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Abstract

The relationship between cinema and advertising
has increasingly evolved into a hybrid field of pro-
duction in which aesthetic narration, emotional en-
gagement, and persuasive practices intersect within
modern visual culture. This study examines how the
relationship between cinema and advertising is cons-
tructed on digital platforms and how YouTube users
interpret and make sense of such advertisements th-
rough a netnographic approach. The research aims
to show that viewers do not perceive advertisements
produced with cinematic aesthetics as conventional
promotional content but rather position them as
short films, emotional narratives, and cultural repre-
sentations. The study sample comprises five adver-
tising videos published on YouTube between 2021
and 2025 that generated high levels of interaction:
Istanbul: Love of the Continents, Coca-Cola Mas-
terpiece, #BirakmayizSeni, Karneni Géster Kitabini
Al, and Tirkiye’s Wings Turkish Airlines. User com-
ments posted on these videos between September
and December 2025 were examined, and audience

discourses were analyzed thematically. The findin-
gs indicate that the advertisements are interpreted
along the axes of cinematic storytelling, emotional
intensity, national identity, collective memory, and
artistic production. In particular, it is noteworthy that
users frequently avoid labeling these videos as ad-
vertisements, instead describing them as film, short
film, or a cinematic experience. Overall, the study
demonstrates that YouTube's comment culture pro-
vides a participatory meaning-making space that
legitimizes, amplifies, and reproduces the cinematic
transformation of advertising, revealing how adver-
tising on digital platforms evolves into an aesthetic
and cultural narrative form.
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1. Introduction

The relationship between cinema and advertising
has evolved since the early periods of visual cul-
ture history through mutual interaction and formal
permeability; over time, it has transformed from a
purely economic collaboration into an aesthetic,
narrative, and cultural intersection. Cinema’s capa-
city to reach mass audiences, its ability to generate
emotional impact, and its proficiency in visual story-
telling have consistently served as a strong referen-
ce point for the advertising industry. For this reason,
advertising has sought to establish a more intense
and lasting bond with audiences by borrowing cine-
ma'’s narrative structures, editing rhythms, and visual
aesthetic codes. Conversely, advertising has positi-
oned itself within the cinematic field as a significant
industrial actor that influences cinema'’s production
practices, financial structures, and modes of circu-
lation. This bidirectional interaction has created a
continuous zone of negotiation between cinema'’s
artistic autonomy and advertising’s persuasive natu-
re (Kilingarslan, 2018). Within the traditional media
order, advertising was largely perceived as a promo-
tional practice situated outside the film itself and as
an interruption of the viewing experience. Adverti-
sements shown before or during films in movie the-
aters were framed as compulsory pauses external
to the narrative, leading to a distanced relationship
between advertising and spectatorship. However,
with the widespread adoption of digital platforms,
this distinction has largely disappeared. On platfor-
ms such as YouTube, advertising no longer circulates
outside viewing experience but becomes an integral
part of it. Advertisements produced with cinematic
aesthetics have increasingly transformed into con-
tent that viewers willingly watch, share, and repea-
tedly consume. While this transformation expands
the functional boundaries of advertising, it also fun-
damentally redefines the relationship between au-
diences and advertising (Golgeli & Gegen, 2021).

Simultaneously with this aesthetic transformation,
digital platforms reposition viewers from passive re-
cipients into active producers of meaning. Thanks to
the participatory structure of Web 2.0, users do not
merely consume content; through comments, likes,
and shares, they directly contribute to its circulation
and interpretation (Han, 2012). In this context, You-
Tube comments constitute a significant cultural data
field that makes visible how advertising films are
perceived, the emotional and cultural frameworks in
which they are interpreted, and how audiences posi-
tion this content. The process of the cinematization
of advertising is shaped not only through production
aesthetics but also through audience discourses and
participatory comment culture. In this process, the
viewer becomes not merely a receiver but a co-pro-
ducer of meaning (Jenkins, 2006). Advertising films
produced with cinematic aesthetics are frequently
described in audience comments as short films, nar-

rative cinema, or artistic productions. In addition to
many advertising applications carried out in connec-
tion with cinema, films also establish their own narra-
tives through the brand and product. These films are
called advermovies (Bolat, 2022). Such descriptions
indicate that viewers are renegotiating the persuasi-
ve nature of advertising. Audiences evaluate these
advertisements not solely as product or brand mes-
sages but within broader frameworks of meaning
such as national identity, collective memory, emotio-
nal attachment, and cultural representation. Particu-
larly, advertisements that incorporate national narra-
tives, historical references, and emotional intensity
generate strong discourses of belonging and sha-
red memory in user comments. This demonstrates
that advertising, through cinematic storytelling, has
transformed into a field of cultural representation.
This study aims to examine, through a netnographic
approach, how audiences interpret the relationship
between cinema and advertising on digital platfor-
ms and within which discursive frameworks YouTube
users position advertising films that draw on cinema-
tic aesthetics. The study argues that advertising on
digital platforms is reproduced not merely as a mar-
keting tool but as an aesthetic and cultural narrative
form, and that this reproduction is legitimized and
multiplied through audience comments. In this res-
pect, the research seeks to move beyond producti-
on-centered approaches to the cinema-advertising
relationship and to address it from an audience-o-
riented and participatory perspective.

2. Historical and Aesthetic Convergence
between Cinema and Advertising

The relationship between cinema and advertising
cannot be explained solely through limited practices
such as short promotional spots inserted between
films; rather, it is historically layered and aestheti-
cally permeable. Since its emergence, cinema has
developed as a field that simultaneously embodies
narrative construction and the logic of industrial cir-
culation. This dual structure has enabled the conti-
nuity of cinema'’s relationship with advertising and
its reproduction across different levels. The use of
space, narrative structure, genre preferences, sty-
listic codes, and audience experience stand out
as the primary domains through which advertising
has penetrated the cinematic universe. Today, the
widespread use of concepts such as brand story-
telling, product placement, trailer aesthetics, and
advermovies demonstrates that this relationship is
not a temporary marketing trend but a coherence
formed through the long-term interaction of media,
economy, and aesthetics (Bolat, 2022; Kilincarslan,
2015). From a historical perspective, the movie thea-
ter and the cinematic experience create a distinctive
contact zone that generates a high level of audien-
ce attention for advertising. Arslan’s study, centered
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on the Turkish context, reveals that movie theaters
as advertising media are not limited to commerci-
als projected on the screen; rather, they constitu-
te a multi-layered advertising ecosystem through
sponsorship practices, promotional activities, and
communicative forms established in foyer and lob-
by spaces. This approach indicates the inadequacy
of conceptualizing the relationship between cinema
and advertising as a one-directional display prac-
tice. While cinema functions on the one hand as a
channel for transmitting advertising messages, on
the other hand, it becomes an industrial structure
sustained through advertising revenues and brand
collaborations (Arslan, 2011).

One of the most prominent stages of this industrial
convergence at the narrative level is product pla-
cement practices. Aydin and Orta emphasize that
brand placement plays a central role in the use of ci-
nema as an advertising medium in Turkish films. Unli-
ke traditional advertising, product placement is em-
bedded within the film's narrative and aims to make
the advertising message a natural component of the
fictional world. In this respect, product placement
creates a less interrupted form of contact between
advertising and narrative, reducing the likelihood of
audience resistance (Aydin & Orta, 2010). However,
this historical transformation also brings significant
aesthetic debates for the cinematic text. Advertising
elements cease to be independent content presen-
ted before or during the film and instead become
part of the mise-en-scéne, character relationships,
the repertoire of everyday objects, and the viewing
experience itself. While this may support a sense of
cinematic realism, when advertising becomes overly
visible, it can also undermine the narrative's credibi-
lity. The film examples examined by Aydin and Orta
demonstrate that the boundary between the natural
use of brand placement and its perception as artifi-
cial is highly fragile (Aydin & Orta, 2010). This con-
vergence can also be situated within broader inter-
national theoretical debates on the culture industry
and commodification. As Theodor Adorno and Max
Horkheimer argue (2007), cultural production under
capitalism increasingly operates through standardi-
zed forms that blur the boundaries between art and
commodity. From this perspective, cinema’s histo-
rical entanglement with advertising can be interp-
reted not merely as a functional collaboration but
as part of a wider transformation in which aesthetic
forms become embedded within circuits of con-
sumption. Similarly, Guy Debord’s (1996) notion of
the Society of the Spectacle suggests that visual cul-
ture increasingly organizes social relations through
images, positioning both cinema and advertising as
central mechanisms in the production of mediated
experience.

In this study, product placement is not treated as an
isolated marketing technique but as a representati-
ve case that makes the broader convergence betwe-

en cinema and advertising analytically visible. Within
the scope of the research problem, which focuses
on the transformation of narrative forms and au-
dience engagement in digitally circulated cinematic
texts, product placement serves as a concrete me-
chanism through which commercial logic becomes
embedded within narrative structures. Therefore, its
inclusion in the literature review aims to provide a
conceptual bridge between aesthetic transformati-
on and consumption-oriented storytelling practices,
rather than to offer a purely descriptive account of
advertising strategies. Two key elements become
decisive in the relationship that product placement
establishes with cinematic aesthetics: strategies of
visibility and their harmony with the narrative. Er
notes that product placement offers an attractive
model for advertisers, given opportunities such as
box-office success, access to large audiences, and
the recirculation of films across different platforms.
However, what is decisive is not merely whether a
brand appears in a film, but how this presence is
realized within an aesthetic configuration. When a
brand is positioned in a manner that does not in-
terrupt the narrative flow and remains compatible
with the dramatic structure, it is perceived as more
acceptable by audiences (Er, 2013). In this context,
product placement should be approached not as a
purely technical marketing strategy but as an aest-
hetic problem area. As placement practices become
integrated into the mise-en-scéne and dramatic ac-
tion, they retain the potential to preserve cinematic
integrity; by contrast, didactic or exaggerated uses
may weaken the film's narrative autonomy and allow
advertising aesthetics to become dominant. This
indicates that the relationship between cinema and
advertising is grounded not in a fixed form but in an
aesthetic balance that is continuously re-established
and negotiated within each filmic context (Er, 2013;
Bolat, 2022). The convergence between cinema and
advertising should not be evaluated solely in terms
of the film text's internal structure. How films are
marketed also constitutes a crucial domain in which
cinematic and advertising aesthetics intersect inten-
sively. Kilingarslan’s study, which examines trailers as
marketing elements in cinema, demonstrates that
trailers have moved beyond being simple promo-
tional tools and have evolved into short cinematic
texts that generate narrative value in their own right.
Through rhythmic editing, musical accompaniment,
dramatic emphasis, and visual intensity, trailers cre-
ate emotional anticipation in viewers and facilitate
the formation of a preliminary bond with the film. In
this respect, the trailer can be regarded as a specific
narrative space in which advertising aesthetics are in-
tegrated with cinematic narrative forms (Kilingarslan,
2015). Within international film theory, this integrati-
on of commercial elements into narrative structures
has also been discussed in relation to realism and
representation. Jean Baudrillard’s (2008) concept of
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simulation is particularly relevant here, as it points to
a condition in which distinctions between reality and
representation become unstable. Product place-
ment, when seamlessly embedded, contributes to a
hyperreal environment in which branded objects ap-
pear as natural components of everyday life, thereby
reinforcing consumption practices through narrative
immersion rather than overt persuasion.

The widespread adoption of trailer aesthetics has
significant implications for cinematic narration. Rat-
her than reflecting the film's overall narrative rhythm,
trailers often foreground climactic moments and
emotionally intense scenes highlighted by marke-
ting strategies. This shapes the audience’s expecta-
tions of the film through the trailer. Over time, trailer
aesthetics, particularly in mainstream cinema, may
influence production processes by encouraging the
design of certain scenes in accordance with trailer
logic. Consequently, the narrative logic of adverti-
sing goes beyond merely announcing the film and
becomes an element that feeds back into the film's
formal design. This feedback relationship illustrates
how the aesthetic boundaries between cinema and
advertising have become increasingly permeable
(Kilingarslan, 2015). At a more advanced stage of this
interaction, advertising no longer merely borrows
formal codes from cinema but directly appropriates
cinematic narrative form. The feature-length adver-
tising approach discussed by Bolat under the con-
cept of advermovie can be considered a qualitative
threshold in the convergence between cinema and
advertising. In this narrative form, the film becomes
a coherent story world constructed around a speci-
fic product or brand. The advermovie should not be
understood simply as storytelling; rather, cinematic
narrative tools such as character construction, dra-
matic structure, spatial atmosphere, and emotional
arc are reorganized to align with advertising objec-
tives. This structure produces a bidirectional perme-
ability between the aestheticization of advertising
and the commercialization of cinema (Bolat, 2022).
This permeability also yields specific consequences
for audience experience. As the cinematic narrative
qualities strengthen, the advertising text encounters
less resistance from viewers and may be perceived
as an integral part of the narrative. Advertising op-
portunities in micro-movies usually include product
placement, where the product is simply featured in
the film; and custom-made ‘advermovies’, when the
product becomes a part of the story (Zhao, 2014).
Similarly, as advertising narratives approach cine-
matic forms, the likelihood of establishing an affe-
ctive bond between the brand and the audience
increases. This transformation enables advertising
to move beyond being merely a persuasive messa-
ge and to become an aesthetic and emotional ex-
periential space. This shift can also be interpreted
through the lens of branded content and narrative
persuasion theories. As Russell Belk (2016) suggests,

consumption increasingly operates through symbo-
lic and experiential dimensions, where brands deri-
ve meaning from their integration into cultural narra-
tives. The advermovie, in this sense, exemplifies how
storytelling becomes a strategic tool for embedding
brands within affective and symbolic structures rat-
her than presenting them as external commodities.
The symbiotic relationship between cinema and
advertising is therefore significant in demonstrating
how narrative and consumption practices have be-
come increasingly intertwined within modern visual
culture (Bolat, 2022).

Digital platforms provide an environment that ren-
ders this convergence more visible and measurab-
le. The analysis conducted by Golgeli and Gegen
of The Journey, a film produced by Turkish Airlines,
demonstrates that the advermovie narrative opera-
tes alongside the logic of viral circulation and inte-
raction in new media environments. Such cinematic
advertising narratives reach wide audiences and
gain cultural circulation through the affordances of
digital platforms, namely shareability, interpretabi-
lity, and recirculability. Consequently, advertising
with cinematic narration becomes not merely an
aesthetic preference but a strategic narrative form
strengthened by the possibilities offered by the di-
gital media ecosystem (Golgeli & Gegen, 2025). On
platforms such as YouTube, the viewer's position is
likewise redefined through this transformation. The
viewer moves beyond being a spectator who merely
encounters content to become an active participant
who comments, shares content, and, at times, pro-
duces critical discourse. This indicates that the con-
vergence between cinema and advertising is not a
process occurring solely between content producers
and advertisers; rather, it becomes a relationship that
is interpreted and negotiated within audience com-
munities. In this way, cinematic advertising narratives
circulate as social texts that are continually reprodu-
ced through cultural commentary and debate (Gol-
geli & Gegen, 2025). At this point, aesthetic conver-
gence is directly linked to audience reception. The
recent study by incedursun and Sadedil on product
placement shows that audiences do not categorical-
ly reject such advertising practices; however, com-
patibility with the narrative and character structure
emerges as a decisive condition. The findings reveal
that insofar as the advertising element aligns with
the internal logic of the cinematic world, it becomes
less visible and does not disrupt the viewing expe-
rience. By contrast, advertising elements that are
detached from the narrative or overly emphasized
are perceived by viewers as external interventions
and interrupt the experience (incedursun & Sadedil,
2025). In light of these assessments, as advertising
integration into cinema increases, the issue of aest-
hetic management becomes a central area of deba-
te. The context, intensity, and narrative strategies
through which advertising elements are employed
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constitute the primary factors determining the ac-
ceptability of the relationship between cinema and
advertising. Historically, this relationship has not
assumed a fixed form; on the contrary, it has been
reconstituted within the context of each new narra-
tive and each new platform. This makes it possible
to conceptualize the convergence between cinema
and advertising not as a static commercial partners-
hip but as a dynamic aesthetic—political field shaped
at the intersection of narrative, emotion, attention,
and consumption practices in modern visual culture.

3. Digital Platforms, Comment Culture,
and Participatory Meaning Production

With the emergence of Web 2.0, digital platforms
have adopted interactive internet architecture and
have experienced a marked departure from tradi-
tional mass communication models. Web 2.0 is a
participatory form of the web that enables users to
create, share, and respond to content produced by
others; through this structure, users move beyond
passive spectatorship to become content produ-
cers and distributors (Sanofi et al., 2024). In digital
environments, the most visible and collective mani-
festation of this transformation is users’ direct par-
ticipation in meaning-making processes, not only
through user-generated content but also through
comments on that content. Comments are not me-
rely individual expressions; they also reveal proces-
ses of discussion, information exchange, evaluation,
and collective judgment within online communities.
Our media landscape has undergone a seismic shift
as digital technology has fostered the rise of "parti-
cipatory culture,” in which knowledge is originated,
created, distributed, and evaluated in radically new
ways (Delwiche & Jacobs, 2012). Platforms such as
YouTube are widespread spaces where user-gene-
rated video content and related forms of interacti-
on coexist. Early studies have shown that Web 2.0
environments facilitate young people’s engagement
with media production and provide spaces for per-
sonal content creation, connection, collaboration,
and the dissemination of users’ cultural narratives.
There is an explosion of youth subscriptions to origi-
nal content-media-sharing Web sites such as YouTu-
be. These Web sites combine media production and
distribution with social networking features, making
them an ideal place to create, connect, collabora-
te, and circulate. By encouraging youth to become
media creators and social networkers, new media
platforms such as YouTube offer a participatory cul-
ture in which youth can develop, interact, and learn
(Chau, 2010). In this context, YouTube is evaluated
as a platform that combines media production and
social networking features, and it is considered a
typical example of the processes of co-production,
sharing, and network-based interaction that define
participatory culture (Burgess & Green, 2018). Due

to its structure, which allows videos to be uploaded
easily and enables a wide variety of users to com-
ment on content, the platform has enabled intera-
ction between content producers and viewers at a
level previously not possible. In this new state of
affairs, cultural participation and renewed public in-
volvement seemingly work in symbiosis with for-pro-
fit models, especially as the most famous user-gene-
rated content websites, with the notable exception
of Wikipedia, aim to host as much content as pos-
sible and to make online user participation a central
everyday life practice in order to generate profits
(Langlois, 2012).

Studies in the academic literature that address You-
Tube within the framework of participatory culture
demonstrate that audiences do not merely consume
media products as close-up viewers; rather, by wri-
ting comments, providing feedback, and engaging
in dialogue with other users, they collectively cons-
truct the meaning of media texts (Chau, 2010). This
situation confirms the central claim of participatory
culture theory: in participatory culture, the boundary
between content producer and audience erodes,
and a reciprocal, transformative interaction emerges
between these two roles. YouTube viewers not only
watch videos but also, through their comments, ge-
nerate themes and modes of evaluation that attract
the community's attention; these comments shape
other viewers' perceptions and become part of col-
lective meaning-making processes within the com-
munity (Waldron, 2013). Discussions of digital media
and participatory culture are also associated with
concepts such as collective intelligence and media
convergence enabled by Web 2.0 technologies.
Within this framework, media theorists argue that
technology and social networks expand users’ in-
teractive knowledge production, content selection,
and reproduction practices, thereby allowing user
communities to contribute directly to media con-
tent (Van Dijck & Nieborg, 2009, as cited in Mueller,
2014). Platforms such as YouTube have thus become
spaces where audience comments generate new
layers of meaning and opportunities for cultural in-
teraction. This perspective emphasizes that viewer
comments on digital platforms are not merely su-
perficial reactions to texts but play a significant role
in producing community norms, values, and shared
meanings. Comments not only facilitate informati-
on exchange among users but also shape common
meanings and interpretive strategies related to sha-
red content. This process is also linked to social in-
teraction theories; through comment spaces, users
exchange ideas and transfer cultures of social de-
bate into online environments (Alalem, 2023). This
transformation indicates that the distinction betwe-
en audience experience and media production is
becoming increasingly blurred. On digital platforms
such as YouTube, the role of the viewer is redefined
through participation in meaning-making processes
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and the opportunity to voice opinions regarding
media content. Comments not only enable viewers
to evaluate the messages within content but also es-
tablish a shared discursive production and a network
of cultural interaction involving content creators and
other viewers. This reveals that media production is
reshaped collectively not only by professional actors
but also by audience communities, confirming that
digital platforms constitute significant sites of study
for participatory culture (Jenkins et al., 2013).

Netnography is a qualitative research approach de-
veloped to understand online cultural interactions
emerging in digital environments. Based on the the-
oretical framework proposed by Kozinets (2015), this
method offers the opportunity to examine commu-
nication patterns, forms of participation, and mea-
ning-making practices within the contexts of online
communities. The netnographic approach is not li-
mited to analyzing digitally produced texts through
content analysis; rather, it aims to jointly evaluate the
internal dynamics of communities, their modes of
interaction, and the discursive structures that form
within platforms. In this respect, netnography stands
out as a holistic method in digital culture studies that
makes user practices and collective meaning produ-
ction visible (Cogkun Onan & Goktepeliler, 2025).
Netnographic studies of YouTube demonstrate that
both individual and collective meaning-making pro-
cesses can be traced through users' comments on
video content. These studies reveal that comments
are not merely personal evaluations; instead, they
provide social contexts that disclose the values,
identities, discussion topics, and evaluative criteria
of user communities. This can be considered a fun-
damental characteristic of participatory culture. The
platform moves away from being a one-directional
space of consumption and becomes a multi-layered
environment for discourse production, increasing
users’ public visibility (Highfield, 2016; Toprak, 2023).
One study that foregrounds the netnographic met-
hod examined YouTube user comments to reveal
how these comments are interpreted. Drawing jo-
intly on the theoretical frameworks of Diffusion of
Innovations and Uses and Gratifications, this rese-
arch analyzed user perceptions, expectations, and
experiences through comments on specific product
promotion videos. The findings indicate that You-
Tube comments serve a function beyond emotional
reactions and actively participate in processes of so-
cial meaning production. In this context, comment
spaces emerge as significant interactional grounds
where user experiences are shared, and collective
evaluations are produced (Ozer & Akdag, 2024). The
concept of participatory culture refers to a process
in which users, rather than consuming media con-
tent passively, add their own perspectives, interpre-
tations, and evaluations to media texts. On digital
platforms such as YouTube, viewers are not limited
to liking content; through comments, they engage

in discussions, communicate directly with content
creators, and contribute to the formation of norms
that gain validity within the community. This process
transforms the viewer's position within the media
field, turning them into an active component of cul-
tural production, and enables comments to circulate
within both global and local media discourses (Jen-
kins, 2006). Another netnographic study focusing on
YouTube communities examined the relationship
between content creators and audience groups th-
rough comment culture. An analysis of more than
1,500 user comments from a makeup channel reve-
aled distinct participant profiles within the commu-
nity. It showed that these profiles developed distinct
commenting practices depending on content type.
This finding demonstrates that comment culture is
not merely the sum of individual reactions but has
a complex structure shaped by intra-community in-
teractions, shared values, and collectively produced
meanings (Mutlu & Bazarci, 2016).

The algorithmic structure of digital platforms also
plays a decisive role in shaping comment culture. Al-
gorithms influence the visibility, circulation, and level
of engagement of user comments, allowing certain
comments to become embedded within broader
networks of meaning. Platform-based ranking, re-
commendation systems, and mechanisms such as
likes and replies can elevate some viewpoints while
relegating others to the background (Aytas & Yavuz,
2024). This reveals that participatory culture does
not always offer an unrestricted space for expressi-
on; rather, it is shaped by platform governance po-
licies and technical regulations. In this framework,
comments on YouTube should be evaluated not
merely as expressions of individual opinions but
as a field of cultural production where community
norms, traditional media discourses, and the logic
of digital platforms intersect (Paray Guney, 2025).
YouTube user comments constitute a multi-layered
field of meaning production in which social values,
identity representations, ideological positions, and
cultural expectations are articulated, going beyond
simple content evaluations. Through comments,
users express their personal relationship with the
content while simultaneously opening up the soci-
al meanings of that content to negotiation. This in-
dicates that comment spaces function not only as
venues for sharing individual opinions but also as
public arenas where collective debates and shared
interpretive frameworks are formed. By interacting
directly with content creators, users reinterpret nar-
ratives and, through dialogue with other viewers,
produce shared norms and values. This reciprocal
interaction process is considered one of the core dy-
namics of digital platform culture (Inwood & Zappa-
vigna, 2023). Within this context, comment culture
on digital platforms can be positioned as a space
where participatory meaning-making becomes vi-
sible, community relations are concretized, and cul-
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tural interactions are traceable. Netnography provi-
des researchers with both a flexible methodological
framework and a strong theoretical grounding for
examining such interactions. Studies of YouTube
comments demonstrate that platform users do not
remain passive viewers; rather, they become active
subjects who continuously construct meaning throu-
gh cultural representations, value production, and
community norms. In this respect, digital platforms
can be understood as multidimensional and dyna-
mic fields of cultural production that transcend the
limits of classical media analyses through comment
culture. In the context of this study, these theoreti-
cal frameworks are not used as general background
references but as analytical lenses guiding the in-
terpretation of audience comments. The Uses and
Gratifications approach provides a basis for unders-
tanding how viewers derive emotional, aesthetic,
and social value from cinematic advertising narrati-
ves, while the Diffusion of Innovations perspective
helps explain how these narratives are adopted,
normalized, and circulated within digital communi-
ties through user interaction and comment culture.

4. Method
4.1. Research Methodology

This study employs a netnographic research method
to examine how cinematic narration and advertising
practices intersect on digital platforms and how this
intersection is interpreted through audience com-
ments. Netnography is a qualitative research appro-
ach that analyzes the cultural practices, interaction
patterns, and meaning-making processes of online
communities within their natural digital contexts.
Developed by Robert Kozinets, this method adapts
classical ethnographic research techniques to online
environments and is widely used to analyze cultural
data produced in digital spaces such as social me-
dia platforms, forums, blogs, and video-sharing sites
(Kozinets, 2002; Kozinets, 2015). The study seeks to
reveal how cinematic aesthetics and advertising nar-
ratives converge on the YouTube platform and how
this convergence is negotiated through audience
comments. Accordingly, the research focuses on
audience reactions, commenting practices, and col-
lective meaning-making processes related to adver-
tising films that exhibit cinematic narrative characte-
ristics. The netnographic approach enables analysis
not only of the textual structure of such content but
also of how it is received and reinterpreted within
audience communities.

Since the netnographic research method is applied,
identifying online communities and interaction spa-
ces is a crucial stage of the study. In the initial phase,
research questions were formulated to understand
how the relationship between cinema and adverti-
sing is constructed through audience discourses on

digital platforms, and the analysis's scope was deli-
neated accordingly. User comments on advertising
videos hosted on YouTube were collected and anal-
yzed within their natural digital contexts, in accor-
dance with research ethics. The study addresses the
following research questions:

RQ 1) How do YouTube users generally define
and position these advertisements?

RQ 2) What are the dominant emotions and
viewing motivations highlighted in the com-
ments?

RQ 3) According to which criteria do viewers
evaluate the cinematic and aesthetic elements of
the advertisements?

RQ 4) How is the use of artificial intelligence dis-
cussed in audience comments in the case of Co-
ca-Cola Masterpiece?

RQ 5) How are national identity, history, and col-
lective memory constructed in audience com-
ments?

RQ 6) How do notions of social benefit, public
good, and orientation toward everyday action
appear in audience comments?

Following the formulation of these questions, the
next stage involved identifying content domains ca-
pable of providing relevant answers. To access the
relevant YouTube content, key concepts were deter-
mined, including cinematic advertising, advertising
film, short-film-style advertising, brand film, YouTube
advertising, cinematic aesthetics, and digital adver-
tising narratives. Using these keywords, advertising
films produced with cinematic narrative features
and the user comment communities formed around
them were identified on the YouTube platform. User
comments associated with the selected videos were
examined within the framework of the netnographic
approach, without disrupting viewers’ natural inte-
raction environments, and were incorporated into
the analysis process. In this context, the population
of the study consists of advertising films published
on YouTube that are produced with cinematic nar-
rative aesthetics. The sample was determined using
purposive sampling. Purposive sampling allows for
the selection of information-rich and highly interac-
tive content that is directly related to the theoretical
framework of the study.

Accordingly, five advertising films produced using

cinematic language, reaching large audiences and

generating intensive comment interaction on You-

Tube, were selected as the sample:

e [stanbul: Love of the Continents (istanbul. Kita-
larin Aski, 2021)

e Coca-Cola Masterpiece (2024)

e Tirkiye'nin Kanatlari (Wings of Turkey - Turkish
Airlines, 2024)

e #BirakmayizSeni (2025)
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e Karneni Géster Kitabini Al (Show Your Report
Card Get Your Book, 2025)

The selection of these videos was based on the fol-
lowing criteria: the presence of cinematic narrative
elements (such as characters, dramatic structure,
music, and visual aesthetics), the manner in which
the brand is integrated into the narrative, high num-
bers of views and comments, and the existence of
discussions in audience comments concerning the
relationship between advertising and cinema. In
this way, the sample enables a comparative exami-
nation of cinematic advertising narratives produced
by brands from different sectors and the audience
responses generated by these narratives.

4.2. Data Collection Process

The research was conducted between September
and December 2025. In the data collection process,
archival data were used predominantly, in accordan-
ce with the principles of the netnographic method.
Archival data are based on the examination of con-
tent previously recorded on the platform, without
the researcher directly interacting with members
of online communities (Kozinets, 2002). Within this
scope, audience comments, numbers of likes, reply
chains, and interaction patterns among comments
associated with the five selected YouTube videos
were examined.

The total number of user comments available for the
selected advertisements is as follows: Coca-Cola®
Masterpiece (n = 1,231), Karneni Géster Kitabini Al
(n = 88), #BirakmayizSeni (n = 804), Turkiye’'nin Ka-
natlari (n = 1,309), and istanbul: Love of the Conti-
nents (n = 4,131). Given the large volume of data,
a purposive and criterion-based sampling strategy
was employed to construct the analytical dataset.
From this corpus, a total of (n = 520) comments were
selected for in-depth analysis. The selection process
prioritized comments that generated interaction
(e.g., high number of likes or replies) and contained
evaluative or interpretive expressions related to ci-
nematic narrative, advertising discourse, and au-
dience perception. In addition, efforts were made to
include comments reflecting diverse viewpoints in
order to avoid overrepresentation of highly popular
opinions. The unit of analysis in this study is indivi-
dual user comments. For each video, comments that
received the highest number of likes, generated the
most replies, and included explicit evaluations of the
relationship between advertising and cinema were
included in the analysis. In selecting comments, at-
tention was paid not only to individual emotional re-
actions but particularly to viewers' reflections on nar-
rative structure, the brand, cinematic aesthetics, and
the nature of advertising itself. Comments that were
clearly produced by fake or automated accounts, as
well as messages that were not directly related to
the content, were excluded from the analysis. This

approach was adopted to enhance data reliability in
netnographic research and to make authentic com-
munity interactions more visible.

In the netnographic data collection process, three
main types of data are typically considered: archival,
elicited, and field notes. In this study, archival data
served as the primary source, and the researcher
systematically examined textual data from YouTube
comment sections. In addition, the researcher's ob-
servational notes, intended to understand the con-
textual dimensions of the comments better, were
incorporated into the analysis. The collected data
were analyzed using a thematic analysis approa-
ch. During the analysis process, recurring meaning
patterns, discursive tendencies, and shared themes
in audience comments were identified. Prominent
thematic categories included cinematic percepti-
on, advertising awareness, emotional impact, brand
perception, authenticity, and commercial discom-
fort. Comments were coded according to these
themes, enabling an examination of how audience
communities interpret and negotiate cinematic ad-
vertising narratives. The analytical framework of the
study is partially informed by Uses and Gratifications
Theory and Diffusion of Innovations Theory. These
frameworks guided the identification of thematic
categories by focusing on how users express moti-
vations (such as emotional engagement, aesthetic
appreciation, and social belonging) and how certain
interpretations become dominant, reproduced, and
normalized within the comment culture.

5. Findings

This section presents findings from a netnographic
analysis of emotions, evaluations, and meaning-ma-
king practices in user comments on the five selected
YouTube advertising videos. The findings are organi-
zed in a question-driven structure, aligned with the
research questions. From a theoretical perspective,
the findings can be interpreted through the lens of
Uses and Gratifications and Diffusion of Innovations.
Audience comments reflect not only individual gra-
tifications such as emotional satisfaction, aesthetic
pleasure, and identity construction, but also collec-
tive processes in which certain interpretations gain
visibility, are reinforced through interaction, and gra-
dually become dominant within the digital commu-
nity.

Research Question 1) How do YouTube users
generally identify and position these advertise-
ments?

YouTube user reviews indicate that viewers do not
perceive the reviewed advertising videos as ordinary
promotional content. In the comments, advertise-
ments are often described as cinematic producti-
ons, narratives with a short-film aesthetic, or cultural
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representations that create an intense emotional
experience. This positioning shows that the key ele-
ment increasing the ad's viewability is not the dire-
ct sales call; it points to a common perception that
there is narrative, visual aesthetics, and atmosphere.
Here are some representative interpretations of how
viewers articulate this positioning:

“Why the hell did this feel like a movie?” (Co-
ca-Cola Masterpiece)

“Genuinely an ad | would not skip” (Coca-Cola
Masterpiece)

"| watched a movie, not a commercial, as if my
eyes were filled with tears" (Tirkiye’'nin Kanatlari
- Turkish Airlines)

“Actually a short film, not just a commercial” (Tur-
kiye’nin Kanatlar - Turkish Airlines)

“This video is simply a cinematic masterpiece”
(Istanbul: Love of the Continents)

"Breathtaking beauty, this is more of a visual fe-
ast than an advertisement" (Istanbul: Love of the
Continents)

These interpretations clearly reveal that the adver-
tisement has been redefined as a genre and that
the distinction between advertisement and film has
blurred in the minds of the audience. It also shows
that the audience's definition of the advertisement
is based on aesthetic intensity and narrative struc-
ture. Advertising is not a persuasion text or product
promotion in the classical sense; it is positioned as
a viewing experience that demands the audience's
emotional engagement. Especially in the Coca-Cola
Masterpiece and Turkey's Wings videos, the success
of the advertisement is not tied to the visibility of
the sales message but to the power of storytelling,
rhythmic flow, and the ability to create a cinematic
atmosphere. In the Istanbul: Love of the Continents
video, this positioning is taken even further; The qu-
ality of being an advertisement is almost completely
faded. Comments treat the video as an urban nar-
rative or a visual portrait, without direct references
to the brand or promotional purpose. This suggests
that cinematic aesthetic intensity can push the func-
tional call of advertising into the background, trans-
forming content into an autonomous audiovisual
text.

Research Question 2) What are the dominant
emotions and viewing motivations that stand out
in the comments?

The comments reviewed indicate that advertising vi-
deos have a strong effect on viewers. The motivation
to watch is more than obtaining information about
the product or service; emotions, impressions, pride,
and aesthetic pleasure shape it. Among the recur-
ring emotions in the interpretations, admiration, pri-
de, longing, hope, sadness, and a sense of collective

belonging stand out. This suggests that advertising
operates as an emotional experience space rather
than a rational call to action for the audience. Some
representative interpretations in which viewers dire-
ctly express their emotions are as follows:

"l had tears in my eyes, goosebumps" (Tiirki-
ye’nin Kanatlari - Turkish Airlines)

"I cry every time | watch it, there are no words to
describe this feeling" (#BirakmayizSeni)

“Watching this made me feel proud in a way |
can't explain” (Turkiye'nin Kanatlar - Turkish Air-
lines)

"I've watched this video over and over again, and
I'm getting more emotional every time" (#Birak-
mayizSeni)

“Even through a screen Istanbul takes your bre-
ath away” (Istanbul: Love of the Continents)

“This ad gives me hope and makes me want to
dream” (Tirkiye'nin Kanatlari - Turkish Airlines)

These comments show that intense emotional rea-
ctions define the ad-watching experience, and that
the viewer's relationship with the video becomes
a desire to watch it again. The findings reveal that
the audience primarily experiences advertisements
as an emotional encounter. Especially in the videos
#BirakmayizSeni and Tirkiye’'nin Kanatlari, the com-
ments go beyond individual affect and produce a
collective feeling. Emotions such as pride, longing,
and gratitude are not just individual reactions; they
are shared and reproduced in the comment area.
Thus, the audience ceases to be a solo spectator
and becomes a part of a community that shares
emotion.

Istanbul: Love of the Continents video, the dominant
emotion is mostly shaped by admiration and desire.
The desire to visit the city, the beauty, and spatial
fascination show that the advertisement motivates
the audience to dream. In this context, the motiva-
tion to watch is established between emotional inf-
luence and an expectation for the future. In interp-
retations of the Coca-Cola Masterpiece, the feeling
of admiration is directed towards creative labor and
artistic performance. Viewers explain their reasons
for watching the advertisement through aesthetic
pleasure, surprise, and respect for creativity. This si-
tuation shows that the motivation for watching the
advertisement is not the product; rather, it is asso-
ciated with the perceived artistry of the production
process. For YouTube users, the motivation to wat-
ch ads largely depends on its capacity to generate
affect. The advertisement is watched, shared, and
experienced over and over again, to the extent that
it appeals to the audience's daily emotional reperto-
ire. This finding suggests that the success of adver-
tising on digital platforms is increasingly defined by
emotional intensity and narrative impact.
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Research Question 3) By what criteria do viewers
evaluate the cinematic and aesthetic elements of
advertisements?

YouTube user reviews show that the aesthetic va-
lue of ads is valued more on cinematic integrity
and emotional impact than on technical perfection.
Viewers treat cinematography, editing, music, and
narrative rhythm not as singular elements, but as a
narrative system that works together. The aesthetic
success of the advertisement is not limited to su-
perficial criteria such as pleasing to the eye, presen-
ting impressive images, or exhibiting technological
innovation, but is interpreted through the sense of
direction, atmosphere production, and emotional
continuity of the narrative. Some representative in-
terpretations in which the audience clearly expres-
ses their aesthetic evaluations are as follows:

“Amazing execution, great storytelling” (Co-
ca-Cola Masterpiece)

“Great vision and direction” (Coca-Cola Master-
piece)
"A wonderful Istanbul feast has emerged in the
hands of masters" (Istanbul: Love of the Conti-
nents)

"The harmony of music with video is incredible"
(Istanbul: Love of the Continents)

"lts fiction, story and emotion are very strong"
(Turkiye'nin Kanatlari - Turkish Airlines)

"How much has been told in a short film" #Bi-
rakmayizSeni)

These interpretations reveal that the audience eva-
luates the advertisement as an aesthetic whole and
considers the audio-visual elements to serve the
narrative as a basic criterion. The findings show that
the audience evaluates the aesthetics of advertising
with criteria specific to the language of cinema. Ci-
nematographic quality, use of music, and editing
gain meaning in the eyes of the audience only to
the extent that they contribute to the integrity of
the narrative. The emphasis on vision, direction, and
storytelling that stand out in Coca-Cola Masterpiece
interpretations reveals that the aesthetic success of
the advertisement is associated with creative directi-
on and narrative purpose. Here, the advertisement is
perceived as a deliberately constructed visual story
rather than a technical show. Istanbul: Love of the
Continents video, aesthetic evaluation is made th-
rough the representation of space and the creation
of atmosphere. Viewers value the fact that the city
is not only presented with beautiful images but also
represented in a narrative that carries history, soul,
and emotion. In this context, aesthetics is associated
with the capacity to establish an urban memory and
emotional connection beyond visual allure. In the
videos of Turkiye'nin Kanatlari and #BirakmayizSeni,
the aesthetic criterion directly coincides with emoti-
onal intensity. For viewers, a good aesthetic is one

that establishes a narrative that makes them cry or
feel proud and draws them into the story. Providing
strong emotional impact in a short time is one of the
main reasons these advertisements are considered
aesthetically successful.

Research Question 4) How is the use of artificial
intelligence discussed in the audience comments
in the case of Coca-Cola Masterpiece?

Comments on the Coca-Cola Masterpiece video
discuss the use of artificial intelligence in terms of
creative labor, ethical responsibility, and artistic in-
tent rather than a technical innovation. Audiences
position Al either as a tool to supplement human
creativity or as a cost-cutting strategy that substitu-
tes for creative labor. This dual framework does not
limit the aesthetic evaluation of the advertisement
to the visible text alone; it also makes perceptions
of the production process a direct part of the discus-
sion. Here are some statements that represent two
opposing approaches that stand out in the com-
ments:

“It wasn't made by Al. It was made by humans
using Al. So | can feel the feelings of the person
who made this ad.”

“The Al was simply a tool in the repertoire of ar-
tists alongside conventional methods.”

“How did we go from this to Al generated slop?”

“The newest commercials have no substance,
blatantly pushing Al to replace artists.”

“This ad has purpose and direction; the Al just
helped the process.”

“Coca-Cola ought to be ashamed of themselves
for replacing artists with Al.”

These interpretations suggest that the audience is
not viewing Al as a positive or negative technology
in itself, but rather as a technology that is integrated
into the creative process. The findings reveal that
the viewer's evaluation of the use of artificial intelli-
gence is directly related to the aesthetic experience.
Artificial intelligence is seen as an acceptable and
even commendable tool when used in conjunction
with human will and artistic vision that guide the
creative process. In this approach, the success of
advertising is defined through the concepts of per-
ceptible labor, narrative aspect and artistic purpose.
Viewers therefore position the Masterpiece ad as a
benchmark, comparing it to later Al-heavy ads. On
the other hand, in interpretations where artificial in-
telligence is perceived as a substitute for creative la-
bor, aesthetic failure is considered alongside an et-
hical problem. In this context, it is emphasized that
advertising is soulless, aimless, and profit-oriented;
the use of artificial intelligence is presented as the
reason for the loss of artistic quality. Thus, criticism
of technology is closely linked to the brand's values
and production policies.
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From a netnographic perspective, the example of
the Coca-Cola Masterpiece transforms the YouTube
commentary space into a kind of cultural negotia-
tion. Through advertising, viewers discuss the role
of artificial intelligence in contemporary creative in-
dustries, the protection of artist labor, and aesthetic
responsibility. This situation means that advertising
is no longer just a communication tool; It shows that
it has become a text that starts a public debate on
technological transformation and cultural values.

Research Question 5) How are national identity,
history and collective memory established in au-
dience interpretations?

The reviewed interpretations show that advertising
is strongly associated with national identity, historical
continuity and collective memory, especially in the
#BirakmayizSeni and Tirkiye'nin Kanatlar -Turkish
Airlines videos. In these videos, the viewer does not
see the advertisement as an up-to-date promotional
content; It positions it as a narrative that establishes
a connection between the past and the present, re-
minds national values and creates a common emoti-
onal space. Beyond individual reactions, the field of
interpretation transforms into a collective discourse
space based on remembrance, remembrance and
the production of belonging. Here are some repre-
sentative comments that clearly reflect this theme:

"Remembering the anniversary of the death of an
immortal is an honor unique to us in the world" (#Bi-
rakmayizSeni)

"We did not leave you,; we will not leave you, Atam.
You are forever in our hearts" (#BirakmayizSeni)

"This nation loved Atatlrk, my brother, there is not-
hing to do" (#BirakmayizSeni)

"We were proud even if it was in the advertisement"
(Tirkiye'nin Kanatlari - Turkish Airlines)

"Turkish Airlines commercials are like a movie; our
eyes fill with tears every time" (Tirkiye'nin Kanatlari
- Turkish Airlines)

"Only such a noble nation can advertise like this"
(Turkiye'nin Kanatlari - Turkish Airlines)

These comments reveal that the advertisement is
read by the audience as a symbolic carrier of natio-
nal identity and show that the advertising narratives
are integrated with national identity and collective
memory in the eyes of the audience. In #Birakma-
yizSeni video, the comments produce a discourse
of commemoration and gratitude centered around
the figure of Atatlirk. Viewers express the emotions
they experience while watching the advertisement
not as a personal reaction, but as part of a historical
responsibility and collective memory. In this respect,
the interpretation area functions as a digital com-
memoration space and the advertisement turns into
a symbolic practice of remembrance rather than a
corporate content. In the video Tirkiye'nin Kanatlari

collective memory is built on the narrative of national
success, continuity and pride. Turkish Airlines is not
only a company; It is positioned as an institution that
represents the country, carries the flag and connects
the historical heritage to the present. The expressi-
on of the audience that we are proud even if it is in
the advertisement shows that the quality of being an
advertisement is pushed into the background and
the content is evaluated with the power to produce
national belonging. In both videos, the comments
show that the viewer does not want to advertise as
a consumption-oriented communication; It reveals
that it reads as a cultural text that reinforces national
identity, reproduces common values and establis-
hes an emotional bond between the past and the
present. This shows that, on digital platforms where
cinematic narrative and advertising merge, brands
can elicit strong emotional resonance through rep-
resentations of national memory and identity.

Research Question 6) How do social benefits,
public interest, and orientation towards daily ac-
tion appear in audience comments?

Among the advertisements examined, the Karneni
Goster Kitabini Al video yields a limited but mea-
ningful set of comments centered on the themes of
direct social good and public good. In this video, au-
dience reactions are shaped by the campaign's so-
cial function and aspects that touch daily life, rather
than by aesthetic or emotional intensity. Comments
show that the advertisement prompts the audience
to take concrete action, and that the practical imp-
lications of the content come to the fore. Here are
some user reviews that represent this trend:

"l sent news to my grandchildren, so that they
would get it" (Karneni Géster Kitabini Al)

"Thank you very much, it is really a very meaning-
ful campaign” (Karneni Géster Kitabini Al)

"It's a perfect advertisement" (Karneni Gdoster
Kitabini Al)

"When | first saw this ad, | was scared, then | was
excited" (Karneni Géster Kitabini Al)

"Big bank, thank you isbank" (Karneni Géster Ki-
tabini Al)

The findings reveal that the Karneni Géster Kitabini
Al video produces a different form of reception than
other ad examples. The audience does not consi-
der this ad as a cinematic narrative or an emotional
experience, but as an application that directly gene-
rates social benefit. While aesthetic praise or narrati-
ve analysis is limited in the comments, the concrete
impact of the campaign on daily life comes to the
fore. The expression "I released news to my gran-
dchildren” indicates that the relationship that the
advertisement establishes with the audience does
not remain at the level of consumption or symbo-
lic belonging; It shows that it has gained a function
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that directs daily behavior. In this respect, adverti-
sing turns into a call to action rather than a content
watched by the audience. The acceptance of soci-
al benefit-oriented advertising is directly related to
the brand's perception of corporate responsibility.
From a netnographic perspective, this video provi-
des a meaningful example despite the low volume
of comments. The limited number of comments
suggests that the content's capacity to generate
cultural negotiation is narrower compared to other
videos. However, current interpretations reveal that
advertising is positioned as a functional, reliable and
benefit-based public communication in the eyes of
the audience. This finding shows that ad reception
on digital platforms cannot be reduced to a singular
aesthetic or emotional framework; It shows that au-
dience motivations can differ on the axes of affect,
identity, ethics or practical benefit depending on the
type of content.

6. Conclusion

The relationship between cinema and advertising
possesses a historically deep-rooted and aesthe-
tically permeable structure that cannot be explai-
ned solely by the insertion of promotional content
between films. Since its emergence, cinema has
been shaped simultaneously as a narrative art form
and an industrial field of circulation; this dual structu-
re has provided the ground for advertising to borrow
cinematic narrative forms and, over time, to reposi-
tion itself within these forms. Especially with the wi-
despread adoption of digital platforms, advertising
has moved beyond classical persuasive discourse. It
has transformed into a narrative form that engages
audiences through storytelling, visual atmosphere,
emotional intensity, and cinematic aesthetics. By
examining audience comments on YouTube adver-
tising films produced with cinematic narrative aest-
hetics using a netnographic approach, this study
reveals how advertising is defined, experienced,
and meaningfully interpreted on digital platforms.
The findings indicate that advertising is increasing-
ly distancing itself from being perceived merely as
a promotional text in the narrow sense; instead, it
is being reconfigured through cinematic language,
emotional narration, and cultural representation.
The five videos analyzed offer strong examples that
concretize the advertising—cinema relationship not
only at the level of formal similarity but also through
audience perceptions and commenting practices.

The initial findings demonstrate that YouTube users
tend to define and position these advertisements
not primarily as advertising, but rather as short fil-
ms, cinematic narratives, or audiovisual experiences.
Particularly in cases such as Coca-Cola Masterpiece
and Tirkiye’'nin Kanatlari, viewers evaluate the per-
suasive power of advertising less through product
or brand information and more through its capacity

for storytelling, atmosphere creation, and emotio-
nal intensity. In Istanbul: Love of the Continents: the
advertising dimension is almost entirely relegated
to the background, with the content perceived as a
city portrait and an aesthetic object for viewing. This
suggests that on digital platforms, the legitimacy
of advertising is increasingly tied to its capacity to
produce aesthetic experience. The dominant emoti-
ons and viewing motivations highlighted in audien-
ce comments clearly demonstrate that advertising
is experienced as an affective encounter. Emotions
such as admiration, pride, longing, melancholy, and
hope do not remain merely individual reactions; th-
rough sharing in comment spaces, they generate a
collective affective environment. Especially in the
cases of #BirakmayizSeni and Tiirkiye’'nin Kanatlari,
comment sections go beyond individual viewing
experiences and transform into spaces of shared
emotional expression and the production of belon-
ging. In this context, YouTube comments function
as an important cultural space that renders visible
and amplifies the relationship audiences establish
with advertising. Evaluations of the cinematic and
aesthetic elements of the advertisement reveal that
audiences assess advertising aesthetics using crite-
ria specific to cinematic language. In the comments,
aesthetic value is defined not primarily through te-
chnical perfection or visual spectacle, but through
narrative coherence, a sense of direction, harmony
between music and editing, and the power of emo-
tional transmission. For viewers, a successful adver-
tisement delivers intense emotional impact quickly
and constructs a narrative that draws the audience
into its story world. This suggests that the aesthetics
of advertising on digital platforms increasingly over-
lap with those of cinema.

Discussions surrounding the use of artificial intel-
ligence in the case of Coca-Cola Masterpiece de-
monstrate that audiences evaluate advertising not
only through its visible text but also through produ-
ction processes and ethical considerations. In the
comments, artificial intelligence is accepted when
positioned as a tool that supports human creativity.
In contrast, it is met with criticism when perceived as
replacing creative labor or as a cost-reduction stra-
tegy. This finding indicates that, in contemporary
advertising reception, aesthetic value is considered
alongside production regimes and labor politics. In
this respect, advertising becomes not merely a mar-
keting product, but also a carrier of public debates
concerning technological transformation and cultu-
ral values.

Themes of national identity, history, and collective
memory become particularly prominent in the #Bi-
rakmayizSeni and Tirkiye'nin Kanatlari videos. In
these cases, viewers position the advertisements not
as contemporary promotional content but as narra-
tives that establish a connection between past and
present, recall shared values, and reinforce national
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belonging. The comment sections transform into di-
gital spaces of commemoration and remembrance;
advertising is embraced less as a corporate mes-
sage and more as a symbolic cultural text. This de-
monstrates that cinematic advertising narratives can
function as powerful instruments in the construction
of collective memory and identity. By contrast, the
socially oriented Karneni Géster Kitabini Al video
reveals that advertising reception is not confined to
a singular aesthetic or emotional framework. In this
example, audience comments focus on the campa-
ign's tangible impact in everyday life, its capacity to
generate practical benefit, and its ability to prompt
action. While aesthetic discussions recede into the
background, the campaign's social function and its
direct effects come to the forefront. This finding in-
dicates that the reception of advertising on digital
platforms varies by content type and the value it of-
fers. Advertising may thus be positioned at different
times as an aesthetic viewing experience, an emo-
tionally charged space of collectivity, an arena for
ethical debate, or a call that produces social benefit.
The netnographic analysis makes this multi-layered
meaning production visible, demonstrating that the
relationship between advertising and cinema on di-
gital platforms is not merely a formal convergence,
but a dynamic cultural process constructed through
audience practices and comment culture.
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