet precise adjustments within the representational space established by
power. The documentary’s political impact is also shaped to a large extent by how these arrangements
are established.

The documentary’s narrative structure and visual strategies are directly linked to Ranciére’s
(2013) conception of aesthetic politics. According to Ranciére, aesthetics is not defined solely as the
realm of visual or auditory pleasure; it also functions as a regime of sensory distribution that
determines who can see and hear what. Therefore, aesthetics establishes a political sphere by
regulating the relationships between visibility and invisibility (Brighenti, 2010). Saving on
Reputation (2024) seeks to intervene in this sphere by making the individuals, experiences, and
memories that lie outside the hegemonic representational field established by power audible. Some
of the characters depicted do not occupy the center of the visual norms preferred by those in power;
rather, they carry a world of experience that accumulates on the margins of public discourse. Through
these characters, the documentary raises not only the question of “who is right,” but also “whose
voice is considered audible.” Thus, representation ceases to be merely a vehicle for conveying
content; it becomes a ground upon which power relations are reconfigured.
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In the documentary, the contrasts between past speeches and current practices of power do
not remain confined to the level of content. These contrasts create a space for confrontation through
the very act of representation itself. When Erdogan’s oratory in archival footage, his style of intimacy
before the camera, and his early-period political performance are juxtaposed with the protocol
aesthetics, distance, and staging of current scenes, a rupture in representation emerges for the viewer.
This rupture is structured not as a discourse that directly targets the documentary’s critique, but as
an arrangement that makes visible how representation has changed. For this reason, the documentary
does not merely present information to the viewer; it rearticulates, on an aesthetic level, the questions
of who is allowed to speak, who is represented, and who is visible. Viewed through Rancicre’s
framework, the documentary repositions elements that have been pushed to the background by those
in power in the sharing of the audible, thereby opening up the politics of visibility to debate through
formal interventions.

This narrative can also be read as a contemporary extension of Michel de Certeau’s
conceptualization of tactics. According to de Certeau, tactics enable those without strategy to
navigate dominant structures and transform meaning to their advantage. Tactics do not launch attacks
from the outside; rather, they exert influence by utilizing the system’s gaps, timing, and channels of
circulation. The narrative of 140journos also proceeds without entirely rejecting the aesthetic and
representational norms established by those in power. However, these norms are flexed and
transformed from within. Through narrative structure, the use of voice, visual contrasts, and character
representations, it produces a tactical language that reveals the system’s impasses from within, while
avoiding a directly confrontational tone. Rather than establishing a claim to truth outside the system,
this language opens up a critical space of meaning by subverting the system’s own modes of
representation. Thus, criticism operates not as direct polemic but as an indirect intervention grounded
in the viewer’s intuition, memory, and capacity for comparison.

The documentary’s tactical nature is also evident in the way it positions the viewer. The
narrative does not call the viewer to join a direct ideological front; rather, it invites the viewer to
observe the cracks in representation and notice the gaps between them. This direction creates a
structure that requires the viewer to complete the meaning, rather than presenting a ready-made
conclusion. Thus, the viewer is not left as a passive recipient of the narrative; instead, they are
positioned as a subject who interprets, compares, and questions. This situation plays a decisive role
in the discourse on furtive activism. The documentary’s critique is not complete without the viewer’s
active participation. Critical meaning emerges from the gaps between what is shown and what is not,
and from the connections between scenes.

At the same time, the production of this form of resistance on a digital platform links the
narrative to Byung-Chul Han’s discussions of the “regime of transparency.” According to Han, the
visibility of everything in digital culture can, paradoxically, lead to the erosion of meaning. The
imperative of visibility shapes communication through the pressures of speed, constant interaction,
and performance. Saving on Reputation (2024) constructs a rhythmic structure that disrupts this
pressure. The documentary does not present a fast-paced, noisy narrative. Through slowed-down
sequences, strategic silences, cuts, breaks within the montage, and aesthetic voids, it creates a space
for reflection. This approach goes beyond merely opting for a slower tempo; it diverts the viewer’s
attention away from fragmented consumption and directs it toward a process of concentration and
interpretation. In this way, the documentary opens up a space of reception that resists the speed
imposed by the economy of visibility.

This creates a form of resistance against the pressure to generate clicks and go viral—a
pressure driven by platforms’ need for visibility. Rather than relying on loud, emotionally
manipulative dramatization, the documentary constructs a structure that encourages the viewer to
think through rhythmic pauses and interruptions. The viewer is drawn into a process of emotional,

Turkish Studies, 21(O1)



Resisting with Aesthetics: Furtive Activism in 140journos’ Documentary... 1787

intellectual, and moral awareness. This process enables the documentary not only to convey
information but also to generate a mode of reception. Thus, without entirely rejecting the conditions
of existence on digital platforms, the documentary develops an aesthetic stance that intervenes in
these conditions from within.

The boundaries of this process are also defined within the structural functioning of digital
platforms. Digital platforms do not operate merely as neutral content carriers. These platforms also
serve as gatekeepers, regulating what content is visible, who it reaches, and how it circulates. The
140journos documentary operates within the boundaries of this regulation. YouTube algorithms, user
trends, and sharing dynamics directly shape the documentary’s reach and impact. Nevertheless, the
documentary’s aesthetic structure creates a distinct viewing practice within these boundaries. It offers
an alternative to fast-paced, superficial content—one that moves at a slower pace, is intellectually
dense, and allows viewers to absorb the material as they watch. This alternative builds the
documentary’s critical power not only through “what it says” but also through “how it is watched.”

Thus, the documentary becomes both a product of and a critique of the platform economy.
On the one hand, the documentary exists within the platform’s logic of circulation; on the other hand,
it maintains a distance from the speed, superficiality, and constant performance expectations imposed
by this logic. This dual position generates a tension that strengthens the documentary’s political
impact. This is because critical meaning becomes evident precisely through this distance, generated
from within the system. Here, while the documentary capitalizes on the platform's visibility
opportunities, it simultaneously reorganizes the regime of visibility's representational forms.
Consequently, the critique emerges not as an external attack but as an internal disruption.

In this context, Saving on Reputation (2024) constructs a narrative that reconnects the
aesthetic with the political. The documentary transforms the representational order of power from
within and offers an example of visual-discursive resistance against digital media’s pressure for
transparency. It also challenges the algorithmic boundaries of platforms through aesthetic choices.
Without generating overt conflict, the documentary disrupts visual memory, subverts discourse, and
mobilizes the viewer both emotionally and intellectually. Within this framework, the documentary
can be regarded as an example of furtive activism in the digital age. In contexts where open
opposition may be risky or ineffective, these aesthetic strategies can represent new forms of
resistance in the digital age. Therefore, the documentary can be interpreted not merely as a production
of content, but as an aesthetic-political intervention that operates through representation, memory,
and the positioning of the viewer.

Discussion and Conclusion

140journos’ documentary production—particularly in works such as Saving on Reputation
(2024)—corresponds to a political communication practice that constructs criticism not through open
conflict or the language of direct opposition, but through the narrative’s rhythm, pauses, audiovisual
contrasts, and editing structure. This approach can be interpreted in harmony with the Ranciérean
perspective, which conceives of aesthetics not merely as form but as a political regime of distribution
that regulates the realm of visibility and audibility (Panagia, 2010; Porter, 2007; Ranciére, 2013). In
this context, the documentary produces criticism not by reducing it to slogans, but through fractures
that navigate the boundaries of representation; it transforms the viewer’s reception process into a
politicized aesthetic experience (Fisken, 2014).

The conceptualization of “furtive activism” at the center of this study opens up a discussion
on how political agency—particularly under conditions of oppression and risk—cannot always be
equated with high visibility. This discussion intersects with approaches that do not position low-
intensity interventions operating within everyday practices as outside the political sphere
(Bakardjieva, 2009; Horton & Kraftl, 2009). Similarly, the literature on everyday resistance and
everyday politics—which emphasizes that actions appearing silent, dispersed, or indirect can produce
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political outcomes—makes it possible to seek the documentary’s critical language not only in its
content but also in the functioning of its form (Bayat, 2000, 2013; Vinthagen & Johansson, 2011).
Furthermore, the debate over the hierarchies of activism demonstrates that approaches that treat
visible, mass actions as the norm often devalue repertoires of resistance that operate indirectly and
remain low-profile (Lee, 2023). Within this framework, the viewer's completion of critical meaning
in Saving on Reputation (2024) can be considered one of the fundamental characteristics of furtive
activism (Horton & Kraftl, 2009).

Rather than constructing a critique of power through traditional oppositional rhetoric, the
documentary’s discursive plane utilizes the established codes of representation to generate tension
within those codes and aims to transform meaning from within. This interpretation, consistent with
de Certeau’s (1988) concept of tactical thinking, can be understood as a practice that maneuvers
within the strategic field and reorganizes meaning through small shifts. Studies that elaborate on de
Certeau’s discussion within the context of representation and practice also demonstrate that such
interventions can create a critical ground that is sometimes more sustainable than an explicit
opposition (Alonso, 2017; Frow, 1991). Consequently, criticism in the documentary operates not as
an external attack but as a reframing that advances through the cracks in representation.

It is also clear that this formal-political strategy cannot be conceived independently of the
conditions of digital platforms. Platforms are not merely neutral channels for content; they are
institutional-techno-economic actors that regulate visibility, circulation, and access (Gillespie, 2018;
Srnicek, 2017). Who sees the content, how, and to what extent is determined within the logic of
algorithmic ranking, moderation regimes, and the platform economy (Bucher, 2012; Caplan, 2018).
For this reason, the documentary’s critical language operates both within the limits of visibility it is
forced to adhere to while remaining on the platform and through efforts to flex these limits from
within. The literature on the platformization of cultural production emphasizes that such narratives
are shaped not only by content but also by the conditions of production and circulation (Nieborg &
Poell, 2018; Poell et al., 2022; Poell et al., 2019). Thus, criticism emerges not so much as a move
that transcends the system, but rather as a form of disruption and distortion arising within the
platform’s codes.

The documentary’s use of archival footage within an intertemporal narrative does not merely
produce a past-present comparison; it establishes a questioning representational framework that
triggers the politics of memory. At this point, it can be argued that the archive functions not merely
as evidentiary material but also as a narrative technique that mobilizes forms of emotion, belonging,
and collective remembrance (Hirsch, 1997, 2012). The juxtaposition of sounds and images from the
archive with contemporary interpretations renders the claim of representational continuity
contentious without directly targeting it; it compels the viewer to compare, observe the gaps, and
reconstruct meaning (Panagia, 2010; Ranciére, 2013). In this process, critical impact is generated not
so much through a declarative statement as through the rhythm of representation and the logic of
montage.

This narrative form can also be linked to the debates on surveillance and transparency in the
digital age. The emphasis on how the presentation of transparency as an ideal can, in practice,
transform into a social order that reinforces control and voluntary disclosure lends greater
significance to the documentary’s use of gaps, silence, and slow motion (Ferreira, 2024; Han, 2015).
Approaches that argue surveillance in the digital environment is maintained not only through
coercion but also through architectures of interaction and participation explain why such aesthetic
strategies avoid explicit appeals (Andrejevic, 2007; Lyon, 2006). Furthermore, studies arguing that
data-collection logics reconfigure the subject remind us that political narratives produced within the
platform are always intertwined with some form of data economy (Couldry & Mejias, 2019; Zuboff,
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2019). Within this framework, the documentary's critique indirectly addresses not only power but
also the platform’s logic of visibility and circulation.

The findings show that, specifically in the case of Saving on Reputation (2024), 140journos’s
digital documentary narrative is not limited to conveying information; rather, through aesthetic
choices, it invites the viewer into a specific sensory and political position. The juxtaposition of
archival footage with contemporary testimonies in the documentary, the use of silences and cuts in
meaning-making, the occasional slowing of the narrative rhythm, and the intensification of
audiovisual density—all serve to move the viewer beyond the role of a passive recipient and place
them in the position of an interpreter who establishes connections, fills in the gaps, and questions
what the representation makes visible and what it leaves out. In this regard, when considered
alongside de Certeau’s conceptualization of “tactics,” the documentary’s aesthetic structure can be
evaluated as an indirect form of criticism that transforms meaning from within while remaining
within the platform’s conditions of circulation and visibility.

This commentary should not be generalized to all 140journos’ productions; it is a limited
assessment based on the documentary under review's narrative and audiovisual structure. Saving on
Reputation (2024) presents a narrative structure that, rather than aligning fully with the logic of fast
consumption, occasionally slows the viewer’s pace of reception, demands attention through intense
sound and visual editing, and constructs political criticism through formal contrasts rather than direct
declarative statements. For this reason, the documentary can be discussed as a form of furtive
activism—established through implication, rhythm, editing, and silence rather than overt
opposition—within the digital media environment, which operates under the imperative of visibility.

Ultimately, Saving on Reputation (2024) demonstrates that political criticism in digital media
can be produced not only through what is said, but also through how it is shown, edited, silenced,
and connected. For this reason, the documentary renders furtive activism visible not only at the level
of content but also as a holistic aesthetic-political strategy that operates through editing, rhythm,
archival material, and viewer positioning. The framework proposed by this study offers a means of
evaluating political communication in the digital age that is not limited to direct opposition; it also
takes seriously, from an analytical perspective, indirect yet effective representational interventions
that operate unseen. In this context, the study demonstrates that in the documentary Saving on
Reputation (2024), furtive activism is related not only to what the political content says, but also to
how the viewer sees what is presented, how they fill in the gaps, and how they are drawn into the
rhythm of representation.
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Estetikle Direnmek: 140journos’un Itibardan Tasarruf Belgeselinde Ortiik Aktivizm

Giris

Gilinlimiizde dijital medya ortami yalnizca bir icerik paylasim mecrast degildir. Politik
oznelligin yeniden iretildigi, estetik ve direnis stratejilerinin kesistigi bir alana doniismiistiir.
Ozellikle baskici siyasal rejimlerde, dogrudan ifade kanallarmin daraltildigi kosullarda sanatgilar,
gazeteciler ve bagimsiz medya ireticileri politik elestiriyi dolayli yollarla dile getirme geregi
duymaktadir. Bu yeni ifade bicimleri ¢ogu zaman agik muhalefet yerine estetikle oriilmiis, ima ve
cagrisim lizerinden isleyen bir anlati stratejisine dayanmaktadir. Jacques Ranciére’in (2013)
ifadesiyle, bu tiir estetik miidahaleler duyulur olanin paylasimini yeniden diizenleyerek politik alani
genisletmektedir. Bu baglamda estetik, yalnizca bir bicim meselesi degil, politik etkiyi miimkiin kilan
bir ara¢ ve alan haline gelmektedir.

Tiirkiye’de medya alaninin son on yilda gegirdigi doniisiim, bu tiir ortiikk direnis bi¢imlerinin
onemini daha da artirmistir. Ana akim medyanin biiyiik dl¢iide iktidar kontroliine girmesi (Demir,
2013), ifade 6zgiirliigiiniin yasal ve ekonomik baskilarla sinirlandirilmasi, bagimsiz gazetecilik i¢cin
dijital platformlar1 zorunlu bir alternatif haline getirmistir (Yesil, 2016). Ancak bu dijital alternatifler
de biitiiniiyle dzgiir degildir. Internetin platformlara bagimli dogasi, icerik iireticilerini yalmzca
devlet sansiiriine degil, ayn1 zamanda algoritmik goriiniirliik ve reklam ekonomisi gibi yapisal
kisitlamalara da maruz birakmaktadir (Gillespie, 2018; Srnicek, 2017). Bu cifte baski, dzellikle
politik igerik iiretiminde yeni anlat1 stratejilerinin gelistirilmesine neden olmaktadir.

Bu baglamda dijital mecralar, bagimsiz gazetecilik agisindan yalnizca bir kagis alan1 degil;
ayni zamanda devlet denetimi ile platform manti§inin eszamanli olarak isledigi bir iiretim ortamidir.
Bu ikili smirlilik ekseninde politik iletisim, ¢ogu zaman agik c¢atisma yerine, goriiniir kalmay1
mimkiin kilan fakat elestiriyi bi¢cimsel diizeyde kuran anlati bigimlerine yonelmek durumunda
kalmaktadir. Dolayisiyla Tiirkiye’de dijital alanda 6ne c¢ikan yeni aktorler hem bu yapisal
stnirliliklarin {iriinii hem de bu sinirliliklarla bag etme pratiklerinin somutlastigi 6rnekler olarak
degerlendirilebilir.

2012 yilinda kurulan 140journos da Tiirkiye’de bagimsiz dijital haberciligin doniisiimiinde
onemli bir rol oynayan yenilik¢i bir medya kolektifidir (Baykurt, 2014). Baslangigta Twitter
lizerinden yurttas gazeteciligi modeliyle faaliyet gdstermeye baslayan ekip, sahadan gelen bilgileri
toplama, dogrulama ve aktarma pratigiyle goriiniirliik kazanmistir (Lichterman, 2014; Matias, 2014).
Zamanla sosyal, politik ve kiiltiirel meseleleri ele alan daha uzun soluklu ve sinematografik anlati
bigimlerine yonelmistir. 140journos’un YouTube {izerinden dolasima soktugu igerikler, belgesel
formatin1 andiran yiiksek prodiiksiyonlu videolar ve karakter odakli kurgular iizerinden dijital bir
anlat1 platformu olarak konumlanmaktadir (Friedrich Naumann Foundation for Freedom, 2024).
Belgeseller yalnizca haber aktarma isleviyle sinirli olmayan; izleyicinin politik ve duyusal konumunu
doniistiirmeyi hedefleyen estetik diizenlemeler olarak okunabilmektedir. igeriklerinde dogrudan
mubhalif bir dil yerine ima, ironi ve dramatik gerilim gibi araglarla ¢ogu zaman dogrudan ¢atigmact
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bir sdylem kurmak yerine, kurgu ritmi, gorsel-isitsel montaj ve karakter secimi gibi bicimsel
kararlarla elestirel politik sdylemi estetik bir diizlemde yeniden iiretmeyi tercih etmektedir (Baykurt,
2014).

Bdylece bu anlatilar, temsilin gosterdigi ile ima ettigi arasindaki bogsluklarda bir yorum alani
acabilecek bicimsel diizenlemeler olarak degerlendirilebilir. 140journos’a iligkin caligmalar,
platformun ana akim medya yapilarinin disinda konumlanan alternatif bir yeni medya pratigi olarak
degerlendirilebilecegini ve belgesel icerikleri araciligiyla toplumsal hafiza iiretiminde rol
iistlenebilecegini gostermektedir (Sayar, 2017; Gokirmakli, 2020). Bu c¢ercevede 140journos’un
dijital belgesel anlatisi, Michel de Certeau’nun (1988) giindelik hayat i¢inde gelistirilen taktikler
kavramiyla birlikte diisiiniildiigiinde, baskin medya stratejilerinin tamamen disinda degil, onlarin
dolagim ve temsil bigimleri i¢inde konumlanan bir anlati pratigi olarak okunabilir. Bu nedenle
140journos’u yalmzca igerik iireten bir medya kolektifi olarak degil, estetik tercihleri araciligiyla
dijital kamusallik i¢inde politik algi ve tartisma zemini olusturma potansiyeli tagiyan bir anlati aktorii
olarak degerlendirmek miimkiindiir. Bu potansiyel, ifade ve basin 6zgiirliigiine yonelik kisitlarin
raporlandig1 Tiirkiye baglaminda (European Commission, 2024; U.S. Department of State, 2024)
alternatif bilgi, gorliniirliik ve hafiza liretimi agisindan ayrica onem kazanmaktadir.

140journos belgesellerinin anlati yapisi, klasik dramatik ¢atismay1 her zaman dogrudan bir
antagonist-protagonist iligkisi iizerinden kurmak yerine, bireysel deneyimler ile yapisal kosullar
arasindaki gerilimler {izerinden okunmaya elveriglidir. Dijital platformlarda belgesel anlatisinin
doniigiimiinii ele alan calismalar, 140journos gibi {ireticilerin klasik televizyon belgeselciliginden
farkli (Kaynarca, 2024) olarak dijital dolasim kosullar1, gorsel-isitsel diizenleme bigimleri ve degisen
belgesel anlati estetigi icinde degerlendirilmesi gerektigini gostermektedir. Bu igeriklerde yer alan
karakterler, yalnmizca kisisel tamikliklarin1 aktaran bireyler olarak degil, ayn1 zamanda belirli
toplumsal konumlarin, kirilmalarin ve deneyimlerin tasiyicilart olarak degerlendirilebilir.
Dolayisiyla karakterlerin temsili, sistemle birey arasindaki iligkinin hangi anlatisal ve gorsel-isitsel
tercihlerle kuruldugunu incelemeye imkéan tanimaktadir.

Bu calisma, aktarilanlardan yola ¢ikarak, séz konusu anlati bigimlerini ortiik aktivizm
kavranu cercevesinde analiz etmeyi hedeflemektedir. Ortiik aktivizm, agik¢a muhalif olmayan; ama
estetik, anlat1 ve ses/goriintli drgiisii yoluyla sistem karsiti mesajlar ileten, ortiik bir direnis bigimini
ifade etmektedir. Tiirkiye merkezli bagimsiz medya kolektifi 140journos’un dijital belgesel
iceriklerinde gelistirdigi anlat1 bi¢imlerini politik ve estetik bir direnig alani olarak ele alan bu
arastirma, 140journos’un belgesel igeriklerinde gelistirdigi anlat1 bigimlerini ortiik aktivizm kavrami
¢ercevesinde analiz ederek, dijital medya ortaminda estetik ve politik direnisin nasil i¢ ige gectigini
gostermeyi amaglamaktadir. Bu direnis estetiginin bigimsel ve anlatisal katmanlarini ¢oéziimlemek
amaciyla Itibardan Tasarruf (2024) belgeseli incelenmistir. Calisma, bu belgeseldeki gorsel anlati,
karakter tasarimi, gorsel kurgusu ve kullanimi ile ses kullanimi araciligiyla kurulan 6rtiik konumdaki
politik 6znellik bigcimlerini agiga ¢ikarmay1 hedeflemektedir. Bdylece dijital cagda sanat, medya ve
aktivizmin i¢ ice gectigi yeni ifade bicimlerine dair kuramsal bir katki sunulacaktir.

140journos, Dijital Belgesel ve Alternatif Medya Literatiirii

Tiirkiye’de dijital medya ve alternatif yayincilik {izerine yapilan ¢aligmalar, 140journos’u
cogunlukla ana akim medyanin sinirliliklar1 karsisinda gelisen yurttas gazeteciligi ve karst medya
pratikleri baglaminda ele almaktadir. Tung (2014), Gezi Parki olaylari sirasinda geleneksel medyanin
haber verme islevini yerine getirmekte yetersiz kaldig1 bir ortamda sosyal medya temelli yurttas
gazeteciligi girisimlerinin alternatif bilgi akislar1 irettigini belirtmektedir. Yazar 140journos’u bu
donemde One c¢ikan gonillii ve ticari olmayan karsti medya Orneklerinden biri olarak
degerlendirmektedir. Baykurt (2014) ve Sayar (2017) da 140journos’u Tirkiye’de degisen medya
ortami i¢inde ana akim medya yapilarimin diginda konumlanan yeni bir haber {iretimi ve kamusal
gorlintirliik pratigi olarak ele almaktadir. Plocheck (t.y.) ise 140Journos’un klasik gazetecilik
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kimliginden bilin¢li bigimde uzak durarak kendisini yurttaslik, bilgi paylasimi ve kamusal
sorumluluk ekseninde konumlandirdigini  vurgulamaktadir. Bu ¢aligmalar, 140journos’un
baslangicta yalnizca haber aktaran bir dijital mecra olarak degil, ana akim medyanin bogluklari
karsisinda alternatif bilgi dolasimi {iretmeye c¢alisan bir medya pratigi olarak sekillendigini
gostermektedir.

140journos’un erken donem pratigi, Tirkiye’de video aktivizmi ve ¢evrim igi katilimci
medya literatiirliyle de iliskilendirilebilir. Doganay ve Kara (2025), Tiirkiye’de video aktivizminin
Gezi Parki olaylar1 dncesinden sonrasina uzanan doniisiimiinii incelerken 140journos’u, 2012°de
Twitter iizerinden ortaya ¢ikan yurttas gazeteciligi girisimlerinden biri olarak konumlandirmaktadir.
Yazarlara gore 140journos’un erken donem iiretimi mahkeme siiregleri, anma yiirliyligleri ve
toplumsal olaylara iliskin canli giincellemeler, fotograflar, kisa videolar ve roportajlar iizerinden
sekillenmistir. Dogan (2025) ise Gezi Parki hareketi 6rmeginde ¢evrim igi katilimc1 medyanin sosyal
hareketlerle iligkisini tartigarak dijital medya pratiklerinin yalnizca haber dolagimi degil, kolektif
goriliniirliik, katilim ve sivil ifade iiretimi acisindan da degerlendirilmesi gerektigini gostermektedir.
Bu cergeve, 140journos’un giincel belgesel iiretimini yurttas gazeteciligi kokeninden kopuk bir
estetik doniisim olarak degil; gorsel taniklik, dijital dolasim, arsivleme ve politik katilim
pratikleriyle siireklilik icinde degerlendirmeye imkan tanimaktadir.

140journos’a iliskin literatiirde 6ne ¢ikan bir diger eksen, platformun toplumsal hafiza
iiretimindeki rolidiir. Gokirmakli (2020), 140journos’un giindeme iligkin belgesel serilerini
toplumsal hafiza insas1 baglaminda incelemekte; yil sonu videolarinin giincel olaylari arsivleyen,
gecmisle bugiin arasinda bag kuran ve yeni medya iizerinden alternatif bir hatirlama zemini olusturan
yapisina dikkat ¢ekmektedir. Bu yaklasim, 140journos igeriklerinin yalnizca haber degeri tagiyan
gorsel malzemeler olarak degil, ayn1 zamanda bellegi diizenleyen ve izleyiciyi ge¢misle yeniden
iligkilendiren anlatilar olarak degerlendirilmesi gerektigini gostermektedir.

Dijital platformlarda belgesel anlatisinin doniisiimiinii ele alan ¢caligmalar da 140journos’un
giincel iiretim bicimini ortaya koymaktadir. Kaynarca (2024), dijitallesmeyle birlikte belgesel
filmlerde anlat1 estetiginin degistigini; MUBI, BIuTV ve 140 Journos ornekleri lizerinden dijital
platformlarin  belgesel {iretiminde bicim, estetik ve yapim pratiklerini donistiirdiigiini
belirtmektedir. Bu ¢ercevede 140journos, klasik televizyon belgeselciliginden farkli olarak dijital
dolagim kosullar1, gorsel-isitsel diizenleme bigimleri ve degisen belgesel anlati estetigi i¢inde
degerlendirilmesi gereken bir iiretici olarak 6ne ¢ikmaktadir.

140journos iizerine yapilan giincel ¢aligmalar, platformun yalnizca iiretim bigimiyle degil,
izleyici alimlamasiyla da tartigilmasi gerektigini gostermektedir. Mutlu (2024), 140Journos
belgesellerinin YouTube yorumlarindan hareketle Tiirkiye’de geng yurttaglarin otoriterlik
deneyimini hangi duygusal yapilar {izerinden algiladigini incelemekte ve izleyici yorumlarinda
belirginlesen umutsuzluk, 6fke, kaygi ve kirginlik gibi duygulara dikkat ¢ekmektedir. Bu bulgu,
140journos belgesellerinin izleyiciyle yalnizca bilgi aktarimi diizeyinde degil, duygulanimsal ve
politik konumlanma diizeyinde de iligki kurdugunu gostermesi bakimindan énemlidir.

Benzer bigimde, Tiirkiye’de yeni medya ekseninde gelisen bagimsiz yaymcilik pratikleri
iizerine yapilan ¢aligmalar, alternatif medya alaninin tek bir modele indirgenemeyecegini ortaya
koymaktadir. Bal, Bulut ve Baruh (2018), Capul TV ve 140journos karsilastirmasi iizerinden
alternatif/yurttas medya girisimlerinin farkli orgiitlenme, Uretim ve siirdiiriilebilirlik bigimleri
gelistirdigini ortaya koymaktadir. Sirvanli ve Dagtas (2022) ise Medyascope 6rnegi iizerinden yeni
medya temelli alternatif yaymciligin ana akim medyadan iiretim ve icerik diizeyinde ayrildigini;
ancak profesyonellesme, kurumsallagma ve kitlesellesme siirecleriyle klasik radikal medya
tanimlarindan da farklilagtigim belirtmektedir. Bu tespitler, 140journos gibi dijital yayincilarin
yalmzca karsit medya kategorisiyle degil, profesyonel iiretim, gorsel anlati, dijital dolasim ve
izleyiciyle kurulan etkilesim eksenlerinde degerlendirilmesi gerektigini gostermektedir.

Turkish Studies, 21(O1)



Resisting with Aesthetics: Furtive Activism in 140journos’ Documentary... 1793

Bu calismalar birlikte degerlendirildiginde, 140journos’un literatiirde agirlikli olarak yurttas
gazeteciligi, alternatif medya, video aktivizmi, toplumsal hafiza, dijital belgesel estetigi ve izleyici
duygulanimi baglamlarinda ele alindigi goriilmektedir. Bununla birlikte, mevcut calismalar
140journos iceriklerinin politik elestiriyi hangi gorsel-isitsel ve anlatisal stratejilerle iirettigi sorusuna
simirli bigimde odaklanmaktadir. Bu ¢alisma, séz konusu bosluktan hareketle /tibardan Tasarruf
(2024) belgeselini yalnizca alternatif medya ya da toplumsal hafiza {iretimi agisindan degil; argiv
kullanimi, kurgu ritmi, sessizlik, gorsel karsitlik, karakter konumlandirmasi ve izleyiciye birakilan
yorum alanlari iizerinden isleyen ortiik aktivizm stratejileri bakimindan incelemektedir.

Estetik Rejim, Dijital iktidar ve Ortiikliik

Cagdas dijital kiiltiiriin en temel karakteristiklerinden biri, goriiniirliige, erisilebilirlige ve
stirekli paylasima dayali bir seffaflik rejimi altinda islemesidir (Han, 2015). Bu rejimde, bireyler
goniillii olarak kendilerini ifsa ederken, medya icerikleri de algoritmalarin belirledigi ilgi diizeylerine
gore sekillenmektedir (Kim, 2017; Petrescu & Krishen, 2020; Rachmad, 2024; Yanti et al., 2022).
Sanat ve politik ifade bu yapinin disinda degil; tam tersine merkezindedir. Dijital mecralarda iiretilen
her tiir igerik ister sanatsal ister gazetecilik temelli olsun, platformlarin belirledigi teknik, ekonomik
ve kiiltiirel kosullarla i¢ ice gecmistir (Caplan, 2018; Helmond, 2015; Nieborg & Poell, 2018;
Srnicek, 2017). Bu gercevede, sanatin politik etkisini yalnizca igerikle degil, iiretim, dolagim ve
alimlama kosullartyla birlikte diisiiniilmelidir. Sanat artik yalnizca neyin sdylendigi degil, nasil,
nerede ve kim tarafindan duyulur héle getirildigiyle de ilgilidir. Bu baglamda, Ranciére’in (2013)
duyulur olanin paylagimi kavrami hem estetigin hem de politik alanin kesisimini anlamlandirabilmek
agisindan 6nem tagimaktadir.

Ranciére’e (2013) gore estetik, yalnizca giizellige veya bigime dair bir mesele degildir.
Estetik, duyularin nasil orgiitlendigini, kimin neyi gorebilecegini, kimin konusabilecegini, neyin
temsile deger bulundugunu belirleyen politik bir rejimdir (Panagia, 2010; Porter, 2007). Dolayisiyla
her estetik diizen, ayn1 zamanda bir goriintirliik politikasidir (Fisken, 2014). Ranciére, klasik anlamda
sanat ve siyaset ayrimimi reddetmektedir. Ona gore her politik eylem ayni zamanda estetik bir
miidahaledir, ¢iinkii duyulur olani, yani goriilebilir, sdylenebilir, hissedilebilir olani, yeniden
diizenlemektedir (Ranciere, 2013). Ancak bu estetik-politik miidahaleler, dijital medya ¢aginin
0zgin baski rejimlerinden bagimsiz diisiiniilemez. Han’in (2015) “seffaflik toplumu” olarak
kavramsallastirdigi bu diizende denetim, giderek daha az dogrudan sansiir ve yasaklama yoluyla;
daha ¢ok goriiniirliik zorunlulugu, goniillii ifsa ve siirekli katilimi tesvik eden platform mimarileri
iizerinden islemektedir. Bu nedenle bireyler, ¢evrim igi ortamda paylagimda bulunarak, yeri
geldiginde kendilerini ifsa ederek ve etkilesime girerek gozetimin siirekliligine bizzat katkida
bulunmaktadir (Andrejevic, 2007; Lyon, 2006; Zuboff, 2019). Insanlar izlenmek, begenilmek ve
paylasilmak icin dijital platformlara siirekli icerik {iretmesiyle bir bakima dijital panoptikon
(Ferreira, 2024) insa edilmektedir. Dolayisiyla, klasik anlamda muhalif bir sdylemin dolagima
girmesi dahi yayincinin politikalari dogrultusunda miimkiin olmaktadir. Han’a gore bu tiir bir
gorliniirliik zorunlulugu, ayni zamanda bireylerin 6znelesme bigimlerini de belirlemektedir. Bu
acidan, dijital aktivizm yalmzca igerik tiretimiyle degil, cevrim i¢i goriiniirliigiin kosullarin1 yeniden
sekillendirmekle de ilgilidir. Tam da bu noktada, Michel de Certeau’nun (1988) giindelik hayata dair
gelistirdigi strateji ve taktik ayrimi1 devreye girmektedir. Ona gore strateji, kurumsal ve yapisal giic
odaklarinin planlama bi¢imidir; taktik ise bu stratejik diizen i¢inde hareket eden bireylerin yaratici
manevralaridir. Taktikler, sistemin sundugu alanlarda dolasirken onlar1 dogrudan yikmamakta fakat
anlamlarint doniistiirmektedir (Alonso, 2017; Demirpolat, 2021; Frow, 1991; Lynch & Greaves,
2017).

Bu tiirden taktiksel anlatilar, ayn1 zamanda platform ekonomisinin isleyis mantigin1 da
sarsmaktadir. Platform kapitalizmini kullanic1 verilerinin islenmesine dayanan, bu verilerin meta
olarak doniistiiriiliip alinip satildig: bir dijital ekonomidir. Bu siiregte platformlar, gorsel igeriklerin
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algoritmik goriiniirliigii ve etkilesimi tizerine kurulu ekonomik modeller gelistirmektedir (Nieborg
& Poell, 2018; Poell et al., 2022). YouTube gibi mecralarda, igerik iireticilerinin goriinlir olmast
algoritmalara, kullanici davranisina ve tiklanma oranlarma baglidir. Ancak bazi icerikler, bu
gorlintirliik kosullarin1 estetik olarak bozmaktadir. Claire Bishop (2012), bu tiirden estetik
miidahaleleri izleyicinin konumunu doniistiren politikalar olarak tanimlamaktadir. Boylesi
durumlarda, izleyici yalnizca bilgi alan degil; slirece duygusal, estetik ve biligsel diizeyde katilan bir
Ozneye doniismektedir.

Tiziana Terranova’nin (2004) dijital emek kavrami da burada o6nemli bir aciklik
saglamaktadir. Terranova’ya gore dijital tiretim siireci, kullanicilarin goniilli katkilarina
dayanmaktadir. Bu katkilar ekonomik bir deger iiretmekle birlikte cogu zaman somdirii bi¢ciminde
islemektedir. Ancak kullanicilarin (ve bu baglamda sanatcilarin) bu sistem i¢inde alternatif iiretim
bicimleri gelistirmesi de miimkiindiir. Izleyici yalmzca tiiketici degil, ayn1 zamanda anlam iireten ve
bu anlami1 sosyal dolasima sokan bir aktére doniigmektedir.

Bir Direnis Bi¢cimi Olarak Ortiik Aktivizm

Ortiik kavrami, dogrudan gériiniir olmaktan kaginan ama tamamen gizlenmeyen, dikkat
cekmeye caligmayan ama etkisiz de olmayan bir varolus bi¢imini ifade etmektedir. Bu terim, estetikle
oOriilmiis Ortiik anlat: stratejilerini tanimlamak i¢in 6zellikle uygundur; ¢iinkii bu tiir pratikler ¢cogu
zaman sistemin dikkatini cekmeyecek bigimde, ima ve ¢agrisim yoluyla islemektedir. Ortiik olan,
yalnizca gizlilik i¢inde var olan degil; ayn1 zamanda stratejik olarak saklanan, zamanlamasini ve
baglamini dikkatle secen bir ifadedir. Dolayisiyla bu kavram, sansiiriin ya da baskinin yogun oldugu
ortamlarda, dogrudan muhalif gériinmeden politik anlam {iretmenin estetik yollarini tanimlamak i¢in
giiclii bir diisiinsel ara¢ sunmaktadir. Ozellikle dijital kiiltiirde, goriiniirliigiin riskli ya da kontrol
altinda bulundugu durumlarda, Ortilk anlatilar, politik sdylemin sakli bicimlerini miimkiin
kilmaktadir. Ortiik aktivizm kavrami, yukarida belirtilen tiim bu kuramsal cergeveyi birlestiren
aciklayici bir cat1 sunmaktadir. Ortiik aktivizm, sessizligin, imanin, sembolik anlatilarin ya da estetik
kurgunun politik etkiler yaratabilecegi fikrine dayanmaktadir.

Sosyal hareketler kiiltiirel degisimin ve sosyal ilerlemenin baglica itici giicleridir (Simpson
et al., 2022). Bu hareketlerin temelinde ise, degisim talebini goriiniir kilmak ve harekete gecirmek
amaciyla gerceklestirilen gesitli aktivizm bigimleri yer almaktadir. Aktivizm, bireyler veya gruplar
tarafindan toplumsal, siyasi veya ekonomik degisim saglamak amaciyla iistlenilen genis bir eylem
yelpazesini kapsamaktadir (Duignan, 2025; Human Rights Careers, n.d.; O’Brien, 2021). Bu
eylemler, olduk¢a goriiniir ve kolektif gosterilerden daha gizli ve bireysel eylemlere kadar uzanan
bir spektrumda yer almaktadir (Civil Liberties Defense Center, n.d.; Vinthagen & Johansson, 2011).
Geleneksel anlayislar genellikle yiiriiylisler, oturma eylemleri ve mitingler gibi agik bigimleri
vurgulamakta ve kamuoyuyla yiizlesmeyi ve taleplerin resmi olarak taninmasini hedeflemektedir.

Oysa, aktivizm, modern toplumsal ve siyasal hareketlerin temel bigimlerinden biri olarak
yalnizca protestoya indirgenemeyecek cok katmanli bir miidahale pratigidir. Politik eylemin bu
bi¢imi, toplumsal doniisiim taleplerini kurumsal kanallarin 6tesinde, giindelik hayatin akisi icinde
yeniden tiretmektedir. Klasik anlamda meydan, sokak ve grev gibi alanlarda beliren kolektif direnis
bicimleri, zamanla yalnizca devlete ya da iktidara kargi yonelen bir muhalefet olmanin 6tesine
gegcerek, kiiltiirel normlar, temsil rejimleri ve epistemolojik yapilarla da miicadele eder hale gelmistir
(Bayat, 2013; Laclau & Mouffe, 2001). Bu yoniiyle aktivizm, bir karsi durustan o6te, anlamin,
bellegin ve gelecege dair tahayyiiliin tretildigi bir alana doniismektedir. Butler’m (2021) kamusal
eylemi bedensel performans olarak konumlandirmasi ya da Laclau ve Mouffe’un (2001) gerilimi
demokratik ¢cogullugun asli unsuru olarak gérmesi, aktivizmi yalnizca reaksiyoner bir tepki degil,
ayn1 zamanda hegemonya {iretiminin yeniden tiretildigi bir siire¢ olarak kurmaktadir.

Dijital c¢agla birlikte, bu miicadele alaninin smirlan hem genislemis hem de
karmagiklagsmistir. Geleneksel aktivizmin mekansal baglamdan kaynaklanan birliktelik iizerine
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kurulu varligi, yerini ¢ok merkezli, ag tabanli, zamansal olarak pargalanmis ve daginik kolektif
yapilara birakmistir. Castells (2015), dijital iletisim aglarmin yalmzca bilgi akisim degil, aym
zamanda kolektif duygulanimi orgiitledigini belirtirken; Tiifeke¢i (2014, 2017), bu aglarin hizh
seferberlik saglarken kurumsallasma kapasitesinin simirli olabilecegini vurgulamaktadir. Ote yandan
platform temelli gorliniirlik beklentileri, aktivizmi yalmzca devletle degil, dijital altyapilarin
belirledigi algoritmik sinirlarla da kars1 karsiya birakmaktadir (Bucher, 2012; Poell et al., 2019). Bu
cercevede dijital aktivizm, yalnizca bir igerik iiretimi pratigi degil, ayn1 zamanda izlenilme arzusunun
ve algoritmik yonetim iizerine kurulu rejimin kosullar1 altinda tartisilan edilen bir siyasal 6znelesme
bicimi héaline gelmektedir.

Bu kosullar altinda beliren bazi anlati1 bi¢cimleri, dogrudan muhalefetle 6zdeslesmeyen ancak
sistemin sundugu goriniirliitk olanaklarini kullanarak onun sinirlarini asindiran yeni bigimler
gelistirmektedir. Bu baglamda ortiik olan, yalnizca gizlenmis ya da sakli degil; sistemin iginden,
dikkat ¢ekmeyecek olgiide goriiniir olan ama elestirel ¢cagrisimlar tasiyan bir estetik-politik durusu
isaret etmektedir. Ortiik anlatilar ya da eylemler, tam da bu ikili gerilimi kullanarak politik etki
iretmektedir. Bunlar, hem i¢inde bulunduklari rejimin dikkatini ¢ekmeden ve onu rahatsiz etmeden
islermekte hem de izleyicinin duyusal ve diisiinsel siireglerinde alternatif bir anlam {iretimi miimkiin
kilmaktadir. Bu tiir miidahaleler, klasik anlamda aktivizmin goriiniirligiine degil, dolayl etkisine,
cagrisim giiciine ve estetik lizerinden kurulan elestirel mesafeye sirtin1 dayamaktadir.

Dolayisiyla ¢agdas aktivizm, yalnizca eylemle degil; anlati, temsil ve duyumsama
bicimleriyle de ilgilidir. Bilginin, bellegin ve kimligin estetik olarak diizenlendigi bu yeni baglamda
aktivizm, artik yalnizca neye karsit degil, nasil bir diinya i¢in sorusuna verilen kolektif bir halini
almaktadir. Rodriguez’in (Rodriguez, 2008) epistemolojik aktivizm kavramiyla isaret ettigi gibi,
bilgi tiretimi ve kiiltiirel karsi-anlatilar da birer direnis bigimi haline gelmektedir. Bu baglamda
aktivizm, yalnizca gecici bir karsi ¢ikis olmaktan uzaklasarak politik olani yeniden duyumsama,
orgiitleme ve temsil etme bigimi olarak siireklilik kazanmaktadir.

Aktivizmin agik ve goriiniir bigimlerinin yani sira, daha az bilinen ancak kritik bir boyutu da
bulunmaktadir. Aktivizm yazini, kolektif eylemi ¢ogu zaman yiliksek goriiniirliiklii protestolar,
orgiitlii kampanyalar ve kitlesel mobilizasyon iizerinden tanimlamaktadir. Ancak toplumsal ¢atigsma
repertuvari, bu goriiniir bigimlerle sinirli kalmamaktadir; giindelik yasam iginde, diisiik profilli ve
stiregen miidahaleler de direnisin dnemli bir pargast olmaktadir (Scott, 1987, 1992; Tilly & Tarrow,
2015; Vinthagen & Johansson, 2013). Bu cergevede ortiik aktivizm, baskici ya da riskli goriinirlitk
kosullarinda dogrudan karsitlik iiretmeden elestirel anlam kurmaya yonelen stratejik eylemleri ifade
etmektedir. Ortiikliik, ¢ogu zaman isteksizlikten degil; goriiniir olmanin maliyetlerini, giic
asimetrilerini ve olas1 yaptirimlar tartan bir konumlanmadan kaynaklanmaktadir (Bayat, 2000;
Wegschaider, 2023).

Ortiik aktivizm, direnisin incelikli ve genellikle gdz ardi edilen bir boyutunu temsil
etmektedir. Bu kavram, genellikle marjinalize edilmis bireyler veya gruplar tarafindan baskici
yapilara meydan okumak veya baskici ortamlarda hayatta kalmay1 saglamak amaciyla gizlice, ortiilii
bir sekilde veya dolayli olarak iistlenilen eylemleri ifade etmektedir. Bu yaklagim, aktivizmin her
zaman etkili olmak icin agik olmasi gerektigi yoniindeki (Lee, 2023) geleneksel goriise meydan
okuyarak gizli veya kilik degistirmis direnis bigimlerinin stratejik 6nemini vurgulamaktadir. Bu tiir
gizli eylemler, ¢ogu zaman isteksizlikten degil; riskleri ve gii¢ iliskilerini hesaplayan bilingli bir
tercihten dogmaktadir. Bu yaklasim, toplumsal hareketleri yalnizca kitlesel mobilizasyonla
siirlamayan yeni bir ¢erceve sunmaktadir. Buna gore, yalnizca goriiniir ve kitlesel eylemler degil,
daha az dikkat ¢eken miidahaleler de toplumsal degisime anlamli katki sunabilmektedir. Bu tiir
katkilarin etkisi her zaman nicel olarak odlciilemese ya da dogrudan bir nedensellik iligkisiyle
aciklanmasa da degisim siireclerinde belirleyici olabilmektedir. Ortiik aktivizm bu yaklasimla, acik
protestoyu yiicelten kahramanlik anlatilarina karsi ¢ikmaktadir. Bunun yerine, giindelik pratikler
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icinde iiretilen ve cogu zaman diisiik goriiniirliikle ya da gizlilikte isleyen taktiksel miidahalelerin de
direnis repertuvarinin pargasi olarak kavramsallastirilmasi ve analitik olarak ciddiye alinmasi
gerektigini savunmaktadir.

Ortiik aktivizm kavramsallastirmasi, aktivizmi yalmzca biiyiik ve goriiniir eylemler
iizerinden okuyan yaklasimlar sorgulamaktadir. Kiigiik dlcekli, giindelik ve diisiik goriiniirliiklii
miidahalelerin analitik olarak ciddiye alinmasi gerektigini savunmaktadir (Bakardjieva, 2009;
Horton & Kraftl, 2009). Bu tiir pratiklerin etkisi her zaman nicel gostergelerle dl¢giilemese de kamusal
anlam iiretimini, kolektif kimlikleri ve mesruiyet miicadelelerini doniistiirme kapasitesi tasimaktadir.
(Jasper, 1997; Melucci, 1996; Polletta, 2006) Dolayisiyla ortiik aktivizm, agik protestoyu yiicelten
kahramanlik anlatilarina mesafe koymakta; giindelik pratikler i¢inde isleyen taktiksel hamlelerin de
direnis repertuvarina dahil edilmesini 6nermektedir.

Dijital baglamda ise ortiikk aktivizm, platformlarin algoritmik goriiniirliikk diizeni ve ag
mantig1 ile birlikte disiiniilmektedir. Dijital eylem bi¢imleri, bir yandan hizli dolasim ve gevsek
baglar iizerinden genis kitlelere ulagabilmekte, diger yandan algoritmik goriiniirliik, veri temelli
yonetisim ve platform ekonomileri tarafindan sinirlandirilmaktadir (Bennett & Segerberg, 2012;
Couldry & Mejias, 2019; Melucci, 1996; Milan, 2015). Bu kosullarda ortiik aktivizm, dogrudan ¢agri
iiretmekten ¢ok, anlami bicimsel tercihler, sezgisel baglantilar ve diisiik yogunluklu ama siiregen
miidahaleler iizerinden kurarak, goriiniirliik baskis1 altinda dahi elestirel bir alan agabilmektedir.

Kiltiirel bellek tartigmalart da ortiik aktivizmin estetik ve anlatisal boyutunu diistinmek
acgisindan onemlidir. Marianne Hirsch’in postmemory kavrami (1997, 2012), kisinin dogrudan
yasamadig1 bir gecmisle fotograflar, anlatilar, imgeler ve toplumsal aktarimlar aracilifiyla iliski
kurmasini ifade etmektedir. Bu kavram, gorsel ve igitsel malzemenin gegmisi yalnizca belgeleyen
bir unsur olarak degil, gegmisle bugiin arasinda duygusal ve diisiinsel baglar kuran bir anlat1 araci
olarak isleyebilecegini gostermektedir. Bu agidan arsiv goriintiileri, tanikliklar, ailevi ya da toplumsal
aktarimlar ve gorsel hafiza pargalari, politik anlamin dogrudan ifade edilmeden kurulabildigi ortiik
anlati bi¢imlerini anlamak i¢in agiklayicidir. Dolayisiyla postmemory yaklasimi, bu ¢alismada
belgesel anlatisinda arsiv, hatirlama ve izleyici konumlandirmasi arasindaki iliskinin
degerlendirilmesine kuramsal katki sunmaktadir.

Yontem

Calisma, tiim bunlardan yola ¢ikarak, 140journos tarafindan firetilen video belgesel
tiirlindeki igeriklerde estetik tercihler ve anlati yapilarinin politik anlam {iretimiyle iliskisini
incelemeyi amaglayan nitel bir arastirma tasarimi benimsemistir. Bu dogrultuda, arastirmanin temel
yontemi olarak nitel anlati ¢éziimlemesi ve gorsel-igitsel metin ¢oziimlemesi kullanilmistir. Bu
yaklagim, inceleme nesnesindeki oOrtiikk politik mesajlari, estetik direnis stratejilerini ve bu
stratejilerin duyusal ve kavramsal ¢agrisimlarini derinlemesine analiz etmeye olanak tanimaktadir.

Arastirma Yontemi ve Yaklasim

Bu calisma, tek bir gorsel-isitsel metnin kendi iiretim ve dolasim baglami igerisinde
derinlemesine incelenmesini amaclayan nitel ve yorumlayici bir tek durum incelemesi olarak
tasarlanmigtir. Arastirmanin inceleme nesnesini, 140journos tarafindan hazirlanan ve YouTube
iizerinden yayimlanan Jtibardan Tasarruf (2024) belgeseli olusturmaktadir. Calismada, belgeselin
nesnel gercekligi ne Olgiide yansittifindan ¢ok, politik anlami hangi anlatisal ve gorsel-isitsel
tercihler araciligiyla iirettigi arastirilmaktadir. Bu dogrultuda arastirmanin temel sorusu, “/tibardan
Tasarruf belgeselinde anlat1 yapist ve gorsel-isitsel diizenlemeler, dogrudan mubhalif bir s6yleme
basvurmadan politik elestiriyi ve ortiik aktivizmi nasil tiretmektedir?” seklinde belirlenmistir.

Belgeselin ¢oziimlenmesinde nitel anlati ¢oziimlemesi ile gorsel-isitsel metin ¢oziimlemesi
birlikte kullanilmigtir. Anlati ¢éziimlemesi, anlatinin yalnizca ne sdyledigine degil, olaylar1 ve
kisileri nasil diizenledigine, zaman iliskilerini nasil kurduguna ve izleyiciyi hangi konuma

Turkish Studies, 21(O1)



Resisting with Aesthetics: Furtive Activism in 140journos’ Documentary... 1797

yerlestirdigine odaklanmaktadir (Meraz et al., 2019; Moen, 2006; Riessman, 2008). Bu kapsamda
belgeselin olay orgiisii, zamansal diizeni, anlatict ve konusmaci konumlari, karakter insasi, arsiv
gorilintiilerinin anlati i¢cindeki iglevi ve izleyiciye birakilan yorum alanlari incelenmistir.

Gorsel-isitsel metin ¢dzlimlemesi asamasinda ise goriintii se¢imi, ¢ekim ve mekan tercihleri,
gorsel karsitliklar, kurgu ritmi, miizik, konusma, ses efektleri, sessizlik, ekran yazilar1 ve sahneler
arasindaki gecisler degerlendirilmistir. Gorsel ve isitsel unsurlar birbirinden bagimsiz teknik
bilesenler olarak degil, belgeselin anlam iiretim siirecine birlikte katilan gostergeler olarak ele
almmustir (Figueroa, 2008; Rose, 2016; Tashakkori et al., 2010). Boylece anlatinin tematik igerigi ile
bu igerigi bi¢cimlendiren estetik tercihler arasindaki iligki incelenmistir.

Analiz sonucunda belirlenen anlatisal ve gorsel-isitsel oriintiiler, ¢alismanin kuramsal
cercevesi dogrultusunda yorumlanmistir. Bu asamada Ranciére’in “duyulur olanin paylagimi”
yaklagimi, estetik tercihlerin goriiniirliik ve duyulabilirlik alanini nasil diizenledigini agiklamak; de
Certeau'nun “strateji” ve “taktik” ayrimi, egemen temsil bigimlerinin igeriden nasil
donistiiriildiglinii degerlendirmek; Han’in “seffaflik rejimi” yaklasimi ise dijital platformlarda
goriiniirliik ve denetim arasindaki iligkiyi tartigmak amaciyla kullanilmigtir. Dolayisiyla estetik-
politik okuma, bagimsiz bir veri analiz yontemi olarak degil, anlat1 ve gorsel-isitsel ¢oziimleme
sonucunda elde edilen bulgularin yorumlandigi kuramsal bir agama olarak konumlandirilmistir.

Ortiik aktivizm kavrami arastirmanin bastan dogrulanmis sonucu olarak kabul edilmemis,
analiz siirecini yonlendiren bir analitik kavram olarak kullanilmistir. Bu kapsamda dogrudan karsitlik
bildiren ifadelerin yerine ima ve ¢agrisimin kullanilmasi, farkli zamanlara ait goriintiilerin karsi
karsiya getirilmesi, stratejik sessizlik ve bosluklar, gorsel ve isitsel karsitliklar, karakterlerin
toplumsal konumlar1 temsil edecek bigimde yapilandirilmasi ve izleyicinin anlami tamamlamaya
yonlendirilmesi ortiik aktivizmin incelendigi baslica analitik boyutlar olarak belirlenmistir.

Inceleme Nesnesinin Se¢cimi ve Simirlandirilmasi

Arastirmanin inceleme nesnesinin belirlenmesinde amagli 6rnekleme stratejilerinden olgiit
ornekleme kullanilmistir. Olgiit drneklemede arastirmanin amaci dogrultusunda énceden belirlenen
ozellikleri tasiyan ve incelenen olgu hakkinda zengin bilgi saglayabilecek durumlar se¢ilmektedir
(Patton, 2015). Bu dogrultuda arastirmanin inceleme alani, 140journos’un resmi YouTube kanalinda
yayimlanan belgesel tiirlindeki orta/uzun metraj (25 dakika ve iizeri siireye sahip) video igerikleriyle
sinirlandirilmistir.

Inceleme nesnesinin segiminde su olgiitler esas almmustir: Igerigin 140journos tarafindan
hazirlanarak kurulusun resmi kanalinda yayimlanmis olmasi; kisa haber videosu, tanitim veya
giindem derlemesi yerine belgesel niteliginde uzun bigimli bir anlati yapisina sahip olmasi;
Tiirkiye’nin toplumsal, ekonomik veya siyasal doniigiimiine odaklanmasi; arsiv goriintiisii, taniklik,
roportaj ve uzman goriisli gibi farkli anlati malzemelerini bir arada kullanmasi; anlati yapisi, kurgu,
ses ve gorintii diizenlemelerinin birlikte incelenmesine elverisli olmasi ve aragtirma siiresince
kamusal olarak erisilebilir durumda bulunmasi.

Bu o6l¢iitler dogrultusunda 140journos’un YouTube kanalinda ilk videonun yiiklendigi 21
Haziran 2016 tarihinden 31 Aralik 2025 tarihine kadar yayimlanan igerikler 6n incelemeye alinmistir.
Gergeklestirilen kanal taramasinda toplam 196 igerik degerlendirilerek kisa haber videolari, tanitim
icerikleri, sdylesi kayitlar1 gibi aragtirmanin belirledigi belgesel dlciitlerini karsilamayan yapimlar
kapsam diginda birakilmigtir. On inceleme sonucunda orta/uzun metraj kriterini saglayan otuz iki
video bulundugu tespit edilmistir. Bu yapimlar arasindan, ftibardan Tasarruf (2024) belgeseli
belirlenen Olgiitlerin tiimiinii karsilayan ve anlatisal, tarihsel ve gorsel-isitsel agidan ¢ok katmanl
veri sunan bir durum olarak segilmistir.

Itibardan Tasarrufun secilmesinde, belgeselin ortiik aktivizm igerdiginin 6nceden kabul
edilmesi degil; politik ve ekonomik bir doniisiimii farkli donemlere ait arsiv kayitlari, tanikliklar,
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uzman gorisleri, mekansal karsitliklar ve gorsel-isitsel diizenlemeler araciligiryla yapilandirmasi
belirleyici olmustur. Belgeselin bu 6zellikleri, aragtirma sorusu dogrultusunda anlat1 yapist ile estetik
tercihler arasindaki iligkinin ayrintili bigimde incelenmesine olanak saglamaktadir. Calisma,
belgeseli 140journos’un biitiin yapimlarin1 temsil eden istatistiksel bir 6rnek olarak
degerlendirmemektedir. Belgesel, belirli bir dijital belgesel anlatisinin derinlemesine
¢Oziimlenmesini saglayan bilgi agisindan zengin tek bir durum olarak ele alinmistir. Bu nedenle
arastirmanin ulastig1 bulgular dogrudan 140journos’un tiim iceriklerine genellenmemekte; incelenen
belgeselin anlatisal ve gorsel-isitsel yapisiyla siirlandirilmaktadir.

Verilerin Elde Edilmesi ve Kayit Altina Alinmasi

Arastirmanin temel veri kaynagini, 140journos’un resmi YouTube kanalinda yayimlanan
Itibardan Tasarruf (2024) belgeseli olusturmaktadir. Analiz siireci, her izlemede farkli bir
¢dziimleme amacina odaklanacak bigimde yiiriitiilmiistiir. Ilk izlemede belgeselin genel anlati yapisi,
temel konusu, konusmacilari ve zamansal orgiitlenisi belirlenmistir. Sonraki izlemelerde anlati
sekanslara ayrilmis; konusmalar, arsiv goriintiileri, gorsel karsitliklar, kurgu gegisleri, miizik, ses
efektleri, sessizlikler ve ekran yazilar1 zaman kodlartyla birlikte kayit altina alinmstir.

Verilerin sistematik bi¢imde diizenlenmesi amaciyla bir ¢dziimleme formu hazirlanmustir.
Bu formda her sekans icin baslangic ve bitis zamanlari, sekansin kisa betimlemesi, konugmaci veya
karakterler, kullanilan goriintii tiiri, anlatisal islev, gorsel diizenleme, ses kullanimi, kurgu 6zellikleri
ve ortaya ¢ikan politik cagrisimlar ayri alanlarda kaydedilmistir. Coziimleme sirasinda arastirma
sorusu agisindan 6nemli goriilen konusmalar yazili hale getirilmis ve bunlarin belgesel i¢indeki
zaman kodlar1 belirtilmistir. Bdylece sekans cizelgesi, zaman kodlu izleme notlari, konusma
dokiimleri ve gorsel kayit notlarindan olusan ¢aligmaya iligskin veriler elde edilmistir. Filmde yer alan
konusma pargalari, arsiv goriintiileri, roportajlar, ekran yazilari, ¢gekim ve mekan tercihleri, gorsel
yan yanaliklar, miizik, sessizlik, ses efektleri ve kurgu gecisleri analiz birimleri olarak
degerlendirilmistir. Bu ayrim sayesinde belgeselin hem genel anlat1 6rgiitlenisi hem de belirli gorsel-
isitsel tercihlerin anlati i¢indeki islevi birlikte incelenmistir.

Verilerin Analiz Siireci

Verilerin ¢dziimlemesi ii¢ asamada gerceklestirilmistir. ilk asamada belgesel sekanslara
ayrilmig ve her sekans betimleyici bigimde kayit altina alinmistir. Bu asamada sekanslarda kimlerin
yer aldig1, hangi konularin ele alindigi, hangi dénemlere ait goriintiilerin kullanildig1 ve goriintii ile
sesin nasil diizenlendigi belirlenmistir.

Ikinci asamada sekanslar, anlati ¢oziimlemesi ve gorsel-isitsel metin ¢dziimlemesi
dogrultusunda incelenmistir. Nitel anlat1 ¢6ziimlemesinde asagidaki analitik boyutlar esas alinmigtir:

¢ Olaylarn ve sdylemlerin siralanma bigimi;

e Gecmis ve glincel zaman arasindaki iligkiler;

e Anlatici, konusmaci ve karakterlerin konumlandirilmast;

e Arsiv goriintiisi, taniklik ve uzman goriislerinin anlat1 igindeki islevi;
¢ Anlatinin izleyiciyi yonlendirme ve konumlandirma bigimi.

Gorsel-isitsel ¢coziimlemede ise mekan ve goriintii se¢imi, ¢gekim 6lgekleri, gorsel karsitliklar,
arsiv ve gilincel goriintiilerin yan yana getirilmesi, kurgu ritmi, sahneler arasi gegisler, miizik,
konusma, ses efektleri, sessizlik ve ekran yazilar1 incelenmistir. Gorsel ve isitsel tercihler yalniz
baslarina degil, i¢inde yer aldiklar1 sekansin konusu ve anlatisal isleviyle birlikte degerlendirilmistir.
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Ucgiincii asamada, anlatisal ve gorsel-isitsel ¢oziimlemeden elde edilen &riintiiler arastirmanin
kuramsal ¢ercevesi dogrultusunda yorumlanmistir. Bu yorumlama sirasinda ortiik aktivizmin
incelenebilmesi i¢in su gostergelerden yararlanilmistir:

e Politik elestirinin dogrudan bir yargi yerine ima ve ¢agrisim yoluyla kurulmasi;

e Gegmis ve giincel goriintiilerin kars1 karsiya getirilerek sdylem ile sonug arasinda gerilim
olusturulmast;

o Sessizlik, kesinti, kararma veya anlatisal bosluklarla izleyiciye yorum alani birakilmast;
o Karakterlerin bireysel hikayelerinin daha genis toplumsal konumlarla iliskilendirilmesi;

e Egemen temsil bigimlerine ait goriintii ve sdylemlerin yeni bir kurgu baglami i¢inde yeniden
anlamlandirilmasi;

e Izleyicinin sahneler arasindaki baglantilar1 kendisinin kurmaya yonlendirilmesi.

Bir gorsel-isitsel tercihin ortiik aktivizm kapsaminda yorumlanabilmesi i¢in, s6z konusu
tercihin politik bir meseleyle iliski kurmasi, dogrudan karsitlik yerine dolayli bir elestirel anlam
iiretmesi ve sekansin diger anlati unsurlariyla birlikte islemesi aranmustir.

9 <e

Coziimlemede kullanilan “anlati yapisi1”, “gorsel diizenleme” ve “ses kullanimi1” bagliklari
nitel anlatt ve gorsel-isitsel ¢ozlimleme literatiiriinden hareketle analiz 6ncesinde belirlenen ist
kategoriler olarak belirlenmistir. Bununla birlikte, bu kategorilerin altinda beliren zamanlar arasi
karsitlik, cogul seslilik, stratejik sessizlik ve izleyicinin anlami tamamlama konumuna yerlestirilmesi
gibi oriintiiler, inceleme sirasinda veriden hareketle belirlenmistir.

Bulgular
Belgeselin Anlatisal Yapisi

140journos’un ftibardan Tasarruf (2024) adli belgeseli, geleneksel belgesel anlatisinin
dogrusal agiklama mantigin1 gevseterek cok katmanli ve parcali bir anlati orgiisii kurmaktadir.
Belgesel, olaylar1 bastan sona kronolojik bir ¢izgi iizerinde siralamak yerine, farkli zamanlara ait
sahneleri ve sdylem pargalarini birbirine eklemleyerek ilerlemektedir. Bu tercih, anlatiy1 yalnizca
bilgi aktaran bir yapi olmaktan ¢ikarip, izleyicinin hafiza, karsilastirma ve yorumlama siireglerini
harekete gegiren bir diizenlemeye doniistirmektedir. Boylece belgesel, bir sonug ciimlesi iiretmekten
cok, izleyiciyi sorular etrafinda dolagtiran ve anlami adim adim kurduran bir anlati bi¢imi
iiretmektedir.

Belgeselin zamansal orgiitlenisi, anlatinin elestirel aksini tasiyan temel bilesenlerden biri
olarak iglemektedir. Zamanin dogrusal akisinin kirilmasi, gegmis ile giincel olanin siirekli birbirine
gonderimde bulundugu bir iligki ag1 yaratmaktadir. Bu ag, ge¢misin yalnizca gegmis olarak
birakilmadigi, giincel olanin da yalnizca giincel bir veri seti gibi sunulmadigi bir anlati diizeni
iiretmektedir. Belgesel, farkli donemleri {ist iiste bindirerek, belirli sdylemlerin hangi kosullarda
kuruldugunu ve zaman iginde nasil yer degistirdigini goriinlir kilmaktadir. Bdylelikle izleyici,
degisimi yalnizca digsal olaylar lizerinden degil, temsil bigimleri ve sdylemsel yonelimler {izerinden
de izleyebilmektedir.

Donemler arasi iliskilendirme, belgeselde ozellikle siyasal sdylem ile giincel sonuglar
arasindaki karsitigin kurulmasi {izerinden yogunlagmaktadir. Cumhurbaskani Erdogan’in ge¢mis
yillara ait konusmalarindan segilen kayitlar, giincel ekonomik ve siyasal sahnelerle yan yana
getirildiginde, sdylem ile pratik arasindaki mesafe somutlagsmaktadir. Belgesel burada basit bir
karsilastirma liretmemekte; ayn1 zamanda temsilin nasil ¢alistigini da géstermektedir. Erken donem
hitabetin daha sade, dogrudan ve yakin bir tonda kurulmasiyla, giincel donemdeki protokol
estetiginin daha mesafeli ve gosterisli ¢erceveleri arasinda olusturulan tezat, elestiriyi igerik kadar
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bicim diizeyinde de tagimaktadir. Bu nedenle belgesel, yalnizca neyin degistigini degil, degisimin
nasil gorliniir hale geldigini de tartigmaya agmaktadir.

Belgeselin anlatisal yapisinda arsiv malzemesi, yalnizca ge¢misi belgeleyen bir kanit dizisi
olarak islememektedir. Arsiv goriintiileri, belgeselin kurgu manti§1 icinde hatirlamanin ve
ylizlestirmenin aktif bir aracina donlismektedir. Arsiv, gegmisin donmus bir kaydi olarak degil,
giincel sahnelerle temas ettiginde yeniden anlam {ireten bir katman olarak ¢aligmaktadir. Bu kurgu,
izleyicide nostaljik bir duygu iiretmekle sinirli kalmamakta; bellegin secici isleyisini, siyasal
vaatlerin dolasimin1 ve temsil siirekliligi iddialarini sorgulatan bir gerilim iiretmektedir. Boylece
belgesel, arsivi bir arka plan malzemesi olarak degil, elestirinin kurucu bilesenlerinden biri olarak
konumlandirmaktadir.

Tanikliklar ve uzman yorumlar1 da bu bellek diizenegi icinde tamamlayict bir rol
iistlenmektedir. Belgeseldeki konusmacilar, yalnizea kigisel deneyim aktarimi yapan figiirler olarak
yapilandirilmamakta; belirli toplumsal konumlarin ve kolektif duygularin tasiyicisi haline
getirilmektedir. Eski AKP se¢meni gibi figiirler, tekil bir hayal kirikligin1 dile getirmekten ¢ok,
muhafazakar orta sinifin zaman ic¢inde doniisen beklenti, aidiyet ve mesruiyet algilarini goriiniir
kilmaktadir. Gazeteci, akademisyen ve analistlerin anlatiya dahil edilmesi ise tanikliklarin duygusal
yogunlugunu yapisal agiklamalarla iligkilendirmekte ve belgeselin yalnizca duygusal bir hesaplasma
olarak okunmasini engellemektedir. Boylece anlati, hem giindelik deneyimin diliyle hem de
kavramsal ¢oziimlemenin diliyle ilerleyen ¢ok katmanli bir ¢ergeve tiretmektedir.

Bu ¢ok katmanli ¢ercevenin 6nemli bir yonii, belgeselin izleyiciyi konumlandirma bi¢iminde
ortaya ¢ikmaktadir. Belgesel, izleyiciyi edilgin bir alic1 olarak birakmamakta; sahneler arasindaki
bosluklari tamamlamaya, donemler arasi baglart kurmaya ve ¢eligkiler lizerinden diisiinmeye
yoneltmektedir. Bu yoneltme, didaktik bir anlatict sesiyle yapilmamakta; montajin ritmi, sahneler
aras1 gecisler ve secilen pargalarin yan yanalig iizerinden kurulmaktadir. Anlati, izleyiciyi hazir bir
yarglya tagimak yerine, izleyicinin kargilagtirma yapmasini ve kendi konumunu belirlemesini
gerektiren bir izleme pratigi tiretmektedir. Dolayisiyla belgeselin elestirel etkisi, yalnizca aktardigi
bilgiden degil, izleme siirecini nasil organize ettiginden de kaynaklanmaktadir.

Karakter diizeni bu orgiitlenmenin merkezinde yer almaktadir. Belgesel, tekil kahraman
figiirii ya da tek bir anlatici etrafinda birlesen bir yapt kurmamaktadir. Bunun yerine, ¢ogul seslerin
yan yana geldigi, zaman zaman celiskili degerlendirmelerin bir arada tutuldugu bir anlati 6rgiisii
iiretmektedir. Bu ¢cogulluk, belgeselin inandiriciligini pekistirmekte; ¢ilinkii iktidar deneyimini tek bir
duyguyla, tek bir ideolojik pozisyonla ya da tek bir toplumsal kesitle sinirlamamaktadir. Anlati, farklt
kesimlerden gelen kirllma noktalarin1 ve farkli duygulanim bigimlerini birlikte dolagima sokarak,
siyasal doniisiimii toplumsal dokunun i¢inde tartismaya agmaktadir.

Belgeselin duygusal yogunlugu, 6zellikle eski destekei figiirlerin anlatiya dahil edilmesiyle
giiclenmektedir. Bu figiirler, bir donem kurulan umut ve inang ile giincel hayal kiriklig1 arasindaki
gerilimi tagiyan temsili odaklar haline gelmektedir. Bu gerilim, yalnizca soz diizeyinde degil,
sOyleyis ozellikleri ve performans bi¢imleri izerinden de izlenebilmektedir. Duraksamalar, vurgular,
ses tonundaki kirilmalar ve yer yer sarkastik bir anlatim, yiizlesme hissini artirmaktadir. Boylece
belgesel, izleyiciye yalnizca dissal bir anlati sunmamakta; ayn1 zamanda izleyicinin duygusal olarak
da pozisyon almasini gerektiren bir karsilasma zemini iiretmektedir. Bu karsilasma, belgeselin
elestirel etkisini dramatize etmekten ziyade, elestiriyi giindelik hayatin i¢inden kuran bir baglam
olusturmaktadir.

Cumhurbagkan1 Erdogan figiirii ise belgeselde merkezl bir islev gdrmesine ragmen,
biyografik bir 6zne gibi anlatilmamaktadir. Kamera 6niinde siirekli bir varlik gostermese de, gecmis
konusmalardan segilen ses kayitlar1 ve argiv goriintileri araciligiyla anlatida siireklilikle yer
almaktadir. Bu kullanim, Erdogan’1 yalnizca hatirlanan bir aktor olarak degil, belirli bir ideolojik
doniisiimiin temsil diizleminde isleyen bir sembol olarak konumlandirmaktadir. Belgesel, bu figiirii
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dogrudan hedef gosteren bir polemik iiretmek yerine, sdylemsel izler {izerinden bir yiizlesme alani
kurmaktadir. Erken donem sdylem parcalarinin giincel sahnelerle yan yana gelisi, iktidarin siireklilik
iddialarin1 sorgulatan bir temsil catlag: iiretmekte ve elestiriyi kisisel bir saldir1 ¢izgisine ¢cekmeden
inga etmektedir.

Kurgunun ritmik orgiitlenisi, belgeselin elestirel dilini tasiyan en belirgin araglardan biri
olarak islemektedir. Baz1 boliimlerde hizli gegislerle ekonomik zorluklarin, kamusal harcamalarin
veya giindelik hayat kesitlerinin ardisik bir yogunlukla verilmesi, izleyicide birikim ve sikisma hissi
iiretmektedir. Buna karsilik, roportaj ve konusma boliimlerinde kurgunun yavaslatilmasi, kameranin
daha sabit kullanilmasi1 ve ritmin diisiiriilmesi, izleyiciye diisiinme ve baglanti kurma alam
acmaktadir. Bu ritmik karsitlik, belgeselin yalnizca bilgi yogunlugu iizerinden degil, zaman deneyimi
iizerinden de bir etki rettigini gostermektedir. Anlati, hiz ve yavaslik arasindaki bu dengeyle
izleyicinin alimlama bi¢imini yonetmekte; elestiriyi tempo ve araliklar tizerinden kurmaktadir.

Belgeselde sessizlikler ve bosluklar da anlatisal yapinin 6nemli bir parcasi héline
gelmektedir. Bazi ifadelerin ardindan sesin kesilmesi, ekranin kararmasi veya bir sahneden digerine
sert gecis yapilmasi, izleyicide duraksama ve yeniden degerlendirme ihtiyaci yaratmaktadir. Bu
bosluklar, belgeselin anlatisini eksilten degil, aksine izleyici yorumunu zorunlu kilan alanlar olarak
calismaktadir. Belgesel burada agiklayict bir sdylemle her seyi tamamlamamakta; izleyicinin,
gosterilen ile gosterilmeyen arasindaki mesafeyi fark etmesini istemektedir. Boylelikle elestirel
farkindalik, dogrudan bir yarg: ciimlesiyle degil, izleme sirasinda kurulan sezgisel baglantilarla
olusmaktadir.

Anlatisal yapi, son kertede farkli sesleri ve farkli zaman katmanlarini ortiik bir biitiinliik
icinde bir araya getirmektedir. Belgeseldeki karakterler birbirinden bagimsiz konusmalar yapiyor
gibi goriinse de, kurgu bu konusmalar1 belirli temalar etrafinda yan yana getirerek bir ortak duygu
ve diigiinme hatt1 olusturmaktadir. Baglangi¢c donemine atfedilen halkla yakinlik, miitevazilik ve
ahlaki iddia gibi temalar, giincel donemin gosteris, ayricalik ve otoriterlesme imalariyla karsi karsiya
getirilmektedir. Bu karsitlik, ac¢ik bir gatisma sahnelenmeden kurulmakta; dramatik gerilim, temsil
bicimlerinin yan yanaligiyla iiretilmektedir. Boylece belgesel, izleyiciyi tek bir agiklama gercevesine
sikistirmadan, farkli toplumsal kesitlerin bir arada diisiiniilmesini saglayan bir anlati yogunlugu
iiretmektedir.

Bu baglamda ftibardan Tasarruf (2024), belgesel anlatisini yalmzca bilgilendiren bir yapi
olarak degil, izleyicide elestirel bir izleme pratigi kuran bir diizenek olarak orgiitlemektedir. Arsiv
malzemesi, tanikliklar, uzman yorumlari, ritmik kurgu ve stratejik bosluklar bir araya gelerek, siyasal
doniisiimii hem tarihsel hem de giindelik diizeyde goriiniir kilmaktadir. Belgesel, izleyiciye bir
yargiy1 dikte etmekten c¢ok, temsilin nasil kuruldugunu ve bu temsilin hangi catlaklar iizerinden
sorgulanabilecegini gostermektedir. Bu nedenle belgeselin anlatisal yapisi, yalnizca anlatinin
tasiyicisi degil, elestirinin kendisini iireten asli bilesen olarak islemektedir.

Belgeseldeki Gorsel Kullanimi, Anlati Tonu ve Goriintii Kurgusu

Itibardan Tasarruf (2024), gorsel malzemeyi yalmzca dekoratif bir unsur olarak degil,
politik ve ideolojik bir anlatim arac1 olarak kullanmaktadir. Goriintiilerin se¢imi, kurgulanma bigimi,
gecis temposu ve renk tonu, belgeselin elestirel sdylemini ve duygusal derinligini kuran temel
bilesenler olarak islemektedir. Bu nedenle belgeselde gorsel dil, icerikten bagimsiz bir estetik katman
olarak degil, elestirinin bizzat tastyicisi olarak drgiitlenmektedir. Izleyiciye aktarilan politik anlam,
cogu zaman dogrudan ifade edilen ciimleler iizerinden degil, gorsel diizenlemelerin kurdugu
karsilagtirmalar ve catlaklar iizerinden kurulmaktadir. Boylece belgesel, neyin gosterildigi kadar
nasil gosterildigini de politik bir tercih héaline getirmektedir.

Belgeselin belirgin gorsel taktiklerinden biri, karsitliklar estetigine dayanmaktadir. Bu
strateji Ozellikle mekanlar iizerinden kurulmaktadir: Bir yanda iktidarin simgesel, kavramsal ve
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sOylemsel gorkemi; diger yanda halkin giindelik yasamini temsil eden mekéanlar ve gegmis yillardaki
toplumsal tepkilere isaret eden sahneler yer almaktadir. Bu gorsel ugurum yalnizca mekansal bir
ayrismay1 degil, ayn1 zamanda simifsal, siyasal ve tarihsel bir boliinmeyi de disavurmaktadir.
Belgesel boyunca tekrar eden mekénlar, kamusal alanda herkesce bilinen gorkemli temsil
bigimleriyle keskin bir karsitlik tiretmektedir. Bu karsitlik, iktidarin sahnesi ile gilindelik hayatin
sahnesi arasinda kurulan ayrim iizerinden iglemekte ve temsilin hangi yiizlere, hangi bedenlere ve
hangi yasam bicimlerine alan actigin1 sorgulatmaktadir. Boylece mekén, yalnizca ¢ekimin gectigi
yer olmamakta; iktidar iliskilerinin duyusal diizeyde okunabildigi bir gostergeye doniismektedir.

Bu mekansal karsitlik, belgeselin karakterlerle kurdugu iligskiyi de belirginlestirmektedir.
Ozellikle muhalif konumda bulunan ya da i¢sel bir hayal kiriklig1 yasayan figiirlerin bu tiir
mekanlarda konumlandirilmasi, onlarin yalnizca sozleriyle degil, gorsel diizlemde de sistemin disina
itilmisligini vurgulamaktadir. Bu figiirlerin kamusal gérkeme mesafeli mekanlarda yer almasi,
iktidarin temsil alaninin kimleri merkezde tuttugunu, kimleri kenarda biraktigini gorsel olarak isaret
etmektedir. Bu baglamda mekanlar, yalnizca fiziksel arka plan islevi gérmemekte; bir ruh halinin,
tarihsel bir kirilmanin ve kolektif bir hayal kirikligmin temsiline doniismektedir. Izleyici,
karakterlerin sozlerini dinlerken ayni zamanda bu sozlerin yerlestirildigi mekansal baglami da
okumaya yonlendirilmektedir.

Gorsel acidan dikkat ¢eken bir diger unsur, 1990’11 ve 2000°1i yillara ait arsiv goriintiilerinin
bilingli bigimde kullanilmasidir. Bu goriintiiler, basta Recep Tayyip Erdogan olmak lizere siyasal
figiirlerin gecmisteki temsil bigimleri ile giincel temsilleri arasindaki doniistimii dramatik bigimde
gorlinlir kilmaktadir. Erdogan’in Refah Partisi donemindeki sdylemleri ya da AKP’nin ilk
yillarindaki miitevazi lider imaji, giincel gorsel temsillerle yan yana getirildiginde bir gorsel hafiza
catismasi Uretilmektedir. Belgesel bu noktada arsivi yalnizca kanit olarak degil, bir karsilagtirma
makinesi olarak isletmektedir. Arsiv goriintiisii, olan1 gostermenin Otesinde, bugiinkii temsili
tartismall hale getiren bir dlgek islevi gormektedir. Boylece izleyici, gegmisin goriintiisiinii sadece
hatirlamakla kalmamakta; o gorlintii araciligiyla bugiinkii temsilin nasil kuruldugunu yeniden
degerlendirmektedir.

Gegmisin daha sade, daha dogal ve kameraya dogrudan seslenen figiirleri; giiniimiizdeki
yiiksek giivenlikli protokol sahneleri ve kiirsii temsilleriyle tezat olusturmaktadir. Bu tezat, yalnizca
estetik bir fark olarak kalmamakta; iktidarin kendisini halka nasil sundugu ve hangi sembolik
aracglarla mesrulastirdigi sorusunu giindeme getirmektedir. Bu karsitliklar, belgeselin elestirel aksini
kurmaktadir: Doniisen yalnizca siyasal kosullar degil, temsil bigiminin kendisi olmaktadir. Bir
donemde samimiyet, yakinlik ve sade hitabet {izerinden kurulan temsil, bagka bir donemde mesafe,
protokol ve gosteri iizerinden kurulabilmektedir. Belgesel, bu doniisiimii goriiniir kilarak izleyicide
yalnizca “ne degisti” sorusunu degil, “degisim nasil temsil edildi” sorusunu da uyandirmaktadir.

Ekonomi politikalarinin farkli donemlerde ele alinigina iliskin kesitler de benzer bir zitlik
mantigiyla kurgulanmakta ve elestirel gerceve pekistirilmektedir. Erken donemin ekonomik
sOylemleri ile giincel kriz sahnelerinin yan yana gelisi, politik vaatlerin maddi hayat {izerindeki
etkilerini gorsel diizlemde somutlastirmaktadir. Burada belgesel, dogrudan bir istatistik anlatisi
kurmamakta; bunun yerine, ekonomik giindemin bedensel ve mekansal izlerini gostererek elestiriyi
duyusal bir diizeye tasimaktadir. Boylece izleyiciye yalmzca estetik bir deneyim sunulmamakta;
farkliligin ve degisimin duygusal agirligi da hissettirilmektedir. Gorsel karsilastirmalar, yalnizca
zihinsel bir muhakemeyi degil, ayn1 zamanda duygusal bir karsilasmay1 da tetiklemektedir.

Belgeselin anlati tonu, klasik belgesel anlatisinin nétrliigiinden bilingli bigimde sapmaktadir.
[zleyici nesnel bir izleyici konumuna yerlestirilmemekte; onun bellegine, vicdanina ve sezgilerine
seslenen bir alimlama estetigi kurulmaktadir. Bu yonelim, belgeselin gorsel tercihleriyle de uyumlu
bicimde islemektedir. Anlati, tek bir agiklayici sesin ¢izdigi ¢erceveye yaslanmadigi igin, izleyicinin
duygusal ve diisiinsel olarak devreye girmesini gerektirmektedir. Bu durum, o6zellikle duygu

Turkish Studies, 21(O1)



Resisting with Aesthetics: Furtive Activism in 140journos’ Documentary... 1803

gecislerinin ritmi {izerinden kurulmaktadir. Epik miizik egliginde aktarilan erken donem sdylemler,
ekonomik krize iliskin goriintiilere ya da gilindelik zorluklara dair sahnelere keskin gegislerle
baglanarak izleyicide duygusal dalgalanmalara neden olmaktadir. Bu akis icinde nostalji ile hayal
kiriklig, umut ile kirginlik gibi ikili duygular art arda ¢agrilmaktadir.

Metin i¢inde kullanilan yazilar, roportaj icermeyen arsiv pargalar1 ve ekrani karartan gegisler,
bu duygusal gecisleri hem duraklatmakta hem de yeniden yonlendirmektedir. Bu 6geler, izleyicinin
duygusal akisa biitliniiyle kapilip gitmesini engelleyen bir durma noktasi iiretmektedir. Yer yer
anlatinin hiz1 yavaslatilarak izleyiciye tarihsel baglami diisiinme imkani taninmaktadir. Boylece
belgesel, hizli tiiketilen igeriklerin ritmine biitiiniiyle teslim olmadan, izleyiciye yogunlagma ve
baglant1 kurma alan1 agmaktadir. Bu stil, izleyiciyi yalnizca olay dizisini izlemeye degil, temsilin
nasil kuruldugunu ve hangi bosluklarla anlam iirettigini fark etmeye yonlendirmektedir.

Belgeselin kurgusu, anlatinin elestirel dogasini pekistiren temel yapisal tercihlerden biri
olarak 6ne ¢ikmaktadir. Dogrusal olmayan zaman kullanimi bu yapinin merkezinde yer almaktadir.
1990’lardan alinan arsiv goriintiilerinin 2020°’1i y1llara ait yiiksek ¢oziiniirliiklii roportaj ¢cekimleriyle
art arda bindirilmesiyle kurulan gegisler, yalnizca nostalji iiretmemekte; siyasal hafizanin nasil
kuruldugunu da gorsel olarak iglemektedir. Bu kurgu bigimi, gegmisi tamamlanmig bir donem olarak
kapatmamakta; onu bugiliniin anlamlandirma siirecine dahil etmektedir. Boylelikle belgesel,
izleyiciyi doniisiimiin nedenlerine iliskin sorgulamaya yoneltmekte ve ne oldu da boyle oldu
sorusunu giindemde tutmaktadir.

Zamanlar arasi gegislerin yanm sira goriintii kurgusundaki tempo da belirleyici bir islev
gormektedir. Ekonomik kriz ve yoksullasma kesitleri hizlandirilmis bir ardisiklikla baglanirken,
roportaj boliimlerinde kurgu yavaslatilmakta ve kamera ¢ogunlukla sabitlenmektedir. Bu tempo
farki, belgeselin bir yandan yogunluk ve sikisma duygusu tiretmesini, diger yandan izleyiciye
diisiinme ve degerlendirme aralig1 birakmasini saglamaktadir. Kamera kullaniminin sade ve islevsel
bir ¢izgide tutulmasi, gorsel dilin estetik bir gosterise degil, anlatinin kurucu mantigina hizmet
etmesini saglamaktadir. Bu tercihle belgesel, gosterigli sinema iiretmekten ¢ok, gorsel diizenlemeleri
elestirel bir arag olarak kullanmayi siirdiirmektedir.

Belgesel, izleyiciyi yalnizca bilgilendirmeyi degil, ritmik kirilmalar ve keskin gegisler
aracilifiyla duygusal olarak etkilemeyi de hedeflemektedir. Arsiv gdriintiilerinin yiiksek tempolu
sekanslarla, agir ve diisiinsel yogunlugu yiiksek sahnelerle dengelenmesi, izleyicide hem zihinsel
hem de vicdani bir gerilim iiretmektedir. Nostalji ve 6fke, umut ve hayal kirikligi, igtenlik ve
yiizeysellik gibi duygu ciftleri gorsel diizlemde art arda konumlandirilmakta ve izleyicinin bu
celigkileri fark etmesi saglanmaktadir. Bu yapi, belgeselin elestiriyi tek bir hiikiim olarak
kurmamasini miimkiin kilmaktadir; ¢linkii izleyiciye, farkli duygu ve yorum katmanlarini ayn1 anda
tagiyan bir alimlama alan1 agilmaktadir. Boylece elestirel etki, yalnizca bilgisel diizeyde degil,
duygusal ve sezgisel diizeyde de {iretilmektedir.

Bu dogrultuda, [tibardan Tasarruf (2024) belgeselinin gorsel kullaniminin, anlati tonunun
ve goriintli kurgusunun yalnizca bir anlati tercihi olarak kalmadigi, bununla birlikte politik bir konum
alisin ifadesine doniistiigii goriillmektedir. Gorsel ve kurgusal tercihleri araciligiyla iktidar ile toplum
arasindaki estetik, etik ve tarihsel mesafe goriiniir kilinmaktadir. Belgesel, iktidarin kendisini sunma
bi¢imini arsiv, mekan ve karsitliklar iizerinden yeniden gergevelemekte; izleyiciyi bu g¢ergevenin
i¢ine pasifce yerlestirmek yerine, ¢ercevenin nasil kuruldugunu gérmeye zorlamaktadir. Goriintii,
ton ve kurgu; bu belgeselde eslik eden unsurlar olarak degil, elestirel diislinmenin, hatirlamanin ve
sorgulamanin bizzat araglar olarak islemektedir. Bu nedenle belgeselin gorsel stratejileri, igerigin
anlatildig1 bir alan olmaktan ziyade, elestirinin kuruldugu bir alan haline gelmektedir.
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Belgeseldeki Sozel ve Isitsel Unsurlarin Kullanim

Belgeselde sozel ve isitsel unsurlar, yalnizca anlatinin atmosferini kurmakla sinirh
kalmamakta; ayni zamanda belgeselin entelektiiel cergevesini insa etmektedir. Konusmacilarin
uzmanlik alanlar1 ve s6ylem pratikleri, anlatinin analitik derinligini artirmakta ve politik tonunu
belirginlestirmektedir. Bu baglamda s6z ve ses, bigimsel bir eslik unsuru olmaktan ziyade belgeselin
diistinsel omurgasimi olusturmaktadir. Belgesel, neyin sdylendigini kadar, sdylenenin hangi ses
diizeni i¢inde dolagima sokuldugunu da Onemsemekte; bdylece elestiriyi icerikten cok isitsel
orgiitlenme tlizerinden yogunlastirmaktadir.

Belgeselde konusan kisiler, agirlikli olarak gazeteci, ekonomist, siyaset bilimci ve
sosyologlardan olusan uzman profiller olarak konumlandirilmaktadir. Bu isimler yalnizca kisisel
gozlemler aktarmamakta; tarihsel, siyasal ve yapisal diizeyde agiklamalar gelistirerek anlatiya
kavramsal bir derinlik kazandirmaktadir. Bu tercihle belgesel, taniklik anlatisinin sinirlarin agmakta
ve elestirel bir kamusal tartigma zemini iiretmektedir. Uzmanlarin varligi, belgeselin yalnizca
duygulanimsal bir izlenim alani olarak kalmasini engellemekte; izleyicinin karsilastig1 sahneleri daha
genis bir baglam icinde diislinmesine imkan tanimaktadir. Boylece belgesel, giindelik deneyim ile
kuramsal okuma arasinda bir koprii kurmaktadir.

Bu uzman profiller, farkli disiplinlerden gelen agiklama bigimlerini ayni anlat1 i¢inde yan
yana getirmektedir. Siyasal iletisim alanindan konusmacilar, “itibardan tasarruf” olmaz sdylemini
belirli bir temsil mantig1 ve siyasal performansin doniim noktasi olarak degerlendirmektedir.
Ekonomistler, faiz ve enflasyon iligkisine dayali uygulamalarin makroekonomik sonuglarini
ayrintilandirmakta; kriz ve yoksullagsma sahnelerinin yalnizca tekil hikayeler olmadigini, yapisal bir
diizenekle iliskili oldugunu gdstermektedir. Siyaset bilimciler ise AKP’nin toplumsal mesruiyetinin
hangi dinamiklerle kuruldugunu ve zaman iginde nasil donilisiime ugradigmni agiklamakta; bu
doniigimii  kimi zaman milletin adami imgesinden devletin efendisine yonelim olarak
kavramsallagtirmaktadir. Bdylece belgesel, tek bir disiplinin diliyle sinirli kalmamakta, ¢oklu
aciklama katmanlari olugturmaktadir.

Uzman anlatilarinda 6ne ¢ikan bir diger boyut, ironi ve ¢eligkiyi goriiniir kilma yetkinligi
olmaktadir. Erdogan’in erken donem sdylemleri ile giincel politika tercihleri arasindaki farklar,
uzmanlarin karsilastirmali degerlendirmeleriyle belirginlesmektedir. Ornegin, 2008’de IMF’ye
yonelik tavrin Erdogan agisindan giiclii bir liderlik gostergesi olarak algilandigi belirtilirken, giincel
ekonomi politikasi yiiksek maliyetli bir deneyim olarak nitelendirilmektedir. Bu tiir karsit okumalar,
belgeselin sdylemsel dokusuna hareket kazandirmakta ve izleyicinin tek bir agiklamaya yerlesmesini
zorlagtirmaktadir. Elestirel dinamizm, burada ‘“hakli-haksiz” ikiligine indirgenmemekte; farkli
zamanlarin, farkli beklentilerin ve farkli sonuglarin yan yana getirilmesiyle kurulmaktadir. Boylece
belgesel, celiskiyi bir retorik siis olarak degil, politik doniisiimiin temel gostergelerinden biri olarak
isletmektedir.

Belgeselin isitsel evreni, ii¢ temel katman {izerinden drgiitlenmektedir: konusmacilarin temiz
ve anlagilir kayitlari, doneme ait arsiv sesleri ve minimal diizeyde kullanilan fon miizikleri. Bu
katmanlar eszamanli bir yigilma bigiminde degil, anlam1 yogunlastiracak bigimde doniisiimlii olarak
kullanilmaktadir. Konusmaci sesleri, agiklamanin omurgasini kurmakta; arsiv sesleri, bu omurgay1
zamanlar aras1 bir gerilime baglamaktadir. Fon ve ortam sesleri ise sahneler arasinda siireklilik
kurmak ya da kimi anlarda duygusal yogunlugu yiikseltmek i¢in devreye girmektedir. Bu doniisiimlii
yapi, belgeselin isitsel alanda da “parcali ama kontrollii” bir anlat1 diizeni kurdugunu géstermektedir.

Arsiv sesleri cogunlukla Erdogan’in hitabetine odaklanmakta; bu kayitlar yeni goriintiilerle
ya da giincel yorumlarla yan yana getirildiginde zamanlar arasi bir gerilim liretmektedir. Boylece ses
tizerinden kurulan bir tarihsel yiizlesme hatt1 ortaya ¢ikmaktadir. Sesin bu bi¢imde kullanilmasi,
gecmisi yalnizca hatirlatma isleviyle sinirlamamaktadir; gegmis, bugiinii yorumlamaya zorlayan bir
olgiit gibi galismaktadir. Ornegin, tasarruf ederek giiglii olundugu ydniindeki sdylem, liiks tiiketim
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ve kamu kaynakli projelere iliskin elestirel boliimlerle eslestirilmekte; ses ile goriintii arasinda
anlamsal bir ¢atigma kurulmaktadir. Bu ¢atisma yalnizca mesaj iletmekle kalmamakta, izleyiciyi
sOylem ile pratik arasindaki tutarsizli§i sorgulamaya yoneltmektedir. Boylece elestiri, dogrudan
yarg1 ciimleleri yerine isitsel karsilagtirmalar tizerinden kurulmaktadir.

Fon miizigi kullanim1 minimal bir diizeyde tutulmakta ve uzman anlatilarinin ya da arsiv
kayitlarinin oniine gegmemektedir. Bu minimalizm, belgeselin analitik iddiasim1 zedelemeyen bir
denge olusturmaktadir. Miizik, izleyicinin duygu yonelimini kaba bicimde yonetmek yerine, sahneler
arasi gecislerde gerilimi tagiyan ince bir zemin saglamaktadir. Dogal ortam sesleri de benzer bigimde
gerilimi ylikseltmek veya duygusal yogunlugu desteklemek amaciyla belirli anlarda devreye
girmekte; ancak dramatik bir gosteriye doniismemektedir. Bu tercih, belgeselin yapisin1 koruyan
bilingli bir isitsel strateji olarak islemektedir. Boylece belgesel, duygu iiretimini “yiiksek sesli”
araclarla degil, kontrollii bir ses tasarimiyla siirdiirmektedir.

Sessizlikler belgeselde stratejik bir islev listlenmektedir. Bazi giiglii séylemlerin ardindan
sesin kisa stireli kesilmesi, ifadenin izleyici zihninde yankilanmasina olanak tanimaktadir. Devletin
harcayarak biiyliyecegi ya da milletin efendilerinin degistigi yoniindeki ifadelerden sonra gelen kisa
duraklamalar, izleyiciyi diisiinmeye sevk etmekte ve isitsel diizeyde bir retorik iiretmektedir.
Sessizlik, bu baglamda bir eksiklik degil, bir diizenleme olarak ¢alismaktadir. Belgesel, agiklamay1
stirekli artirmak yerine, belirli anlarda geri ¢ekilerek izleyicinin anlami tamamlamasini istemektedir.
Bu da elestirinin dogrudan “sdylenen” iizerinden degil, sdylenenin c¢evresinde agilan bosluklar
iizerinden yogunlagmasini saglamaktadir.

Konusmacilarin uzmanligi, yalnizca igerik dogruluguyla degil, sdyleyis bigimiyle de etkisini
artirmaktadir. Tonlama, duraksama ve vurgu gibi konusmanin ezgisel 6zellikleri, 6nden gekim gorsel
tercihlerle birleserek ifadenin performatif giiciinii pekistirmektedir. Uzman sesi burada yalnizca bilgi
tasityan bir kanal olmamakta; giivenilirlik, ciddiyet ve elestirel mesafe iiretmektedir. Duraksama
anlari, kesinlik iddiasindan ¢ok, hesaplagma ve degerlendirme duygusu yaratmaktadir. Vurgular ise
baz1 kavramlarin izleyici belleginde yer etmesini saglamaktadir. Boylece isitsel ve gorsel unsurlar
birlikte calismakta; ses yalnmizca isitilmemekte, ayni zamanda gorsel diizlemde de
duyumsanmaktadir.

Tiim bunlar 1s13inda [tibardan Tasarruf (2024) belgeselinde sozel ve isitsel unsurlar, uzman
bakislarin analitik kapasitesiyle eklemlenerek cok katmanli bir politik anlati kurmaktadir. Bu
katmanl yapi, izleyiciye yalnizca bilgi aktarmamakta; ayn1 zamanda mevcut diizene iliskin elestirel
bir farkindalik {iretmektedir. Elegstirel etki, uzman yorumlarmin agiklayici giiciiyle smirh
kalmamakta; arsiv seslerinin yarattigi zaman ¢atismasi, miizigin kontrollii kullanimi1 ve sessizliklerin
actigr diislinme araliklariyla genislemektedir. Soziin Orgiitlenisi ve sesin kullanimi, belgeselin
entelektiiel omurgasini belirleyen asli araglara doniismektedir. Bu nedenle belgeselin politik dili,
biiyiik dlgiide isitsel kompozisyonun kurdugu karsilastirmalar ve bosluklar iizerinden islemektedir.

Ortiik Aktivizm Olarak Itibardan Tasarruf Belgeseli

140journos’un Itibardan Tasarruf (2024) belgeseli, yalmzca Tiirkiye’deki ekonomik
donisiimiin sosyolojik izdiisimlerini belgeleyen bir igerik olmanin 6tesine gegmektedir. Belgesel,
dijital ¢cagin estetik ve politik imkanlarini yaratici bigimde kullanan 6zgiin bir anlat1 pratigi olarak
degerlendirilmektedir. Anlat1 stratejileri kuramsal diizlemde ele alindiginda, dijital mecrada politik
elestiri liretmenin yeni yollarim goriiniir kilmaktadir. Bu baglamda Jacques Ranciére’in duyulur
olanin paylasimi yaklasimi (2013) ile Michel de Certeau’nun taktik kavrami (1988) kesismektedir.
Bu kesisim, egemen temsil diizeninin sinirlarinda yer alan 6znelerin agik bir karsitlik {iretmeden de
etkili miidahale bicimleri gelistirebildigini gdstermektedir (Vinthagen & Johansson, 2011). Duyusal
alanin yeniden dagitimi, iktidarin kurdugu temsil sahasinda sessiz fakat keskin diizenlemelerle
miimkiin hile gelebilmektedir. Belgeselin politik etkisi de biiyiik dl¢iide bu diizenlemelerin nasil
kurulduguna bagl olarak sekillenmektedir.
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Belgeselin anlat1 yapisi ve gorsel stratejileri, Ranciére’in (2013) estetik politika anlayisiyla
dogrudan iliskilendirilmektedir. Ranciére’e gore estetik, yalnizca gorsel ya da isitsel begeni alani
olarak tanimlanmamaktadir; estetik ayn1 zamanda kimin neyi goriip neyi duyamayacagini belirleyen
bir duyusal paylasim diizeni olarak islemektedir. Bu nedenle estetik, goriiniirliik ve gdriinmezlik
iliskilerini diizenleyerek politik bir alan kurmaktadir (Brighenti, 2010). /tibardan Tasarruf (2024),
iktidarin kurdugu hegemonik temsil alaninin disinda kalan bireyleri, deneyimleri ve hafizalar1 da
duyulur hale getirerek bu alana miidahale etmeye calismaktadir. Gosterilen karakterlerin bazilari,
iktidarin tercih ettigi gorsel normlarin merkezinde yer almayan; ancak kamusal sdylemin
kenarlarinda biriken bir deneyim diinyasim1 tagimaktadir. Bu karakterler araciligiyla belgesel,
yalnizca kim hakli sorusunu degil, kimin sesi duyulur sayilmaktadir sorusunu da gilindeme
getirmektedir. Boylece temsil, yalnizca igerik aktariminin araci olmaktan c¢ikmakta; iktidar
iligkilerinin yeniden kuruldugu bir zemin héline gelmektedir.

Belgeselde gegmis konugmalar ile giincel iktidar uygulamalar1 arasindaki karsitliklar,
yalnizca icerik diizeyinde kalmamaktadir. Bu karsitliklar, temsilin kendisi tizerinden bir yiizlesme
alan liretmektedir. Erdogan’in arsiv goriintiilerindeki hitabeti, kamera karsisindaki yakinlik bigimi
ve erken donem siyasi performansi, giincel sahnelerdeki protokol estetigi, mesafe ve gosteri
diizeniyle yan yana geldiginde, izleyicide bir temsil kirilmasi hissi olusmaktadir. Bu kirilma,
belgeselin elestirisini dogrudan hedef gosteren bir sdylem yerine, temsiliyetin nasil degistigini
goriiniir kilan bir diizenleme olarak kurmaktadir. Bu nedenle belgesel, izleyiciye yalnizca bilgi
sunmakla yetinmemekte; kimin konusabildigi, kimin temsil edildigi ve kimin goriiniir oldugu
sorularin1 estetik diizlemde yeniden {iretmektedir. Ranciére’in c¢ergevesiyle diisiliniildiiglinde
belgesel, duyulur olanin paylasiminda iktidar tarafindan geri plana itilen unsurlar1 yeniden
yerlestirmekte; boylece goriiniirliik siyasetini bigimsel miidahalelerle tartigmaya agmaktadir.

Bu anlati, Michel de Certeau’nun taktik kavramsallastirmasinin giincel bir uzantisi olarak da
okunabilmektedir. De Certeau’ya gore taktik, stratejiye sahip olmayanlarin hakim yapilar iginde
hareket ederek anlami kendi lehlerine doniistiirme bigimi olarak islemektedir. Taktik, disaridan
saldir1 kurmamakta; sistemin i¢indeki bosluklari, zamanlamay1 ve dolasim kanallarin1 kullanarak
etkide bulunmaktadir. 140journos’un anlatis1 da iktidar tarafindan belirlenen estetik ve temsil
normlarina biitiinliyle karsi ¢ikmadan ilerlemektedir. Ancak bu normlar iceriden esnetilmekte ve
donistiirilmektedir. Kurgu, ses kullanimi, gorsel karsitliklar ve karakter temsilleri; dogrudan
catismaci bir dilden kaginarak sistemin agmazlarini iceriden goriiniir kilan bir taktik dil iiretmektedir.
Bu dil, sistemin diginda bir hakikat iddias1 kurmak yerine, sistemin kendi gdsterme bi¢imlerini
tersyiiz ederek elestirel bir anlam alam1 agmaktadir. Bdylece elestiri, dogrudan polemik degil;
izleyicinin sezgisine, bellegine ve karsilagtirma kapasitesine dayanan dolayli bir miidahale olarak
islemektedir.

Belgeselin taktiksel niteligi, izleyiciyi konumlandirma bi¢iminde de belirginlesmektedir.
Anlati, izleyiciyi dogrudan bir ideolojik cepheye cagirmamakta; izleyiciyi, temsilin catlaklarin
izlemeye ve aradaki mesafeleri fark etmeye yoneltmektedir. Bu yoneltme, hazir bir sonug¢ sunmaktan
cok, izleyicinin anlami tamamlamasini gerektiren bir yap1 liretmektedir. Bdylece izleyici, anlatinin
edilgin bir alicis1 olarak birakilmamakta; yorumlayan, karsilastiran ve sorgulayan bir 6zne olarak
konumlandirilmaktadir. Bu durum, ortiik aktivizm tartismasi agisindan belirleyici bir isleve sahiptir.
Ciinkii belgeselin elestirisi, izleyicinin aktif katilim1 olmadan tamamlanmamaktadir. Elestirel anlam,
gosterilen ile gosterilmeyen arasindaki bosluklarda ve sahneler arasindaki baglantilarda
olusmaktadir.

Bununla birlikte bu direnis bi¢ciminin dijital bir platformda iiretilmesi, anlatry1 Byung-Chul
Han’in seffaflik rejimi tartismalariyla da iliskilendirmektedir. Han’a gore dijital kiiltiirde her seyin
gorlinlir kilinmasi, paradoksal bigimde anlamin asinmasina yol agabilmektedir. Gortiniirlik
zorunlulugu, iletisimi hiz, siirekli etkilesim ve performans baskisiyla bicimlendirmektedir. /tibardan
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Tasarruf (2024), bu baskiy1 bozan ritmik bir yapir insa etmektedir. Belgesel, izleyiciye hizli ve
giiriiltiilii bir anlati sunmamaktadir. Yavaslatilmis sekanslar, stratejik sessizlikler, kesmeler, montaj
ici kopuslar ve estetik bosluklar iizerinden diisiinsel bir alan tiretmektedir. Bu diizenleme, yalnizca
daha yavas bir tempo tercihinden ibaret kalmamakta; izleyicinin dikkatini par¢alanmis bir tiiketim
bigiminden ¢ikararak yogunlasma ve anlamlandirma siirecine yoneltmektedir. Boylece belgesel,
goriiniirliik ekonomisinin hiz dayatmasina karsi bir alimlama alan1 agmaktadir.

Bu sayede platformlarin goriiniirliik ihtiyacinin tiklanma ve viral olma baskisina kars1 bir
diren¢ yaratilmaktadir. Belgesel, izleyiciyi duygusal olarak yonlendiren yiiksek sesli bir
dramatizasyona yaslanmak yerine, ritmik bosluklarla ve kesintilerle izleyicinin diisiinmesini
saglayan bir yap1 kurmaktadir. izleyici duygusal, entelektiiel ve vicdani bir farkindalik siirecine dahil
edilmektedir. Bu siireg, belgeselin yalnizca bilgi aktarimi yapmamasini, aynt zamanda bir alim bi¢imi
iiretmesini miimkiin kilmaktadir. Bdylece belgesel, dijital platformda var olmanin kosullarin
tiimiiyle reddetmeden, bu kosullara igeriden miidahale eden bir estetik tavir gelistirmektedir.

Bu siirecin sinirlar1 da dijital platformlarin yapisal isleyisi icinde belirlenmektedir. Dijital
platformlar yalnizca tarafsiz igerik tasiyicilari olarak iglememektedir. Bu platformlar ayn1 zamanda
igeriklerin ne kadar goriinecegini, kimlere ulasacagini ve nasil dolasima girecegini diizenleyen
aktorler olarak calismaktadir. 140journos’un belgeseli bu diizenleyiciligin sinirlar1 icinde hareket
etmektedir. YouTube algoritmalari, kullanici egilimleri ve paylasim dinamikleri belgeselin erigimini
ve etkisini dogrudan sekillendirmektedir. Buna karsin belgeselin estetik yapisi, bu smirlar iginde
farkl bir izleme pratigi olusturmaktadir. Hizli tiikketilen ve yiizeysel igeriklere karsi agir ilerleyen,
diisiinsel yogunlugu yiiksek ve izleyiciye hazmederek izleme imkanmi tanityan bir alternatif
sunulmaktadir. Bu alternatif, belgeselin elestirel giiciinli sadece “ne sdyledigi” iizerinden degil, “nasil
izlettirdigi” iizerinden de kurmaktadir.

Boylece belgesel, platform ekonomisinin hem bir {iriinii hem de elestirisi hdline gelmektedir.
Belgesel bir yandan platformun dolasim mantigi i¢inde var olmakta, diger yandan bu mantigin
dayattig1 hiz, yiizeysellik ve siirekli performans beklentisine mesafe koymaktadir. Bu ikili konum,
belgeselin politik etkisini giiclendiren bir gerilim tretmektedir. Ciinkii elestirel anlam, tam da
sistemin iginde iiretilen bu mesafe iizerinden belirginlesmektedir. Burada belgesel, platformun
sundugu gorliniirliik imkanlarim kullanirken, ayn1 zamanda goriiniirliik rejiminin temsil bigimlerini
yeniden diizenlemektedir. Dolayisiyla elestiri, disaridan gelen bir saldir1 gibi degil, iceriden isleyen
bir kesinti gibi ortaya ¢ikmaktadir.

Bu baglamda Itibardan Tasarruf (2024), estetik ile politik olan1 yeniden iliskilendiren bir
anlati kurmaktadir. Belgesel, iktidarin temsil diizenini igeriden doniistiirmekte ve dijital medyanin
seffaflik baskisina kars1 gorsel-sdylemsel bir direng 6rnegi sunmaktadir. Ayrica platformlara iliskin
algoritmik sinirlar estetik tercihler yoluyla zorlamaktadir. Belgesel, yiiksek sesle catigma liretmeden
gorsel hafizay1 kesintiye ugratmakta, sdylemi tersyiiz etmekte ve izleyiciyi duygusal oldugu kadar
entelektiiel olarak da harekete gegirmektedir. Bu ¢ercevede belgesel, ortiik aktivizmin dijital ¢agdaki
orneklerinden biri olarak degerlendirilebilmektedir. A¢gik muhalefetin riskli ya da etkisiz olabildigi
baglamlarda, bu tiir estetik stratejiler dijital cagin yeni muhalefet bi¢cimlerini temsil etme giicii
tagimaktadir. Bu nedenle belgesel, yalnizca bir igerik iiretimi degil; temsil, bellek ve izleyici
konumlandirmasi iizerinden isleyen bir estetik-politik miidahale olarak okunabilmektedir.

Tartiyma ve Sonu¢

140journos’un belgesel iiretimi, ozellikle ltibardan Tasarruf (2024) gibi yapimlarda,
elestiriyi acik catisma ya da dogrudan muhalefet dili iizerinden degil; anlatinin ritmi, bosluklari,
gorsel-isitsel karsitliklar1 ve kurgu diizeni iizerinden kuran bir politik iletisim pratigine karsilik
gelmektedir. Bu tiir bir yaklasim, estetigi yalnizca bigim olarak degil, gorunirliik ve isitilebilirlik
alanim diizenleyen politik bir paylasim rejimi olarak ele alan Ranciéreci perspektifle uyumlu bigimde
okunabilmektedir (Panagia, 2010; Porter, 2007; Ranciere, 2013). Bu baglamda belgesel, elestiriyi
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sloganlastirmak yerine, temsilin sinirlarinda dolagan kirilmalar {izerinden iiretmekte; izleyicinin
alimlama stirecini politiklesmis bir estetik deneyime doniistiirmektedir (Fisken, 2014).

Calismanin merkezindeki oOrtiilk aktivizm kavramsallastirmasi, Ozellikle baski ve risk
kosullarinda, politik etkinin her zaman yiiksek goriiniirliikle 6zdeslestirilemeyecegini tartismaya
agmaktadir. Bu tartisma, giindelik pratikler iginde isleyen diisiik yogunluklu miidahaleleri siyasal
alanin diginda konumlandirmayan yaklagimlarla kesismektedir (Bakardjieva, 2009; Horton & Kratftl,
2009). Benzer bicimde sessiz, daginik ya da dolayli goriinen eylemliliklerin siyasal sonuclar
iiretebilecegini vurgulayan giindelik direnis ve giindelik siyaset literatiirii, belgeselin elestirel dilini
yalnizca igerikte degil, formun isleyisinde de aramayr miimkiin kilmaktadir (Bayat, 2000, 2013;
Vinthagen & Johansson, 2011). Ayrica aktivizmin hiyerarsileri tartismasi, goriiniir ve kitlesel
eylemleri norm kabul eden yaklasimlarin, dolayli ve diisiik goriiniirliikte isleyen direnis
repertuvarlarini cogu zaman degersizlestirdigini gostermektedir (Lee, 2023). Bu cercevede [tibardan
Tasarruf (2024)’ta elestirel anlamin izleyici tarafindan tamamlanmasi, ortiik aktivizmin temel
ozelliklerinden biri olarak diisiiniilebilmektedir (Horton & Kraftl, 2009).

Belgeselin sOylemsel diizlemi, iktidar elestirisini geleneksel karsit retorik iizerinden
kurmaktan ¢ok, temsilin yerlesik kodlarini kullanarak bu kodlar iginde gerilim iiretmekte ve anlami
iceriden doniistirmeye yonelmektedir. Bu okuma, de Certeau’nun (1988) taktik diisiincesiyle
uyumlu bir bigimde, stratejik alanin icinde manevra yapan ve anlami kiigiik kaymalarla yeniden
diizenleyen bir pratik olarak kavranabilmektedir. De Certeau tartigmasini temsil ve pratik baglaminda
acimlayan calismalar da bu tiir miidahalelerin agik bir kars1 durus kadar, bazen daha siirdiiriilebilir
bir elestirel zemin olusturabilecegini gostermektedir (Alonso, 2017; Frow, 1991). Dolayisiyla
belgeselde elestiri, disaridan saldirn olarak degil, temsilin ¢atlaklarinda ilerleyen bir yeniden-
cerceveleme olarak islemektedir.

Bu bigimsel-politik stratejinin dijital platform kosullarindan bagimsiz diisiiniilemeyecegi de
aciktir. Platformlar yalnizca igerik tagiyan notr kanallar degil; goriiniirliigii, dolasimi1 ve erigimi
diizenleyen kurumsal-teknoekonomik aktorlerdir (Gillespie, 2018; Srnicek, 2017). Icerigin kimlere,
nasil ve ne dl¢lide goriinecegi; algoritmik siralama, moderasyon rejimleri ve platform ekonomisinin
mantiklari iginde belirlenmektedir (Bucher, 2012; Caplan, 2018). Bu nedenle belgeselin elestirel dili,
bir yandan platform i¢inde kalmak zorunda oldugu gosterilebilirlik sinirlariyla, diger yandan da bu
sinirlart iceriden esnetme ¢abasiyla birlikte islemektedir. Kiiltiirel tiretimin platformlagmasi tizerine
literatlir, bu tiir anlatilarin yalnizca igerik degil, iiretim ve dolasim kosullar1 tarafindan da
bigimlendirildigini vurgulamaktadir (Nieborg & Poell, 2018; Poell et al., 2022; Poell et al., 2019).
Boylece elestiri, sistemin digina tagan bir hamleden ¢ok, platformun kodlari i¢inde ortaya ¢ikan bir
kesinti ve bozulma bi¢imi olarak belirmektedir.

Belgeselin arsiv goriintiilerini zamanlar arasi bir kurgu i¢inde kullanmasi, yalnizca gegmis-
bugiin karsilagtirmas1 iiretmemekte; bellek siyasetini tetikleyen sorgulayici bir temsil diizeni
kurmaktadir. Bu noktada arsivin, yalnizca kanitlayicit bir malzeme degil, ayn1 zamanda duygu,
aidiyet ve kolektif hatirlama bicimlerini harekete geciren bir anlati teknigi olarak isledigi
sOylenebilmektedir (Hirsch, 1997, 2012). Arsivden gelen ses ve goriintiilerin giincel yorumlarla yan
yana getirilmesi, temsilin siireklilik iddiasin1 dogrudan hedef gostermeden tartigmali hale getirmekte;
izleyiciyi karsilagtirmaya, bosluklar1 izlemeye ve anlami yeniden kurmaya itmektedir (Panagia,
2010; Ranciére, 2013). Bu siirecte elestirel etki, bir hiikiim ctimlesinden ¢ok, temsilin ritmi ve montaj
mant1g1 {izerinden tiretilmektedir.

Bu anlati bi¢gimi aym zamanda dijital cagmn gozetim ve seffaflik tartismalariyla da
iligkilendirilebilmektedir. Seffafligin bir ideal olarak sunulmasinin, pratikte denetim ve goniillii
ifsay1 giiglendiren bir toplumsal diizene doniisebilecegi vurgusu, belgeselin bosluk, sessizlik ve
yavaglatma tercihlerini daha anlamli héle getirmektedir (Ferreira, 2024; Han, 2015). Dijital ortamda
gdzetimin yalnizca baski yoluyla degil, etkilesim ve katilim mimarileriyle siirdiiriildiigiinii tartigan
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yaklagimlar, bu tiir estetik stratejilerin neden acik cagridan kagindigini da aciklamaktadir
(Andrejevic, 2007; Lyon, 2006). Ayrica veri toplama mantiklarinin 6zneyi yeniden kurdugunu ileri
stiren calismalar, platform iginde {iretilen politik anlatilarin her zaman bir tiir veri ekonomisiyle i¢
ice gectigini hatirlatmaktadir (Couldry & Mejias, 2019; Zuboff, 2019). Bu cercevede belgeselin
elestirisi, yalnizca iktidara degil, aym1 zamanda platformun goriiniirlik ve dolagim mantigina da
dolayl bigimde temas etmektedir.

Bulgular, [tibardan Tasarruf (2024) 6zelinde 140journos’un dijital belgesel anlatismin
yalnizca bilgi aktarma isleviyle sinirli kalmadigini; estetik tercihler araciligiyla izleyiciyi belirli bir
duyusal ve politik konuma davet ettigini gostermektedir. Belgeselde arsiv goriintiilerinin giincel
tanikliklarla yan yana getirilmesi, sessizliklerin ve kesintilerin anlam iiretiminde kullanilmasi, kurgu
ritminin yer yer yavaslatilmasi ve gorsel-isitsel yogunlugun artirilmasi, izleyiciyi edilgin bir alici
olmaktan cikararak baglantilar1 kuran, bosluklar1 tamamlayan ve temsilin neyi gortniir kilip neyi
disarida biraktigini sorgulayan bir yorumlayici konumuna yerlestirmektedir. Bu yoniiyle belgeselin
estetik yapisi, de Certeau’nun taktik kavramsallagtirmasiyla birlikte diisiiniildiigiinde, platformun
dolagim ve goriiniirlik kosullari i¢inde kalarak anlami i¢eriden doniistiiren dolayli bir elestiri bigimi
olarak degerlendirilebilir.

Bu yorum, 140journos’un biitiin yapimlarina genellenmemelidir; burada s6z konusu olan,
incelenen belgeselin anlatisal ve gorsel-isitsel oOrgiitlenisinden hareketle ulasilan sinirli bir
degerlendirmedir. Itibardan Tasarruf (2024), hizli tiiketim mantigiyla tamamen uyumlanan bir igerik
olmaktan ¢ok, izleyicinin alimlama hizini yer yer yavaslatan, yogun ses ve goriintii diizenlemeleriyle
dikkat isteyen ve politik elestiriyi dogrudan hiikiim climleleri yerine bigimsel karsitliklar {izerinden
kuran bir anlat1 yapisi sergilemektedir. Bu nedenle belgesel, goriiniirliik zorunlulugu altinda isleyen
dijital medya ortaminda, agik karsitliktan ¢ok ima, ritim, montaj ve sessizlik araciligiyla kurulan
ortiik bir aktivizm bi¢imi olarak tartigilabilir.

Sonug olarak [tibardan Tasarruf (2024), politik elestirinin dijital medyada yalnizca ne
sOylendigi iizerinden degil, nasil gosterildigi, nasil kesildigi, nasil sessizlestirildigi ve nasil
baglandig iizerinden de {iretilebildigini ortaya koymaktadir. Bu nedenle belgesel, ortiik aktivizmi
yalnizca igerik diizeyinde degil; montaj, ritim, arsiv ve izleyici konumlandirmasi {izerinden isleyen
biitiinciil bir estetik-politik strateji olarak goriiniir kilmaktadir. Caligmanin 6nerdigi ¢erceve, dijital
cagda politik iletisimi, dogrudan karsitlik ile sinirlamayan; goériinmeden isleyen, dolayli ama etkili
temsil miidahalelerini de analitik olarak ciddiye alan bir degerlendirme imk&ni sunmaktadir. Bu
baglamda ¢alisma, Itibardan Tasarruf (2024) belgeselinde ortiik aktivizmin yalnizca politik icerigin
ne sOyledigiyle degil, izleyicinin neyi nasil gordiigi, hangi bosluklari nasil tamamladigi ve temsilin
ritmine nasil dahil edildigiyle iligkili oldugunu ortaya koymaktadir.
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ETiK BEYANLAR
Arastirma ve Yaymn Etigi

Yazar(lar), bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel aragtirma ve yayin etigi
ilkelerine uygun olarak hazirlandigini1 beyan eder. Makale daha 6nce herhangi bir yerde
yayimlanmamig olup bagka bir dergide degerlendirme siirecinde degildir.

Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Yazar(lar), calismanin intihal, veri uydurma, veri tahrifi veya manipiilasyon igermedigini;
arastirma bulgularinin bilimsel diirtistliik ilkelerine uygun sekilde sunuldugunu beyan eder.

Yazar Katkisi

Tim yazarlar calismanin tasarlanmasi, yiirtitiilmesi, analizi ve makalenin hazirlanmasina
onemli Olciide katkr saglamistir. Tiim yazarlar makalenin son halini okuyup onaylamis ve
yayimlanmasini kabul etmistir.

Cikar Catismasi

Yazar(lar), bu makalenin yayimlanmasina iligskin herhangi bir ¢ikar ¢atismasi bulunmadigini
beyan eder.

Finansal Destek

Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.

Yapay Zeka Kullamim Beyani

Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalnizca dil diizenleme, ¢eviri
destegi ve anlatim iyilestirmesi amaciyla siirl 6l¢iide yararlanilmis olabilir. Yapay zeka
araglar1 tarafindan yapilan ¢eviri ve dil diizenlemeleri yazar(lar) tarafindan dikkatle kontrol
edilmistir. Yapay zeka araglari calismanin bilimsel iceriginin, arastirma tasariminin,
analizlerinin veya akademik sonuglarimin olusturulmasinda kullanilmamistir. Makalenin
igerigine iligkin tiim akademik sorumluluk yazar(lar)a aittir.

Telif Haklar1 ve izinler

Yazar(lar), telif hakki gerektiren materyaller kullanilmissa gerekli izinlerin alindigint ve
caligmanin herhangi bir fikr miilkiyet hakkini ihlal etmedigini beyan eder.

Yazar Onay1

Tiim yazarlar makalenin son halini okuduklarini, onayladiklarini ve yayimlanmasini kabul
ettiklerini beyan eder.
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