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ABSTRACT

Archetypes, as universal symbols and figures embedded in the collective unconscious, profoundly shape the inner
world of the individual. Jung’s archetype theory provides a comprehensive framework for understanding identity
formation, emotional dynamics, and life experiences. This study aims to analyze Chilean director Alejandro
Jodorowsky's El Topo (1970), Santa Sangre (1989), and The Holy Mountain (1973) within the context of Jung's
archetype theory. Jodorowsky's cinematic narrative emerges as a reconfiguration of the fundamental archetypes
in Jung’s theory on an artistic plane. In the director's films, archetypes appear not merely as abstract
representations but as tangible figures that guide the hero’s process of individual transformation, confront him
with obstacles, or trigger his metamorphosis. Figures, shaped by Jung's archetypes, such as the “shadow,” the
‘wise mentor,” and the “persona,” deepen the characters’ transformative journeys and enrich the narrative.
Jodorowsky's cinematic universe is densely woven with symbolism, mythological narratives, and visual
metaphors. This study provides a systematic Jungian perspective on Jodorowsky'’s films and contributes to the
literature by presenting an interdisciplinary analytical framework that demonstrates how cinematic symbolism
can be examined through archetypal psychology.
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Alejandro Jodorowsky sinemasinda Junggu arketipler

OZET

Arketipler, kolektif bilingdisina gémdli evrensel semboller ve figirler olarak bireyin i¢ dinyasini derinden
sekillendirir. Jung'un arketip kurami; kimlik olusumu, duygusal dinamikler ve yasam deneyimlerini anlamak igin
kapsamli bir gergeve sunar. Bu galisma, Silili yénetmen Alejandro Jodorowsky'nin El Topo (1970), Santa Sangre
(1989) ve The Holy Mountain (1973) filmlerini Jung'un arketip kurami baglaminda analiz etmeyi amaglamaktadir.
Jodorowsky'nin sinemasal anlatisi, Jung'un kuramindaki temel arketiplerin sanatsal bir dizlemde yeniden
yapilandiriimasi olarak ortaya ¢ikmaktadir. Yonetmenin filmlerinde arketipler yalnizca soyut temsiller olarak degil;
kahramanin bireysel dontisim sirecine rehberlik eden, onu engellerle yiizlestiren ya da metamorfozunu tetikleyen
somut figlrler olarak karsimiza gikar. “Golge”, “bilge mentor” ve “persona” gibi Jung arketipleri dogrultusunda
sekillenen figlrler, karakterlerin dontsim yolculuklarini derinlestirir ve anlatiyl zenginlestirir. Jodorowsky'nin
sinematik evreni; sembolizm, mitolojik anlatilar ve gorsel metaforlarla yogun bigimde orlliddr. Bu galisma,
Jodorowsky'nin filmlerine sistematik bir Junggu bakis agisi sunmakta ve sinemasal sembolizmin arketipsel
psikoloji araciligiyla nasil incelenebilecegini gosteren disiplinlerarasi bir analitik cerceve ortaya koyarak literattre
katki saglamaktadir.

' This study has been prepared based on the master's thesis titled "The Discovery of Jungian Archetypes in Alejandro Jodorowsky's
Cinema," completed by the first author under the supervision of the second author at the Department of Cinema and Television,
Ordu University Institute of Social Sciences. (Master’s Thesis, Ordu University Institute of Social Sciences, Ordu, 2025).
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Introduction

The visual language of cinema is a powerful tool for delving into the depths of human
psychology and revealing representations of the collective unconscious. In this context, Swiss
psychologist Carl Gustav Jung's theory of archetypes provides an analytical framework
frequently utilized in the field of cinema. According to Jung, archetypes are archaic models that
exist within the collective unconscious, independent of personal experiences, and constitute the
common heritage of all humanity. Although these universal structures exist at a level that
individuals cannot directly perceive, they manifest indirectly through mythological narratives,
fairy tales, and works of art (Jung, 2010, p. 51).

This study aims to analyze the symbolism and mythological imagery in Alejandro Jodorowsky's
films El Topo (1970), Santa Sangre (1989), and The Holy Mountain (1973) within the framework
of Jung's archetype theory. The research examines how archetypal figures such as the shadow,
anima/animus, hero, and wise mentor guide the characters’ transformation processes and
reveal the underlying psychological dynamics.

Alejandro Jodorowsky is recognized as a bold and unconventional filmmmaker, particularly known
for his rich visual language and symbolic expression in El Topo, Santa Sangre, and The Holy
Mountain. His films are experimental in form while also engaging with psychological and
spiritual themes.

Existing studies on Jodorowsky's cinema have mostly focused on the formal aspects of his
films, including narrative structure, visual style, and experimental techniques. Some research
has examined the postmodern characteristics of his works, emphasizing his challenges to
traditional cinematic norms, while other studies have analyzed the spiritual or mystical
dimensions of his films through religious symbolism, ritual motifs, and esoteric themes.
Although these approaches provide valuable insights into the surface features and cultural
significance of his cinema, the psychological structures embedded in his films and the Jungian
archetypal imagery have often been overlooked.

Therefore, by examining archetypal narratives, this study establishes a bridge between
Jodorowsky's cinema and analytical psychology, providing an interdisciplinary framework that
illustrates how cinematic symbolism can be interpreted through Jungian archetypes while also
addressing a gap in the existing literature. In this way, the study aims to go beyond the surface
form and themes of the films and offer a new perspective on the psychological structures and
representations of the collective unconscious.

Method

This study, derived from the master's thesis titled 'The Discovery of Jungian Archetypes in
Alejandro Jodorowsky's Cinema' (2025) completed at Ordu University Institute of Social
Sciences, employs thematic analysis to examine Jungian archetypes in Alejandro Jodorowsky's
films. Thematic analysis is based on the process of identifying, analyzing, and reporting patterns
within data (Braun & Clarke, 2006, p. 79). The flexible nature of this method provides a suitable
framework for conducting film analysis within the context of Jungian theory.

In this study, all scenes in the three films were analyzed without omission. The main rationale
for this approach is that the scenes in the films contain interconnected archetypal meaning and
thematic continuity. Therefore, no scene selection method was applied; each scene was
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evaluated within a holistic context in terms of character transformation and the representation
of Jungian archetypes.

The thematic analysis process was conducted by following the stages proposed by Braun and
Clarke (2006, pp. 87-93). This process demonstrates that it is suitable for examining Jungian
archetypes in Alejandro Jodorowsky's films, as shown in Table 1 below according to its stages.

Table 1 Thematic analysis stages

Stage Description

Familiarization with All films were watched scene by scene; observations on characters and symbols were
the data noted.

Generating Initial Events, characters, and objects were coded in terms of Jungian archetypes (e.g.,
Codes Rebirth, Anima, Shadow).

Searching for Themes  Codes were grouped under broader themes independent of individual scenes (e.g.,
Rebirth and Loss of Innocence).

Reviewing Themes Themes were checked for consistency with scenes and the full dataset; each
archetype’s role was clarified.

Defining and Naming ~ Themes were clearly defined and interpreted in the context of Jungian theory.

Themes

Reporting and Findings were interpreted and supported with scene examples; archetypal motifs and

Interpreting thematic continuity were presented holistically.

Jung’s archetype theory and the collective unconscious

One of the earliest related ideas can be found in Plato’s concept of the “idea,” which exists prior
to and above all phenomena. The term “archetype” carries a similar meaning to Plato’s “idea” in
antiquity, thus historically revealing the roots of the concept (Jung, 2005, p. 19). In the field of
psychology, however, it was Carl Gustav Jung (1875-1961) who first defined the term
“archetype.” According to Jung, archetypes are universal templates that form the fundamental
building blocks of human culture. Archetypes are expressed through figures, such as the
mother, father, hero, shadow, anima, and animus, and they emerge as primordial patterns in

response to specific social and psychological situations (Jung, 2014, pp. 88—89).

Carl Gustav Jung, the founder of analytical psychology, accepted the foundations of
psychoanalytic theory but developed a three-dimensional model of the psychic structure as an
alternative to Freud’'s mechanisms of the id, ego, and superego. According to Jung, the mind
(psyche) consists of three levels: consciousness, the personal unconscious, and the collective
unconscious. While the personal unconscious contains repressed contents shaped by an
individual's own experiences, the collective unconscious is a deeper layer representing the
common experiences of humanity, inherited from past generations and ancestors through
genes (Jung, 2014, p. 14).

Jung states that the collective unconscious contains hereditary and universal images inherited
from our ancestors and passed down through generations in human history. These images
within the collective unconscious manifest through dreams, myths, and works of art.
Distinguishing his theory from Freud's concept of the unconscious, Jung divides the
unconscious into personal and collective layers, emphasizing that the collective unconscious
encompasses universal images independent of cultural differences (Doksat, 2014, as cited in
Glcan, 2020, p. 289).

The collective unconscious involves hereditary tendencies that cause individuals to display
similar behaviors in similar circumstances. These tendencies frequently appear in myths, fairy
tales, and epics throughout human history, reflecting humanity’s shared fears, desires, and
aspirations. For example, experiences, such as “love at first sight” or “déja vu,” may be interpreted
as reflections of the collective unconscious (Jung, 2014, pp. 15). Symbols constitute the
language of the unconscious and represent transformed forms of primitive human responses.

Jung's 'individuation process'is a spiritual journey of transformation centered on the individual's
detachment from transitory external elements—such as power, fame, and wealth—to move
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toward their inner center, the Self (Jung, 2021, p. 323). This process is typically triggered by a
wounding of the personality and an accompanying profound pain or an 'initial shock." At this
stage, the ego feels hindered in its own desires and often projects this inhibition onto external
factors (Jung, 2009, p. 166). However, this shock serves not merely as a source of suffering but
as a calling for the individual to confront the fundamental archetypes within their psyche.
Throughout the individuation process, the individual must first transcend the Persona, the social
mask; then reckon with the Shadow, representing their dark aspects; and finally confront the
Anima/Animus to establish inner feminine/masculine balance. The dialogue established with
these archetypal figures enables the individual to break free from ego restrictions and reach a
mystic wholeness and their spiritual core.

Archetypes manifest prominently during significant human experiences and major life
milestones, such as birth, death, natural disasters, and adolescence, influencing an individual's
behavior as they emerge from the unconscious (Serrican, 2015, as cited in Kavut, 2020, p. 685).
Each of these universal templates, originating from the depths of the human soul, plays a critical
role in an individual's psychological development. We can examine some of the fundamental
archetypes and their examples as follows:

The hero myth, which possesses a universal structure, symbolizes the development of an
individual's self-consciousness (ego) and their preparation for the challenges of life. This
archetype consists of specific stages, such as a miraculous birth, the demonstration of superior
powers, and a downfall caused by hubris. According to Jung, the hero matures with the help of
'tutelary figures' (guides) who represent psychic powers not yet present in their own ego; this
process passes through primitive stages like the ‘Trickster' and is ultimately completed with the
symbolic death of the hero and the individual's attainment of maturity (Jung, 2009, pp. 110-112).

The Shadow Archetype expresses the dark aspects of the individual that are repressed and not
accepted. This archetype can appear as a monster, dragon, or devil in dreams. Jung argued that
recognizing the shadow is necessary for the individual's psychic integration (Jung, 2009, pp.
118-120). In mythological narratives, the story of Moses and Khidr is a symbolic expression of
confronting the shadow.

The Anima and Animus Archetypes represent the individual's inner feminine and masculine
aspects. In men, the anima, and in women, the animus figure, significantly impact emotional
and psychic balance (Jung, 2014, p. 74).

The Wise Old Man Archetype is the hero’s guide and teacher. This archetype enables the
individual to discover their inner wisdom. In literature, Merlin, the advisor of King Arthur, is a
classical example of the wise archetype (Tecimer, 2005, p. 126).

The Rebirth Archetype represents transformation and spiritual renewal. This archetype is often
associated with myths of death and resurrection. For instance, the resurrection of Jesus in
Christianity is one of the most well-known narratives of this archetype (Jacobi, 1999, p. 176).

The Femme Fatale is the "dangerous woman" archetype who uses her seduction as a tool for
destruction, leading men toward their downfall. According to Walter Benjamin, this figure is not
just a personal threat but a social image symbolizing the underworld of the modern city and
death itself. Benjamin connects this figure with the image of the prostitute, who functions as
both the "seller" and the "commodity” in the modern market; in this sense, she is a fetishized,
polysemous force representing modern desire, melancholy, and inevitable ruin (Benjamin, 2004,
p.99).

According to Jung's approach, the Child Archetype represents the innocent, playful, and miracle-
seeking side within us, regardless of our age. This archetype manifests through various versions
such as the Wounded, Orphan, Innocent, and Eternal Child, and it inherently embodies the
balance between dependency and responsibility (Jung, 2014, p. 167).
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The Savior (Messiah) Archetype explores themes of sacrifice and redemption. The character
Neo in The Matrix and John Coffey in The Green Mile are modern examples of this archetype.

According to Jung's theory, the Self is the most comprehensive archetype representing the
totality of the psyche. This archetype is symbolized by 'godlike’ figures that provide the power
not present in the personal ego. The Self fosters the development of self-consciousness by
enabling the individual to recognize both their strengths and weaknesses. Once the Hero
Archetype completes its function and undergoes a symbolic death, the individual enters the
stage of maturity and achieves spiritual wholeness—or self-actualization—through the
archetype of the Self (Jung, 2009, p. 112).

In conclusion, Carl Gustav Jung's theory of archetypes and the concept of the collective
unconscious provide a fundamental framework for understanding the essence of human
experience. Throughout history, the human mind has tended to symbolically express
phenomena that are experienced but difficult to conceptualize rationally (Meadow, 1992, as
cited in Kavut, 2020, p. 686). These universal images, ranging from dreams to works of art, play
a key role in an individual's journey toward spiritual integration by enabling them to make sense
of their complex inner world.

Reflections of archetypes in mythology

According to Jung, the images emerging in dreams and unconscious products exhibit a striking
similarity to mythological motifs. Therefore, a psychologist must possess mythological
knowledge as a 'comparative anatomy of the soul' when analyzing the unconscious (Jung, 2009,
p.67). Archetypes are not inherited images but rather innate instinctual predispositions to create
specific mythological themes (e.g., the 'hostile brothers'). Although these mythological schemas
take different forms in various cultures, their core structure remains the same, representing the
universal heritage of humanity (Jung, 2009, p. 67).

Individuals express their unconscious experiences through symbols, manifesting in dreams, art,
religion, and other areas of life. The primary aim of Analytical Psychology is to establish harmony
between consciousness and the unconscious. This is possible only when a person perceives
the unconscious through symbolic language. Jung's ideas are directly related to mythologies
enriched with symbols. All mythology can be seen as a reflection of the collective unconscious.
According to Jung, an intrinsic modeling power within the human psyche leads to the
emergence of similar imaginative worlds independently across different geographies and time
periods. Campbell describes this “modeling power” as the collective unconscious, representing
a structure that generates fundamental mythological images in every culture. Mythologies, as
allegorical expressions of archetypes, encapsulate the rich life experiences of the societies in
which they emerged. Campbell underscores that archetypes are universal across cultures, and
although images of gods vary, their fundamental structures and the shared human experiences
they reflect remain unchanged. God images and mythological symbols may be interpreted and
applied differently across cultures, but the archetypes and underlying patterns of thought
remain constant (Tecimer, 2005, pp. 95-96).

Jung's studies on the motif of the “renewed god” demonstrate that these archetypes symbolize
the inner transformation and psychological rebirth of individuals. Cyclical processes in nature,
such as the rising and setting of the sun, correspond to symbols of renewal and transformation
in mythology (Jung, 2019, p. 301).

In mythological narratives, the death and resurrection motifs of god-king figures hold a special
place in Jung's archetype theory. The crucifixion and resurrection of Jesus bear similarities to
the death and resurrection stories of gods, such as Osiris, Tammuz, Orpheus, and Baldur.
Christianity reinterpreted these mythological elements within its belief system, giving them new
meaning (Jung, 2009, p. 108).

Jung described his work on mythology in 1925 as follows:
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"It was as if | were living in a mental hospital of my own making. | treated centaurs, nymphs,
satyrs, gods, and goddesses, all those dreamlike figures, as if they were patients and | were
analyzing them. | read a Greek or African myth as if a patient were narrating their case history
to me" (Jung, 2006, p. 24).

Jung’s theories on mythology and archetypes also manifest in contemporary cultural forms,
such as art and literature. In particular, the influence of mythological images and archetypes is
evident in cinema. In Alejandro Jodorowsky's films, Jung's archetype theory provides a
significant analytical framework. Jodorowsky's films are filled with mythological themes and
powerful symbols that express the individual's inner journey and psychological transformation.
Jung’s theories can be essential for understanding and interpreting such cinematic narratives.

In conclusion, the reflections of archetypes in mythology play an important role in understanding
an individual's spiritual maturation and transformation. Jung's work demonstrates the
universality of these archetypes and their recurrence across different cultures in similar
narratives. Such archetypal images represent humanity’s shared unconscious heritage and
exert a strong psychological influence on the individual's inner world.

Alejandro Jodorowsky'’s artistic language

Alejandro Jodorowsky's films are highly regarded by cult cinema enthusiasts, yet often rejected
by many critics as incomprehensible and unclassifiable. His cinema reflects a lifelong spiritual
journey and is filled with intensely surreal imagery, mysticism, and religious provocation. He
produced only a small number of feature-length films, two of which he later disowned. His films
are associated with the youth counterculture movement of the late 1960s and early 1970s,
particularly with the “midnight movie” phenomenon and the “dark film” subgenre. While
renowned directors like Bufiuel and Fellini, were widely appreciated by critics, Jodorowsky, who
wrote, directed, composed music for, and sometimes acted in his films, existed at the fringes of
the cinematic world. His controversial films, including Fando y Lis (1968), El Topo (The Mole)
(1970), and The Holy Mountain (1973), with their distinct surreal and esoteric sensibilities,
brought his vision to the screen.

His cinema is woven with powerful symbols, surreal imagery, mystical elements, and
psychoanalytic approaches. By combining visual poetry, theatrical elements, and bodily
expressions, Jodorowsky leads the audience on a metaphysical journey into the depths of the
unconscious. His emphasis on visual storytelling over verbal dialogue directly relates to his
pantomime and theater background. He aims to provide viewers with a transformative
experience avoiding traditional narrative techniques. Films, such as £/ Topo (1970) and The Holy
Mountain (1973), are interlaced with violence, symbolic critiques of religion, and a quest for
spiritual enlightenment. While critiquing the dogmatic aspects of organized religion,
Jodorowsky exalts a universal concept of mysticism. This approach gives his films a political
dimension despite their seemingly apolitical nature, as they challenge consumer culture and
societal norms (Files, 2004).

In the 1960s, Jodorowsky established contact with André Breton, a founder of Surrealism, in
Paris, but was disappointed by Breton’s inclusion of Surrealism within high culture.
Consequently, in 1962, he co-founded the Panic Movement with Fernando Arrabal and Roland
Topor. Named after the god Pan, this movement served as an anarchic platform where artists
could create freely without adhering to categories. The Panic Movement drew inspiration from
artists, such as Cocteau, Leonardo da Vinci, and Pasolini and combined multiple media forms
(Babcock, 2004).

Jodorowsky places Jung's concept of the collective unconscious at the core of his cinematic
practice, transforming archetypal intensity into narrative form through his therapeutic method
called “psychomagic.” He expands the boundaries of surrealist cinema while differentiating from
Arrabal’s films. Directors who combine experimental Surrealism with political, pornographic, and
metaphysical elements create rich and multilayered narratives by incorporating Jung's



7/ ODUSOBIAD

archetype theories alongside Freud's and Lacan’s dream symbols. This approach establishes a
new dimension of surrealist cinema and renders his films contemporary (Demirci, 2020;
Richardson, 2006, p. 143).

Jodorowsky'’s first feature-length film, Fando y Lis, stands as a provocative piece shaped by the
ethos of the Panic Movement. During its 1968 screening, riots and threats compelled
Jodorowsky to secretly remove the film from circulation (Church, 2007). Following this success,
El Topo gained significant attention in New York as a “midnight movie” and achieved cult status.
Distributed with John Lennon’s support, the film received praise from some critics, while
traditional reviewers criticized it for excessive violence and perceived meaninglessness
(Hoberman & Rosenbaum, 1983, pp. 100-101).

Jodorowsky's cinematic approach is directly inspired by Antonin Artaud’s theory of “bodily shock
and mystical quality.” However, he diverges from Artaud’s goal of presenting the world with
tragic awareness by using fixed camera setups and realistic shooting techniques. In films, such
as El Topo and The Holy Mountain, he creates documentary-style handheld shots that challenge
the perception of reality (Jodorowsky, 1971, p. 128).

Jodorowsky's cinema critiques Western religious traditions while elevating mysticism and
occult elements. Describing himself as “an atheist mystic,” the director creates a hybrid
mysticism in his films and advocates for spiritual revolution rather than political revolution
(Jodorowsky, 1971, pp. 110-111).

His 1973 film The Holy Mountain, screened at the Cannes Film Festival, is a visual masterpiece
enriched with spiritual and metaphysical elements. Subsequently, he attempted to adapt Frank
Herbert's novel Dune for the screen, but the project was canceled due to Hollywood producers’
concerns about marketability (Church, 2007). In the 1980s, Jodorowsky developed a therapeutic
method called “psychomagic,” which combines Jungian psychoanalysis with Tarot and mystical
rituals. His film Santa Sangre (1989) reflects these ideas. Psychomagic involves exploring one’s
family tree and unconscious mind (Jodorowsky & Costa, 2023). Jodorowsky's art, characterized
by intense symbolism, sexuality, alchemy, and mystical elements, aims to take the audience on
a spiritual and mental journey, challenging the boundaries of perceived reality of reality (Files,
2004).

Archetypal analysis of £/ Topo (1970)
Rebirth and the anima archetype

In the opening scene of the film, El Topo and his seven-year-old son Hijo begin their journey in
the desert with a ritual. El Topo gives Hijo a toy and a photograph of his mother, instructing him
to bury them. This ritual represents Hijo's transition from childhood to adulthood. Once the burial
is complete, Hijo is declared a grown man. This ritual visually embodies the “Rebirth” archetype,
symbolizing Hijo's passage from childhood to maturity.

According to Jung, rebirth involves leaving behind one's former identity and undergoing a
process of transformation and self-discovery (Jung, 2005, p. 50). The mother’'s photograph
symbolizes the “Anima” archetype, representing Hijo's inner feminine aspect. Burying this object
signifies his detachment from his mother and the feminine energy of his childhood. El Topo’s
guidance of his son illustrates his role as the “Wise Old Man" archetype, a crucial mentor figure
in the individual's spiritual journey.

Confronting the unconscious

The opening credits feature a real mole digging underground. This mole symbolizes the
unconscious. When it emerges to seek the sun, it becomes blind, illustrating the dangers of
confronting the unconscious.
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El Topo's imagery also represents Jung's “Shadow” archetype. The mole’s blindness upon
seeking the sun emphasizes the perils of facing the unconscious. Mythologically, this scene
parallels the story of Icarus, whose approach to the sun melted his wings, leading to his fall
(Erhat, 1996, p. 147). Similarly, El Topo’s blindness symbolizes the challenges of confronting the
unconscious. This scene visually conveys the film’s central theme of inner transformation and
the struggle for enlightenment.

Rite of loss of innocence

The ritual of Hijo losing his innocence begins when El Topo and Hijo arrive at a village where the
townspeople have been massacred; Hijo confronts violence for the first time. El Topo hands him
a gun and instructs him to kill a man. Taking a life represents the loss of Hijo's innocence and
his encounter with the “Shadow” archetype. This event becomes a critical threshold in Hijo's
psychological transformation.

From a mythological perspective, this scene resembles Heracles’ coming-of-age ritual. In Greek
mythology, Heracles, on his first heroic task, kills the Nemean Lion and uses its skin as armor
(Wikipedia, 2024b). While Heracles’ act symbolizes his maturation, Hijo's action similarly marks
a violent beginning to his transition into adulthood.

Chaos and manipulation

El Topo collects the jewels of the dead in the village and later encounters three bandits near a
puddle. These actions represent distorted archetypal reflections. El Topo's theft of the dead’s
jewels is a strong manifestation of the “Trickster” archetype. According to Jung, the Trickster
embodies the chaotic and creative aspects of the human psyche, but can also lead to moral
transgressions and the disruption of order (Jung, 2005, p. 106). The three bandits in the puddle
scene reflect distorted archetypes:

First Bandit: A perverse expression of the Anima archetype.

Second Bandit: Represents the Shadow archetype, symbolizing uncontrolled desires.
Third Bandit: An unhealthy reflection of the Anima.

The Tyrant archetype and critique of religion

El Topo and Hijo then arrive at a village under the oppression of the Colonel's soldiers. The
Colonel forces young priests to dance and desecrates sacred values. The Colonel represents a
distorted example of the Tyrant archetype, acting as a cruel figure who oppresses others.
Forcing priests to dance in the church reflects Jodorowsky's critique of religion and authority.
El Topo's killing of the Colonel symbolizes the end of the tyrant archetype and the removal of
oppression. When the Colonel asks, “Who are you to enact justice?” El Topo responds, ‘I am
God,” linking him to the Savior archetype. In this scene, El Topo acts not merely out of personal
revenge but as a representative of universal justice.

Savior and terrible father archetypes

After the Colonel's death, El Topo hands his son over to the priests. During this process, he
forces his son to become independent, leaving him alone. By delivering his son to the Christian
priests and compelling his independence, El Topo reflects the “Terrible Father” archetype. The
Terrible Father is a figure who, rather than guiding, challenges the individual's journey toward
autonomy and forces them into a painful learning experience. This scene parallels the Greek
myth of King Laius and his son Oedipus, where Laius abandons his son out of fear for his fate,
yet this abandonment enables Oedipus to discover his destiny (Erhat, 1996, p. 190). El Topo's
decision to leave his son alone similarly forces Hijo to find his own path. This harsh approach
creates a conflict point that accelerates Hijo's individuation process.
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Mara’s transformation

El Topo takes the woman with him as they leave the village and journey deep into the desert,
eventually reaching a water source. The water is bitter. El Topo stirs the water with a branch,
referencing the biblical miracle of Moses.

At this point, El Topo gives the woman a new name: Mara. In the Torah, “Mara” means “bitter,”
referencing the bitter water discovered by the Israelites in the desert (Wikipedia, 2024a). During
their journey, El Topo shares the eggs he has dug from the sand with Mara and produces water
from arock by striking it with fire when they are thirsty. Witnessing these miracles, Mara believes
she could perform similar acts. However, each attempt fails, and in frustration she cries out,
“There is nothing!” Her anger escalates, leading to a confrontation in which El Topo attacks her,
marking the beginning of a major transformation in Mara’s life.

Following this traumatic experience, Mara evolves from a helpless woman into a powerful,
controlling figure. She begins to act out of a desire to assert her own strength, demanding that
El Topo prove his love by killing four masters. In this way, she transforms into a manipulative
and directive figure. In this sequence, El Topo continues to fulfill the role of the Savior archetype
as a physical and spiritual guide. Meanwhile, Mara embodies the “Terrible Goddess” archetype.
This archetype becomes both a creative and destructive force. Kali, in Hindu mythology, is
known for her association with sacrifice and destruction rituals, while also embodying a creative
force (Kaya, 1997, p. 101). Similarly, Hera is known for jealousy and a desire for control (Erhat,
1996, p. 431), qualities that are reflected in Mara’s personality.

The Four Masters, the hero archetype, and ego death

At Mara’s request, El Topo sets out into the desert to find and defeat four masters. With each
master, he faces different challenges, testing both his physical and spiritual capacities. Each
master represents a distinct form of wisdom and lesson:

First Master: Represents the balance between physical invincibility and vulnerability.
Second Master: Addresses the balance between Anima and love in human relationships.
Third Master: Highlights the conflict between mind (thought) and heart (emotion).
Fourth Master: Offers wisdom that transcends spiritual surrender and physical strength.

El Topo defeats all the masters up to the fourth through cunning. However, the fourth master,
in a gesture that ridicules El Topo, sacrifices his own life, emphasizing the futility of victory and
marking a significant turning point in El Topo's spiritual journey.

After the final master, the woman dressed in black reappears and fires at El Topo. The bullets,
however, do not harm him. She then hands her weapon to Mara and instructs her to shoot El
Topo. Mara takes the gun without hesitation and fires. Mara’'s act of shooting El Topo
demonstrates the apex of the Terrible Goddess archetype. The woman'’s act of handing Mara
the gun represents the Seductress archetype in play. El Topo's final wounding signifies his
process of spiritual death and rebirth.

Rebirth, sacrifice, and the savior archetype

El Topo encounters a people deformed by incestuous relationships and marginalized by society,
forced to live in a cave. The cave dwellers worship El Topo as a savior, but he clarifies that he is
not the divine figure they expect. The dwarf woman instructs that the people must dig a tunnel
to be rescued. To fund the tunnel, El Topo and the dwarf woman go to the town. There, he
unexpectedly meets his adult son, Hijo, whom he had abandoned years ago. Hijo is the town's
priest.

Bearing the pain of his father's abandonment, Hijo renounces the priesthood and dons El Topo's
former gunslinger outfit, assuming his father's identity, and decides to kill his father, but agrees
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to forgive him until the tunnel is completed. Once the tunnel is finished, the cave dwellers emerge
to the surface, only to be attacked by the townspeople and killed. El Topo intervenes, killing the
aggressors, and ultimately ends his own life by setting himself on fire, bringing his story to a
close.

El Topo being regarded as a savior illustrates his embodiment of the Savior archetype. The cave
dwellers reflect the Victim archetype.

Hijo's anger and desire for revenge against his father correspond to Jung's Shadow archetype.
Hijo wearing his father’s old outfit signifies his reconciliation with the past and acknowledgment
of his father’s identity, representing the Shadow confrontation and integration process.

El Topo's self-immolation embodies the theme of ultimate sacrifice and spiritual transformation.
This scene evokes the Phoenix myth (Simurgh), in which the creature burns itself and is reborn
from its ashes (Glveng, 2017, p. 784).

The dwarf woman giving birth symbolizes the manifestation of the Creative Anima archetype.

El Topo's journey is framed by a narrative that begins and ends with violence, yet this cyclical
structure is enriched with themes of transformation and rebirth.

Archetypal analysis of The Holy Mountain (1973)
Persona archetype and the alchemist archetype

The film opens with a mystical ritual initiated by the Alchemist. Sitting before him are twin sisters
with modern appearances. The Alchemist wipes their makeup off with a cloth dipped in sacred
water, removes their artificial nails, and shaves their heads. This transformation ritual
symbolizes the sisters’ stripping away of their external identities, or Persona.

According to Jung, the Persona archetype represents the mask an individual presents to society
(Jung, 2021, p. 103). The removal of this mask allows the sisters to confront their true selves
(Self). In this context, the Alchemist functions as a Guide archetype, initiating the individuals’
process of transformation.

The beginning of the journey

The Thief lies drunk on the ground, surrounded by flies, with a Tarot deck nearby. An amputee
approaches and gently removes the flies from the Thief's face. Of particular note is the Fool
card. The Fool represents an innocent spirit venturing bravely into the unknown (Jodorowsky &
Costa, 2023, pp. 26-27). Here, the Thief is portrayed as a directionless, unconscious figure at
the very beginning of his journey toward self-discovery and understanding life's meaning.

At this stage, the Thief aligns with the Hero archetype. However, he embodies the initial phase
of this archetype, still unaware and uninitiated. This archetype marks the beginning of the hero’s
journey. The amputee’s gentle care, cleaning the flies from the Thief's face, symbolizes the
Thief's first confrontation with his Shadow archetype. This interaction represents the beginning
of the Thief’s process of accepting and integrating his shadow.

Chaos and corruption

The Thief and the amputee then encounter chaotic scenes in the city (soldiers shoot at
protesters while elites photograph the events). In a grotesque miniature city display, frogs
represent colonizers and lizards represent the natives. This scene reflects the violence and
oppression inherent in colonial history, manifesting Jung’s Collective Shadow archetype.

The Thief is taken to a factory by soldiers. There, a mold of his body is made and transformed
into wax replicas of Jesus. The wax statues symbolize the Persona archetype, illustrating how
external masks can separate the individual from their true self and turn them into a false hero.
Destroying the statues represents the Thief's rejection of false identities.
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Church and spiritual quest

Outside, the Thief encounters women (Anima archetype figures) and enters a church. The
church scene symbolizes the quest for the sacred, while the priest's actions critique the
corruption of spiritual leaders. The Thief attaches the face of the false Jesus statue to balloons
and releases it into the sky. The statue’s ascent symbolizes the Thief's liberation from false
sanctity and his spiritual rise toward discovering his Self.

The Red Tower and material greed

The Thief, the amputee, and the women enter a chaotic yet alluring fish market. At the center
stands a red tower, from which a giant fishing rod hangs. Entranced by a bag of gold descending
from above, the Thief climbs the tower in pursuit of it. The Thief's desire for the gold represents
an unconscious projection of his material greed. The red tower symbolizes worldly desires, and
his ascent marks a pivotal moment in his spiritual transformation, leading to his encounter with
the Alchemist.

Encounter with the alchemist, transformation begins

The Alchemist confronts the Thief, controls his energy centers (chakras), and cuts open a
swelling on his neck, from which a massive blue squid emerges. The blue squid symbolizes the
Thief's suppressed inner fears and dark aspects (Shadow). Its emergence highlights the
necessity for the Thief to confront and transform his shadow.

The Alchemist then subjects the Thief to alchemical rituals.

In alchemy, there are three stages of transformation: Nigredo, Albedo, and Rubedo. Jung
explains: “Nigredo, or blackening, is the initial stage; either preexisting in the prima materia, that
is, in the chaos or massa confusa at the beginning, or produced through the separation of
elements (solutio, separatio, divisio, putrefactio).” The Albedo stage is significant as it
represents the union of souls. A human is not formed by the body alone; the body’s combination
with a soul signifies the birth of a true human being. The Rubedo stage is where all opposites
merge into a new entity. For example, as seen in myths and folktales, the union of masculine
and feminine elements like a king and queen, light and dark matter, or noble and ordinary
substances occurs at this stage (Kim, 2016, pp. 48-49).

According to this alchemical ritual: The Thief defecating into a vessel is a potent metaphor for
acknowledging the aspects of himself he deems worthless, representing the Nigredo
(Blackening) stage. The Alchemist washing the Thief in a pool symbolizes the Albedo
(Whitening) stage, cleansing him of his worldly attachments. Transforming the Thief's
excrement into gold expresses the Rubedo stage, indicating that even the lowest aspects of the
self are valuable and capable of transformation. The Alchemist is a concrete representation of
Jung’s Wise Old Man (Mentor) archetype, guiding the hero on his journey

Mirror and Reflection, Confrontation with the Persona:

The Alchemist offers the Thief a mirror to reveal his reflection. The Thief, disturbed by the image,
shatters the mirror with the gold in his hands. The reflection represents Jung's Persona
archetype, the false identity presented to society. Shattering the mirror symbolizes confronting
and rejecting this false mask.

The Seven Planet representatives, archetypes of capitalism

The Alchemist introduces the Thief to seven capitalist figures, each representing a different
planet and corresponding Jungian archetypes:

Venus (Fon): Fon represents the Persona / Anima (Superficial) archetype. He produces aesthetic
products, reflecting Venus' superficial and consumerist side. The custom masks he provides
directly show the false identity (Persona) presented to society. In Roman mythology, Venus is
the goddess of love, beauty, desire, and fertility; her Greek counterpart is Aphrodite. Venus
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symbolizes attraction, aesthetics, and harmony, and in astrology, she is associated with
aesthetic perception, relationships, and pleasure (Bulut, 2021, p. 89).

Mars (Isla): Isla embodies the Shadow / Warrior archetype. Operating in the arms industry, Isla
represents Mars' destructive and warrior nature. Thematic weapon production showcases the
commodification of violence and externalizes the collective Shadow energy. Mars, in Roman
mythology, is the god of war and military strategy, with Ares as the Greek counterpart. Mars
embodies courage, struggle, and masculine energy. Unlike Ares, Mars emphasizes disciplined
military order rather than chaos (Bulut, 2021, p. 103).

Jupiter (Klen): Klen reflects the Mother (Mechanized) archetype. As the owner of an art factory
where sexualized performances are staged, the "female machine" figures produced symbolize
the mechanization of the Mother archetype's sacred traits into consumer objects. Jupiter, in
Roman mythology, is the king of the gods, with Zeus as his Greek counterpart. He symbolizes
abundance, greatness, and authority. In astrology, Jupiter represents expansion, wisdom, and
belief systems (Bulut, 2021, p. 112).

Saturn (Sel): Sel is associated with the Terrible Father archetype. Producing war-themed toys to
psychologically condition children against future enemies, Sel embodies the control aspect of
the Saturn archetype, transforming into an authoritarian paternal figure (Terrible Father) who
shapes children's futures. Saturn is the Roman god of time and discipline, with Kronos as the
Greek counterpart. Saturn is associated with the limitations of time, discipline, and authority
(Bulut, 2021, p. 122).

Uranus (Berg): Berg shows the Destructive Mother (Repressed) archetype. As the president’s
economic advisor, Berg's mother suppresses his potential by restricting his individual freedom.
This situation illustrates the Destructive Mother archetype's influence. In Greek mythology,
Uranus is the sky god and consort of Gaia (Mother Earth). Uranus symbolizes freedom,
innovation, and revolution (Bulut, 2021, p. 132).

Neptune (Axon): Axon embodies the Manipulative Leader / Savior archetype. Controlling his
police officers through castration rituals, Axon reflects the mystical and deceptive nature of the
Neptune archetype, securing control through seduction and manipulation. Neptune
corresponds to Poseidon in Greek mythology. Neptune is associated with mysticism, the
subconscious, and illusion (Bulut, 2021, p. 138).

Pluto (Lut): Lut reflects the Death and Rebirth archetype. Marketing coffins as minimalist living
spaces offers a distorted interpretation of Pluto’s transformation theme and commodifies death
as a lifestyle. Pluto corresponds to Hades in Greek mythology. He is associated with death,
destruction, and rebirth (Bulut, 2021, p. 146).

Journey to the Holy mountain

The group gathers at the red tower, symbolizing the convergence of their individual journeys into
a collective spiritual quest. The Alchemist, as the Wise archetype, explains that they must
achieve immortality through spiritual transformation. The Nine Immortal Figures represent the
ideal spiritual maturity the group seeks. The Alchemist instructs the group to cleanse
themselves of their past, a critical stage in the Individuation Process.

The group members throw their money and wax statues into the fire. This ritual symbolizes
detachment from material bonds and the destruction of false selves (Persona). The Thief's act
of hiding some money represents the shadow he has not yet fully accepted.

Journey, rituals, and spiritual purification

The journey allows the group to face their subconscious fears through rituals and hallucinogenic
plants. The woman who follows the Thief represents his Anima archetype. The Alchemist
emphasizes the dangers of ego gratification by demonstrating that miracles can create chaos.
The Amputee character emerging from the Thief's body is an illusion symbolizing his past
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traumas and repressed shadow aspects. The Thief throws this illusion into the sea, liberating
himself from his past and overcoming the Shadow archetype.

Ascent of the mountain and final confrontation

The group’s climb up the Holy Mountain signifies a challenging and transformative process.
Encounters with capitalist attractions and amusements in the fairground are a trial of the
Persona archetype, which the group resists.

The Thief's ultimate transformation and integration with the anima

The Alchemist gives the Thief a sword and instructs him to sacrifice him, but suddenly a sheep
appears instead. After sacrificing the sheep, the Thief undergoes an inner transformation. The
Alchemist informs him that he is now his own master and no longer requires external guides.
The Thief's separation from the Alchemist and accompaniment by the woman (Anima) signifies
his attainment of ultimate wholeness (Self Archetype). The Thief achieves spiritual
completeness by balancing conscious and unconscious, masculine and feminine energies.

Nine immortal figures and confrontation

Upon reaching the summit of the Holy Mountain, the group encounters nine figures sitting
around a table, who turn out to be toys. This reveals that the pursuit of immortality is an illusion.
The Alchemist explains that true wisdom and immortality are embedded in real life. The
Alchemist addresses the camera and the audience, stating, “We are a dream, an image. Real life
awaits us.” He overturns the table, and the camera pulls back to reveal the film set. This scene
represents the complete destruction of the Persona archetype and the group’s reconnection
with reality.

Archetypal analysis of Santa Sangre (1989)
Lost hero archetype

The film begins with Fenix sitting naked atop a tree in a mental hospital. His connection to nature
in this posture symbolizes his spiritual crisis and alienation from societal order. The nurses
lowering him with raw fish is a call back to the hero’s journey. The phoenix tattoo on Fenix’s
chest represents transformation and rebirth, indicating that Fenix must create a new self from
the ashes of past traumas. As a Lost Hero archetype, Fenix embodies inner chaos and the
challenges of spiritual purification.

Fenix’s first encounter with alma (anima)

Fenix's family circus arrives in a new city. Although Fenix is content with his dwarf friend, he
finds his father Orgo intoxicated. When Fenix attempts to wake him, Orgo rebuffs him, thwarting
Fenix’'s search for affection. In the circus, the tattooed woman forces the deaf and mute Alma
to perform on the tightrope. Fenix encourages Alma, forming a strong bond between them.

Orgo represents the Terrible Father archetype due to his alcohol addiction and loss of authority.
This figure embodies the source of Fenix's repressed anger. The tattooed woman is the Evil
Mother archetype, imposing trials and exerting control over Alma. Alma represents Fenix’'s
Anima archetype. Her deafness and muteness indicate that the anima has not yet integrated
with Fenix's consciousness. Fenix's bond with Alma enables him to access and explore his
emotional depths. Alma’s balance on the tightrope symbolizes how the anima grants courage
and stability, guiding Fenix toward spiritual wholeness.

Destruction of the sacred church and family trauma

Fenix's mother, Concha, leads the fanatical cult "Sante Sangre" and attempts to protect a saint’s
statue from destruction, but Fenix removes her. Upon returning to the circus, Concha discovers
Orgo’s relationship with the tattooed woman. Orgo hypnotizes and rapes Concha while Fenix
witnesses the act. On the same day, an elderly circus elephant dies and its corpse is dissected
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and consumed in the neighborhood. While observing this horror, Orgo tattoos Fenix, telling him
he must become “a man.”

Concha exemplifies a fanatic version of the Sacred Mother archetype, whose unhealthy
protective instincts and zeal constrain Fenix's spiritual development. Orgo, as the Terrible Father
archetype, damages Fenix's innocence through manipulative and violent behavior. The
elephant’s death signifies the end of childhood innocence, marking Fenix’'s early confrontation
with trauma and shadow elements.

Phoenix tattoo and the rite of passage into manhood

Orgo binds Fenix's hands and forcibly applies the phoenix tattoo, saying, “Now you are like me.”
This traumatic ritual symbolizes the Terrible Father imposing his toxic masculinity on his son.
Anima archetype as Alma, touches the tattoo and envisions the bird breaking free; this
represents the anima’s healing power and Fenix’s potential to liberate himself from his father's
dark legacy.

The Beginning of the show: Concha’s emergence after alma

During a magic act, Fenix places Alma in a box, but Concha emerges rather than Alma. This
substitution reflects the unconscious intertwining of the anima and mother figure, pointing to
Fenix’'s unresolved relationship with his mother. Concha taking Alma'’s place indicates that in
Fenix’'s psychic world, the Anima and Mother archetypes have become entangled, obstructing
his emotional development. Concha embodies the most destructive aspects of the Terrible
Mother archetype: controlling, punitive, and annihilating.

Concha’s Rage and Orgo’s suicide

When Concha sees her husband Orgo inappropriately with the tattooed woman, she is
consumed by rage. She pours acid on Orgo, leading to Orgo cutting off Concha’s arms. This
reflects Concha's fate as a deviant ritual victim, paralleling the cult's armless saint figure, and
embodies the physical manifestation of the obsession with self-sacrifice. Orgo cutting Concha'’s
arms signifies the painful severing of the individual’s psychic bond with the mother figure. Orgo’s
eventual suicide marks the ultimate destruction of the Terrible Father archetype, closing this
toxic cycle. Fenix, a helpless Child archetype figure locked in the caravan, witnesses this
profound tragedy.

Intersection of the individuation process

Alma, as the Anima archetype, provides emotional balance in Fenix's psyche, but the tattooed
woman (Femme Fatale archetype) separates her from Fenix. This separation symbolizes the
disruption of Fenix's psychic equilibrium, severing his connection with the anima and signaling
a latent spiritual potential that must be reclaimed.

Escape from the asylum and the shadow mother

Concha summons Fenix from the mental institution. Although physically weakened, Terrible
Mother archetype as Concha, maintains her capacity for psychological manipulation. Her
influence reflects the unresolved presence of the mother figure in Fenix's unconscious mind. On
the street, the tattooed woman (now representing the destructive aspects of the Anima)
intensifies Fenix's desire to confront this distorted figure. Alma’s escape from the tattooed
woman symbolizes the inner strength of the anima and its effort to emancipate itself rather than
succumb to destructive forces.

Destructive unconscious forces and control

The tattooed woman is later killed by an unidentified attacker, with only the red-nailed hands
visible. These hands signify a powerful, destructive energy operating in the unconscious, linked
to Concha'’s Terrible Mother archetype. Concha’s “Magic Hands" performance demonstrates
Fenix's entrapment within his mother's shadow. Onstage, Fenix moves as though he were in
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Concha'’s arms, becoming a puppet manipulated by his mother, with the hands symbolizing the
suppression of his own agency. Fenix's dreams and female specters compel him to confront
his guilt and the Shadow archetype, marking a critical step toward transformation.

Alma'’s discovery and the climax of confrontation

Alma finds Fenix and Concha's spectral presence emerges, attempting to force Fenix to Kill
Alma. Fenix stabs the hallucinatory figure in the abdomen, destroying it. A flashback reveals that
Concha was actually killed years earlier, and Fenix has recreated her controlling influence in his
mind using an armless mannequin, which symbolizes her control in Fenix's unconscious.
Terrible Mother archetype appears in its most destructive form. By commanding “Use my
hands,” Concha seizes Fenix's will. Fenix stabbing Concha represents the climax of his struggle
to free himself from his mother's shadow and the reclamation of control over his unconscious.

Alma’s rescue and spiritual rebirth

Fenix decides to escape from his mental prison and destroys the mannequin temple. Alma
removes Fenix’s red artificial nails one by one, symbolizing Fenix’s liberation from his mother’s
control and the reclamation of his will. Imaginary clown companions emerge, applaud him, and
then disappear, signifying the restoration of inner order. Alma tears open Fenix’s shirt and
gestures toward the phoenix tattoo, symbolizing Fenix’s spiritual emancipation and rebirth from
the ashes of his past. Anima archetype as Alma, becomes Fenix’s ultimate savior.

Fenix and Alma'’s surrender to the police

Guided by Alma, Fenix steps outside. Police officers instruct Fenix and Alma to raise their hands.
Fenix looks at his hands and declares, “My hands, my own hands!"—recognizing the restoration
of his autonomy. This moment marks the culmination of Jung's individuation process,
representing Fenix's attainment of spiritual wholeness. The journey, which began with the
phoenix tattoo, concludes with Fenix's rebirth, demonstrating the balance and freedom he has
achieved within his inner world.

Discussion

The findings of this study demonstrate that while Jodorowsky's films superficially employ the
structure of Joseph Campbell's Hero's Journey, the experience presented functions not as a
triumph (as in Campbell's model) but as a ritual of shock, purification, and destruction closer to
Antonin Artaud’'s Theatre of Cruelty philosophy. As detailed in the theoretical framework,
Jodorowsky's artistic language, based on the Panic Movement, deliberately rejects traditional
mythological triumph, embracing the chaotic and traumatic as a necessary catalyst for
transformation (Babcock, 2004).

Analyses of El Topo, The Holy Mountain, and Santa Sangre confirm this deviation: the
individuation process for characters such as the Thief and Fenix is achieved through violence,
psychic fragmentation, and confrontation. This validates the director's synthesis, which
combines Jungian individuation goals with Artaud’'s brutal, yet spiritually cleansing,
methodology.

Furthermore, the films utilize Surrealist imagery not merely for shock, but also to effectively
expose the Collective Shadow. As evidenced in The Holy Mountain analysis, universal human
aberrations such as consumerism and war, represented by the Seven Planet Representatives,
are rendered visible through grotesque Surrealism. This approach corroborates Jodorowsky's
preference for centering Jung's collective unconscious rather than Freudian analysis.
Jodorowsky integrates elements like mysticism, alchemy, and psychomagic into the cinematic
narrative, thereby expanding Surrealism and calling upon the viewer to confront both individual
and collective archetypal corruption, which lends his works a profound contemporary political
and psychological dimension.
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Conclusions and recommendations

This study aimed to understand the relationship between cinema and psychology by examining
Alejandro Jodorowsky's films El Topo, Santa Sangre, and The Holy Mountain through the lens of
Carl Gustav Jung's archetype theory using thematic analysis. Our primary goal, as stated in the
Introduction, was to reveal how the rich symbolic language and mythological imagery in
Jodorowsky's cinema relate to the universal archetypes present in the collective unconscious.
The analyses demonstrated that Jung's concepts such as the anima/animus, shadow, hero, and
wise mentor form the foundational pillars of the narratives in these films.

The main findings revealed that the characters' individuation process, confrontation with a
traumatic past, and journeys of rebirth are central to every film analyzed. El Topo portrays a
personal heroic journey; The Holy Mountain explores the individual's effort to strip away the
layers of ego, shadow, and persona to reach the Self; and Santa Sangre addresses the struggle
to reconstruct identity under the shadow of a traumatic past. This study highlighted
Jodorowsky's cinema'’s potential to depict the individual's transformation journey, thus offering
a unique perspective to the cinema-psychology literature. The study's limitation is its singular
focus on Jung's archetype theory, excluding other psychological or cinematic theories.

Future research could further enrich this interdisciplinary field. In this context, detailed
investigations into the interactions between postmodern cinema examples like El Topo and
other psychological theories such as those of Jacques Lacan or Gilles Deleuze are
recommended. Comparative studies could investigate Jodorowsky’s conscious deviation from
Joseph Campbell's Hero's Journey schema and his affinity for Artaud’'s Theatre of Cruelty
philosophy. Furthermore, the potential therapeutic or cathartic effects of the director's self-
developed Psychomagic method, realized through ritualistic scenes in his films, could be
examined using experimental research designs.

In conclusion, advanced research can offer new perspectives. Jodorowsky's films continue to
be a valuable resource for both cinematic and psychological inquiry.
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TURKGE SURUM

Giris

Sinemanin gorsel dili, insan psikolojisinin derinliklerine inmek ve kolektif bilingdisinin temsillerini
ortaya koymak igin guicl bir aractir. Bu baglamda, isvigreli psikolog Carl Gustav Jung'un arketip
teorisi, sinema alaninda sikga kullanilan analitik bir cergeve sunar. Jung'a gore arketipler, kisisel
yasantilardan bagimsiz olarak kolektif bilincdisinda yer alan ve tim insanligin ortak mirasi olan
arkaik modellerdir. Bu evrensel yapllar, bireyin dogrudan fark edemeyecedi bir dizeyde bulunsa
da mitolojik anlatilar, masallar ve sanat eserleri araciligiyla dolayl yoldan tezahir eder (Jung,
2010, s. 51).

Bu galisma, Alejandro Jodorowsky’'nin El Topo (1970), Santa Sangre (1989) ve The Holy Mountain
(1973) filmlerindeki sembolizm ve mitolojik imgeleri Jung'un arketip kurami gergevesinde analiz
etmeyi amaclamaktadir. Arastirma, golge, anima/animus, kahraman ve bilge rehber gibi
arketipsel figurlerin karakterlerin dontisim sureclerine nasil rehberlik ettigini ve altta yatan
psikolojik dinamikleri nasil agiga ¢ikardigini incelemektedir.

Alejandro Jodorowsky, 6zellikle El Topo, Santa Sangre ve The Holy Mountain filmlerindeki zengin
gorsel dili ve sembolik anlatimiyla taninan, cesur ve alisiimisin disinda bir yonetmen olarak kabul
edilmektedir. Filmleri bicimsel agidan deneysel olmakla birlikte, ayni zamanda psikolojik ve
ruhsal temalarla da ilgilenmektedir.

Jodorowsky sinemasi Uzerine yapilan mevcut galismalarin buytk bolimdu, anlati yapisi, gorsel
uslup ve deneysel teknikler dahil olmak Uzere filmlerinin bigimsel yonlerine odaklanmistir. Bazi
arastirmalar, geleneksel sinema normlarina meydan okumasini vurgulayarak eserlerinin
postmodern ozelliklerini incelemis; diger calismalar ise dini sembolizm, ritiel motifler ve ezoterik
temalar araciliiyla filmlerinin ruhsal ya da mistik boyutlarini analiz etmistir. Bu yaklagimlar,
sinemasinin ytizeysel 6zellikleri ve kiltirel 6nemi hakkinda degerliicgoriler sunsa da, filmlerinde
yer alan psikolojik yapilar ve Jungcu arketipsel imgeler cogu zaman goz ardi edilmistir.

Bu nedenle, arketipsel anlatilar inceleyerek bu calisma, Jodorowsky sinemasi ile analitik
psikolojiarasinda bir kopru kurmakta; sinemasal sembolizmin Junggu arketipler araciligiyla nasil
yorumlanabilecedini gosteren disiplinlerarasi bir cerceve sunarken, mevcut literaturdeki bir
boslugu da ele almaktadir. Bu dogrultuda calisma, filmlerin ylzeysel bigim ve temalarinin
Otesine gegmeyi ve kolektif bilingdiginin psikolojik yapilari ile temsillerine yeni bir bakis acisi
sunmayl amaclamaktadir.

Yontem

Bu galisma, Ordu Universitesi Sosyal Bilimler Enstitiisi’'nde tamamlanan “Alejandro Jodorowsky
Sinemasinda Junggu Arketiplerin Kesfi” (2025) baslikli ylksek lisans tezinden tiretilmis olup,
Alejandro Jodorowsky'nin filmlerindeki Jungcu arketipleri incelemek amaciyla tematik analiz
yontemini kullanmaktadir. Tematik analiz, veriler icerisindeki orintulerin belirlenmesi, analiz
edilmesi ve raporlanmasi strecine dayanmaktadir (Braun & Clarke, 2006, s. 79). Bu yontemin
esnek yapisi, Jung kurami baglaminda film analizi yuritmek i¢in uygun bir gergeve sunmaktadir.

incelenen Ug filmde yer alan tim sahneler herhangi bir eksiltme yapiimaksizin analiz edilmistir.
Bu yaklasimin temel gerekgesi, filmlerdeki sahnelerin birbirleriyle baglantili arketipsel anlamlar
ve tematik sureklilik igermesidir. Bu nedenle herhangi bir sahne segme yontemi uygulanmamis;
her sahne, karakter dontsumu ve Jungcu arketiplerin temsili agisindan butuncul bir baglam
icinde deg@erlendirilmigtir.
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Tematik analiz streci, Braun ve Clarke (2006, ss. 87-93) tarafindan 6nerilen asamalar izlenerek
gerceklestirilmistir. Bu sureg, asagida Tablo 1'de goruldugu uzere, Alejandro Jodorowsky'nin
filmlerinde yer alan Jungcu arketiplerin analiz edilmesi agisindan uygun bir yontemsel zemin
olusturdugunu gostermektedir.

Tablo 1 Tematik analiz asamalari

Asama Aciklama

Verilere Asinalik Kazanma TUm filmler sahne sahne izlenmis; karakterler ve semboller tizerine gdzlemler not
edilmistir.

Ik Kodlarin Olusturulmasi Olaylar, karakterler ve nesneler Junggu arketipler agisindan kodlanmistir (6rn.
Yeniden Dogdus, Anima, Golge).

Temalarin Aranmasi Kodlar, tekil sahnelerden bagimsiz olarak daha genis temalar altinda
gruplandiriimistir (6rn. Yeniden Dogus ve Masumiyetin Kaybi).

Temalarin Gozden Temalarin sahnelerle ve tim veri setiyle tutarliligi kontrol edilmis; her arketipin roli

Gegirilmesi netlestiriimistir.

Temalarin Tanimlanmasi ve  Temalar acik bigimde tanimlanmis ve Jung kurami baglaminda yorumlanmustir.

Adlandinimasi

Raporlama ve Yorumlama Bulgular sahne 6rnekleriyle desteklenerek yorumlanmis; arketipsel motifler ve
tematik sureklilik bitidncil bicimde sunulmustur.

Jung'un arketip teorisi ve kolektif bilingdisi

Erken donem dusuncelerden biri olan Platon’un “idea” kavrami, her turll fenomenin éncesinde
ve Ustlnde yer alir. “Arketip” terimi de antik caglarda Platon’'un “idea’sina benzer bir anlam
tagsimakta olup tarihsel olarak bu kavramin koklerini ortaya koymaktadir (Jung, 2005, s. 19).
Psikoloji literatiiriinde ise “arketip” terimini ilk kez Carl Gustav Jung (1875-1961) tanimlamistir.
Jung'a gore arketipler, insan kulturinun temel yapi taslarini olusturan evrensel sablonlardir.
Arketipler; anne, baba, kahraman, golge, anima ve animus gibi figurlerle ifade edilir ve belirli
sosyal ve psikolojik durumlara yanit olarak ortaya ¢ikan ilktiplerdir (Jung 2014, s. 88-89).

Analitik psikolojinin kurucusu Carl Gustav Jung, psikanalitik kuramin temellerini kabul etmekle
birlikte, Freud'un id, ego ve stiperego mekanizmalarina alternatif olarak U¢ boyutlu bir psisik yapi
modeli gelistirmistir. Jung’a gore zihin (psike); biling, kisisel bilingdisi ve kolektif bilingdisi olmak
uzere U¢ seviyeden olusur. Kisisel bilingdisi bireyin kendi yasantilariyla sekillenen bastiriimis
icerikleri barindirirken; kolektif bilingdisi, gegmis kusaklardan ve atalardan genler yoluyla
devralinan, insanh@in ortak deneyimlerini temsil eden daha derin bir katmandir (Jung, 2014, s.
14).

Jung, kolektif bilingdisinin atalarimizdan miras kalan ve insanlik tarihinde nesile aktarilan
kalitimsal, evrensel imgeler icerdigini belirtir. Kolektif bilingdisindaki bu imgeler, bazen rdyalarda,
sanat eserlerinde veya mitlerde belirgin hale gelir. Freud'un bilingdisi teorisinden farkli olarak
Jung, bilingdisini bireysel ve kolektif olarak ikiye ayirir ve kolektif bilingdisinin kdlturel
farkliliklardan bagimsiz olarak evrensel imgeleri kapsadigini vurgular (Doksat, 2014, aktaran
Gilcan, 2020, s. 289).

Kolektif bilingdisl, bireylerin benzer durumlarda benzer davraniglar sergilemesine neden olan
kalitsal egilimleri icerir. Bu egilimler, insanlik tarihinin mitleri, masallari ve destanlarinda sikca
karsimiza cikar ve insanligin ortak korkularini, arzularini ve 6zlemlerini yansitir. Ornegin, “ilk
goruste ask” ya da “deja vu” gibi deneyimler kolektif bilingdisinin yansimalari olarak
yorumlanabilir (Jung, 2014, s. 15). Simgeler, bilingdisinin dilidir ve insanin ilkel tepkilerinin
donusturdlmus hallerini yansitir.

Jung'un 'bireylesme sureci', bireyin dissal duinyadaki gug, san ve zenginlik gibi gegici unsurlardan
siyrilarak kendi i¢ merkezine (self/kendilik) yonelmesini esas alan ruhsal bir déntsim
yolculugudur (Jung, 2021, s. 323). Bu siireg, genellikle kisiligin yaralanmasi ve buna eslik eden
derin bir aci ya da 'baslatici bir sok' ile tetiklenir. ego, bu asamada kendi isteklerinin engellendigini
hisseder ve bu ket vurulma durumunu genellikle digsal faktorlere yansitir (Jung, 2009, s. 166).
Ancak bu sok, bireyin sadece aci cekmesiicin degil, ayni zamanda psisesindeki temel arketiplerle
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yuzlesmesi igin bir ¢gagri niteligi tasir. Bireylesme sureci boyunca kisi; once toplumsal maskesi
olan personayl asmali, ardindan karanlk yonlerini temsil eden golge ile hesaplasmall ve
nihayetinde i¢sel disil/eril dengesini kurmak igin anima/animus ile yuzlesmelidir. Bu arketipsel
figurlerle kurulan diyalog, bireyin ego kisitlamalarindan kurtularak mistik bir biatunlige ve ruhsal
gekirdegine ulasmasini saglar.

Arketipler, dogum, olim, dogal afetler ve ergenlik gibi tim insanlik durumlarinda veya buytk
yasamsal donum noktalarinda bireyin bilingdisindan yuzeye c¢ikarak davranislarini etkiler
(Serrican, 2015, aktaran Kavut, 2020, s. 685). insan ruhunun derinliklerinden kaynaklanan bu
evrensel sablonlarin her biri, bireyin psikolojik gelisiminde kritik roller Ustlenmektedir. Bazi temel
arketiplere ve onlarin orneklerine soyle goz atabiliriz:

Evrensel bir 6rglye sahip olan kahraman miti, bireyin benlik bilincinin (ego) gelisimini ve yasamin
zorluklarina hazirlanisini simgeler. Bu arketip; mucizevi bir dogus, Ustun guglerin kanitlanmasi
ve kibre kapilarak dusus gibi belirli agsamalardan olusur. Jung'a gore kahraman, kendi egosunda
henuz var olmayan gict temsil eden 'koruyucu figtrlerin' (rehberlerin) yardimiyla olgunlasir; bu
surec 'Hilebaz' gibi ilkel evrelerden gegerek nihayetinde kahramanin simgesel 6limu ve bireyin
olgunluga erigmesiyle tamamlanir (Jung, 2009, s. 110-112).

Golge arketipi, bireyin bastirdigi ve kabul edemedigi karanlik yonlerini ifade eder. Bu arketip,
rUyalarda canavar, ejderha ya da seytan olarak ortaya cikabilir. Jung, golgeyi fark etmenin bireyin
ruhsal butiinlesmesiigin gerekli oldugunu savunur (Jung, 2009, s. 118-120). Mitolojik anlatilarda,
Musa ve Hizir 6ykusu, golgeyle yizlesmenin sembolik bir ifadesidir.

Anima ve animus arketipleri, bireyin igsel disil ve eril yonlerini temsil eder. Erkekte anima, kadinda
animus figurd, bireyin duygusal ve ruhsal dengesi lizerinde 6nemli bir etkiye sahiptir (Jung, 2014,
s. 74).

Bilge yasli adam arketipi, kahramanin rehberi ve 6gretmenidir. Bu arketip, bireyin i¢sel bilgeligini
kesfetmesini saglar. Edebiyatta, Kral Arthur'un danismani Merlin, bilge arketipinin klasik bir
ornegidir (Tecimer, 2005, s. 126).

Yeniden dogus arketipi, donusimu ve ruhsal yenilenmeyi temsil eder. Bu arketip, siklikla 6ldm
ve dirilis mitleriyle iliskilendirilir. Ornegin, Hristiyanlkta Isa'nin dirilisi, bu arketipin en bilinen
anlatilarindan biridir (Jacobi, 1999, s. 176).

Femme fatale, gekiciligi bir yikim araci olarak kullanan, erkegi felakete surtkleyen "tehlikeli kadin®
figradUr. Walter Benjamin'e gore bu arketip, sadece bireysel bir tehdit degil, modern kentin
yeralti dinyasini ve 0limuU simgeleyen toplumsal bir imgedir. Benjamin bu figurd, modern
pazarda hem 'saticl" hem de "meta" (mal) konumunda olan fahise imgesiyle birlestirir; bu
yonuyle kadin, modern insanin arzusunu, melankolisini ve kacginilmaz sonunu temsil eden
fetislesmis, gok anlamli bir giigtiir (Benjamin, 2004, s. 99).

Jung'un yaklasimina gore cocuk arketipi, yasimiz ne olursa olsun igimizdeki masum, oyunbaz
ve mucize bekleyen yani temsil eder. Bu arketip; yarali, yetim, masum ve ebedi cocuk gibi farkli
versiyonlarla ortaya cikar ve temelinde bagimlilik ile sorumluluk arasindaki dengeyi barindirir.
(Jung, 2014, s. 167)

Kurtarici (Mesih) arketipi, fedakarlik ve kurtulus temalarini ele alir. The Matrix filmindeki Neo
karakteri ile The Green Mile filmindeki John Coffey, bu arketipin modern ornekleri olarak
degerlendirilebilir.

Jung’'un kuramina gore benlik (self), psikenin btinliguniu temsil eden en kapsayici arketiptir.
Bu arketip, kisisel egonun 6tesinde, tim psikenin glctnd sadlayan "tanri benzeri" figtrlerle
simgelenir. Benlik, bireyin hem kendi gucunu hem de gugsuzligund kavramasini saglayarak
benlik bilincini gelistirir. Kahraman arketipi gorevini tamamlayip simgesel olarak oldugunde,
birey olgunluk evresine geger ve benlik arketipi araciliiyla ruhsal butinligine (kendini
gergeklestirmeye) ulasir (Jung, 2009, s. 112).



ODUSOBIAD 20

Sonug olarak, Carl Gustav Jung'un arketip kurami ve kolektif bilingdisi kavrami, insan
deneyiminin 6zinu kavramak adina temel bir gergeve sunar. insan zihni, tarih boyunca
deneyimledigi ancak rasyonel olarak kavramsallastirmakta zorlandigi olgulari sembolik imgeler
araciligiyla ifade etmeye egilimlidir (Meadow, 1992, aktaran Kavut, 2020, s. 686). Riyalardan
sanat eserlerine kadar uzanan bu evrensel imgeler, bireyin karmasik i¢ dunyasini
anlamlandirmasini saglayarak ruhsal butunlesme yolculugunda kilit bir rol oynamaktadir.

Arketiplerin mitolojideki yansimalari

Jung'a gore ruyalarda ve bilingdisi Urtinlerde ortaya ¢ikan imgeler, mitolojik motiflerle ¢arpici bir
benzerlik gosterir. Bu nedenle psikolog, bilingdisini analiz ederken bir 'ruhun karsilagtirmali
anatomisi' olarak mitolojik bilgiye sahip olmak zorundadir (Jung, 2009, s. 67). Arketipler, kalitsal
goruntuler degil; belirli mitolojik temalari (6rnegdin 'disman kardesler) olusturmaya yonelik
dogustan gelen icgudusel egilimlerdir. Bu mitolojik semalar, farkli kilttrlerde degisik bicimlere
burlinse de 6ziindeki temel yapi ayni kalir ve insanlidin evrensel mirasini temsil eder (Jung, 2009,
s. 67).

Birey, bilincdisindaki deneyimlerini simgeler araciligiyla ifade eder; bu simgeler ise duslerde,
sanatta ve dinde yasamin gesitli alanlarinda kendini gosterir. Analitik psikoloji'nin asil amaci,
bilingle bilingdisl arasinda uyum saglanmasidir. Bu ancak kisinin, bilingdisini simgesel dil
araciliiyla algilamasiyla mumkdndur. Jung'un bu dusunceleri, simgelerle zenginlesmis olan
mitolojilerle dogrudan iliskilidir. TUm mitoloji, kolektif bilingdisinin bir gesit yansimasi olarak
gorulebilir. Jung'un ulastigi sonuclara gore, insan psikesinde bulunan igsel bir modelleyici gug,
farkli cografyalarda ve zaman dilimlerinde birbirinden bagimsiz olarak benzer hayal dinyalarinin
ortaya ¢ikmasina neden olur. Campbell, bu “modelleyici gig¢” olarak tanimladigi kolektif
bilingdisinin, her kultdrdeki temel mitolojik imgeleri yaratan bir yapiyr temsil ettigini soyler.
Arketiplerin alegorik ifadeleri olan mitolojiler, ortaya ciktiklarn toplumlarin zengin yasam
deneyimlerini tasir. Campbell, arketiplerin her kultirde evrensel oldugunu vurgular ve tanri
imgelerinin farkl kdlturlerde gesitlense de bu imgelerin temel yapilarini ve insanlik tarihindeki
ortak deneyimlerini degismeden kalacagini ifade eder. Tanrilarin imgeleri ve mitolojik semboller
kdlturler arasinda farkli sekillerde yorumlanip uygulanabilir, ancak arketiplerin ve temel distince
bigimlerinin sabit kalacagina dikkat geker (Tecimer, 2005, s. 95-96).

Jung'un ‘“yenilenen tann” motifi Uzerine yaptigi calismalar, bu arketiplerin bireylerin igsel
dondsumund ve psikolojik yeniden dogusunu simgeledigini gostermektedir. Dogadaki dongusel
surecler, ornegin glnesin dogusu ve batisl, mitolojideki yenilenme ve donustm sembolleriyle
ortismektedir (Jung, 2019, s. 3017).

Mitolojik anlatilarda, tanri-kral figurlerinin 6ltm ve dirilis motifleri Jung'un arketip kuraminda ozel
bir yere sahiptir. isa'nin carmiha gerilisi ve dirilisi, Osiris, Tammuz, Orpheus ve Baldur gibi
tannlarin olum ve dirilis oykuleriyle benzerlikler tagimaktadir. Hristiyanlik, bu mitolojik unsurlari
kendi inang sistemi igerisinde yeniden yorumlamis ve onlara yeni anlamlar kazandirmistir (Jung,
2009, s. 108).

Jung, mitoloji Uzerine yaptigi calismalar 1925 yilinda soyle anlatmistir:

‘Adeta kendi yaptigim bir akil hastanesinde yasiyordum. Sentorlari, nimfalari, satirleri, tanri
ve tanricalari, tim o dussel figlrleri birer hastaymis ve ben onlari analiz ediyormusum gibi
ele aliyordum. Bir Yunan ya da Afrika sdylencesini sanki bir akil hastasi bana hastalik
gecmisini anlatiyormus gibi okuyordum (Jung, 2006, s. 24)."

Jung'un mitoloji ve arketip Uzerine gelistirdigi teoriler, sanat ve edebiyat gibi ¢cagdas kulttrel
formlarda da kendini gosterir. Ozellikle sinemada, mitolojik imgelerin ve arketiplerin guclu bir
etkisi gozlemlenir. Alejandro Jodorowsky'nin sinemasinda Jung'un arketip teorisi énemli bir
cerceve sunar. Jodorowsky'nin filmlerinde mitolojik temalar, bireyin i¢sel yolculugunu ve
psikolojik dontsumtnd ifade eden guclt sembollerle doludur. Jung'un teorileri, bu tir sinematik
anlatilar anlamada ve yorumlamada onemli bir arag olarak kullanilabilir.
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Sonug olarak, arketiplerin mitolojilerdeki yansimalari, bireyin ruhsal olgunlasma ve donusim
sureglerini anlamada onemli bir yere sahiptir. Jung'un ¢alismalari, bu arketiplerin evrenselligini
ve farkli kulttrlerde benzer anlatilarla ortaya ¢iktigini gosterir. Bu tur arketipsel imgeler, insanhgin
ortak bilingdisi mirasini temsil eder ve bireyin i¢sel dinyasinda guglt bir psikolojik etkiye sahiptir.

Alejandro Jodorowsky’'nin sanat dili

Alejandro Jodorowsky'nin filmleri, kilt sinema tutkunlar tarafindan buylk bir saygiyla
karsilanirken, bircok elestirmen tarafindan anlasilamaz ve siniflandirilamaz olarak reddedilir.
Jodorowsky'nin sinemasi, yasam boyu suren ruhani yolculugunun bir yansimasidir ve siddetli
gercekustu goruntllerle, mistisizmle ve dini provokasyonlarla doludur. Urettigi uzun metrajli
filmlerin sayisi azdir (bunlardan ikisini daha sonra reddetmistir). Filmleri, 1960'larin sonu ve
1970'lerin basindaki genclik karsi kiltur hareketiyle, ozellikle “kara film” alt tiru ve “gece yarisi
filmi" fenomeniyle iliskilendirilir. Bunuel ve Fellini gibi Gnlu yonetmenler elestirmenler tarafindan
begenilirken, Jodorowsky, filmlerini yazan, yoneten, muziklerini besteleyen ve bazen de oynayan
bir sanatgi olarak, sinema diinyasinin sinirlarinda yer alir. Fando ve Lis (1968), El Topo (KGstebek)
(1970) ve The Holy Mountain (Kutsal Dag) (1973) gibi belirgin gergekustl ve ezoterik duyarliliklari
olan tartismali filmleri, onun vizyonunu beyaz perdeye tasimistir.

Sinemasi, gugli semboller, gergekistu imgeler, mistik ogeler ve psikanalitik yaklasimlarla
oruludur. Gorsel siiri, teatral unsurlar ve bedensel ifade bigimleriyle birlestirerek, izleyiciyi
bilingdisinin derinliklerine goturen metafizik bir yolculuga cikanr. SozIU diyalog yerine gorsel
anlatiya agirlik vermesi, pandomim ve tiyatro gecmisiyle dogrudan iligkilidir. Filmlerinde
geleneksel anlatim tekniklerinden kacinarak, izleyiciye donusturtct bir deneyim sunmayi
amaglar. Kostebek (El Topo, 1970) ve Kutsal Dag (The Holy Mountain, 1973) gibi filmleri, siddet,
simgesel din elestirileri ve ruhsal aydinlanma arayisiyla ordlmustir. Jodorowsky, orgutla dinin
dogmatik yanini elestirirken, onun yerine evrensel bir mistisizm fikrini yuceltir. Bu yaklasim,
filmlerinin apolitik gibi gorinse de aslinda politik bir nitelige sahip olmasini saglar; ¢tinkd tiketim
kUltlru ve toplumsal normlara meydan okumaktadir (Files, 2004).

1960 yillarda Jodorowsky, strrealizmin kurucularindan André Breton ile Paris'te temas kurmus,
ancak Breton'un surrealizmi yuksek kultur gergevesine dahil etmesinden hayal kirikligina
ugramistir. Bunun sonucunda, 1962 yilinda Fernando Arrabal ve Roland Topor ile birlikte Panic
Hareketi'ni kurmustur. Adini Pan tanrisindan alan bu hareket, sanatcilarin herhangi bir kategoriye
bagh kalmaksizin 6zgurce uretebilecekleri anarsik bir platform olarak ortaya cikmistir. Panic
Hareketi; Cocteau, Leonardo da Vinci ve Pasolini gibi sanatcilardan ilham almis ve coklu medya
bigimlerini bir araya getirmistir (Babcock, 2004).

Jodorowsky, Jung'un kolektif bilingdisi kavramini merkeze alir ve psikomaiji adini verdigi terapi
yontemiyle arketipik yogunlugu oykusel bir bicime donusturtr. Bu yonuyle surrealist sinemayi
genisletirken Arrabal'in sinemasindan farklilagir. Deneysel surrealizmi politik, pornografik ve
metafizik unsurlarla harmanlayan yonetmenler, Freud ve Lacan’in rlya sembollerine Jung'un
arketip teorilerini ekleyerek zengin ve ¢ok katmanli anlatilar olustururlar. Bu yaklasim, surrealist
sinemanin yeni bir boyutunu yaratir ve filmlerini gagdas kilar (Demirci, 2020).

Jodorowsky'nin ilk uzun metrajli filmi Fando y Lis, Panic Hareketi'nin ethosu tarafindan
sekillenen provokatif bir yapit olarak one cikar. Filmin 1968 yilindaki gosterimi sirasinda ¢ikan
isyanlar ve yapilan tehditler, Jodorowsky'yi filmi gizlice dolasimdan c¢ekmeye zorlamistir
(Church, 2007). Bu olayin ardindan El Topo, New York'ta bir “midnight movie” olarak blyuk ilgi
gormus ve kilt statust kazanmistir. John Lennon’in destegiyle dagitilan film, bazi elestirmenler
tarafindan ovguyle karsilanirken, geleneksel elestirmenler tarafindan asir siddet icermesi ve
anlamsiz olarak degerlendiriimesi nedeniyle sert bicimde elestiriimistir (Hoberman &
Rosenbaum, 1983, ss. 100-101).

Alejandro Jodorowsky'nin sinema anlayisi, dogrudan Antonin Artaud’nun “bedensel sok ve
mistik nitelik” teorisinden ilham alir. Ancak Jodorowsky, sabit kamera kurulumlari ve gergekgi
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gekim teknikleri kullanarak Artaud'nun dinyayi trajik farkindalikla gosterme amacindan ayrilir.
“Kostebek” ve “Kutsal Dag” gibi filmlerinde belgesel tarzi el kamerasiyla gergekligi sorgulatan
sahneler yaratir (Jodorowsky, 1971, s.128).

Jodorowsky'nin sinemasi, Bati'nin dinsel geleneklerini elestirirken mistisizmi ve okult 6geleri
yUceltir. Kendini “ateist bir mistik” olarak tanimlayan yonetmen, filmlerinde melez bir mistisizm
anlayis! yaratir ve politik devrimden ziyade ruhsal bir devrimi savunur (Jodorowsky, 1971, s.
110-111).

1973 yapimi The Holy Mountain filmi, Cannes Film Festivalinde gosterilmis ve ruhsal ile
metafizik 6gelerle zenginlestirilmis gorsel bir basyapit olarak one ¢ikmistir. Bunun ardindan
Jodorowsky, Frank Herbert'in Dune adli romanini sinemaya uyarlamaya ¢alismis; ancak proje,
Hollywood yapimcilarinin ticari pazarlanabilirlige dair kaygilari nedeniyle iptal edilmistir (Church,
2007).

1980 yillarda Jodorowsky, Jungcu psikanalizi Tarot ve mistik ritlellerle birlestiren “psikomaji”
adl terapotik bir yontem gelistirmistir. Santa Sangre (1989) filmi bu dislnceleri yansitmaktadir.
Psikomaji, bireyin soy agacini ve bilingdisini kesfetmesini igeren bir stirectir (Jodorowsky &
Costa, 2023).

Yogun sembolizm, cinsellik, simya ve mistik unsurlarla karakterize edilen Jodorowsky'nin sanat,
izleyiciyi ruhsal ve zihinsel bir yolculuga gikarmayi ve algilanan gergekligin sinirlarini zorlamayi
amaclamaktadir (Files, 2004).

Kostebek (El Topo, 1970) filminin arketipsel incelemesi
Yeniden doJus ve anima arketipi

Filmin agilis sahnesinde El Topo ve yedi yasindaki oglu Hijo, ¢olde bir rittelle yolculuklarina
baslarlar. El Topo, Hijo'ya bir oyuncak ve annesine ait bir fotograf verir ve bunlari gommesini
ister. Bu ritdel, Hijo'nun c¢ocukluktan vyetigkinlige gegisini temsil eder. Gomme islemi
tamamlandiktan sonra Hijo, yetiskin bir adam ilan edilir. Bu ritiel, Hijo'nun cocukluktan olguniuga
gegisini simgeleyen “yeniden dogus” arketipini gorsel olarak somutlastirir.

Jung'a gore yeniden dogus, bireyin eski kimligini geride birakmasini ve bir dondsim ile kendini
kesfetme surecinden gegmesiniigerir (Jung, 2005, s. 50). Anneye ait fotograf, Hijo'nun i¢sel disil
yonunu temsil eden “anima” arketipini simgeler. Bu nesnenin gomdulmesi, Hijo'nun annesinden
ve gocuklugunun disil enerjisinden kopusunu ifade eder. El Topo’'nun ogluna rehberlik etmesiise,
bireyin ruhsal yolculugunda kritik bir mentor figtrt olan “bilge yash adam” arketipindeki rolinu
ortaya koyar.

Bilingdistyla yiizlesme

Acllis jeneriginde yeraltini kazan gercek bir kostebek gorulur. Bu kostebek, bilingdisini simgeler.
Gunesi aramak igin yerylzune ¢iktiginda kor olur; bu durum, bilingdigiyla ylzlesmenin tasidig
tehlikeleri gosterir.

El Topo'daki bu imge, Jung'un “gdlge” arketipini de temsil eder. Kostebegin glinesi aradiinda
kor olmasi, bilingdiglyla yizlesmenin yarattigi riskleri vurgular. Mitolojik agidan bu sahne, ginese
yaklasmasi sonucu kanatlari eriyen ve dislse gecen ikarus mitine paraleldir (Erhat, 1996, s.
147). Benzer sekilde, El Topo'daki korlik, bilingdisiyla ylzlesmenin zorluklarini simgeler. Bu
sahne, filmin igsel dontstim ve aydinlanma mucadelesi temasini gorsel olarak aktarmaktadir.

Masumiyetin kaybi ritueli

Hijo'nun masumiyetini kaybetme ritleli, EI Topo ve Hijo'nun halki katledilmis bir koye
ulagmalariyla baslar; Hijo burada ilk kez siddetle yuzlesir. El Topo, ona bir silah verir ve bir adami
oldurmesini emreder. Bir can almak, Hijo'nun masumiyetini kaybetmesini ve “golge” arketipiyle
karsilasmasini temsil eder. Bu olay, Hijo'nun psikolojik donusuimunde kritik bir esik haline gelir.
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Mitolojik agidan bu sahne, Herakles'in erginlenme ritteline benzemektedir. Yunan mitolojisinde
Herakles, ilk kahramanlik gorevinde Nemea Aslani'ni oldurur ve onun derisini zirh olarak kullanir
(Wikipedia, 2024b). Herakles'in bu eylemi onun olgunlasmasini simgelerken, Hijo'nun eylemi de
benzer sekilde yetiskinlige gecisinin siddet iceren bir baslangicini isaret eder.

Kaos ve maniptlasyon

El Topo, koydeki olulerin mucevherlerini toplar ve daha sonra bir su birikintisinin yaninda ug
haydutla karsilasir. Bu eylemler, carpitilmis arketipsel yansimalari temsil eder. EI Topo'nun
olllerin mucevherlerini calmasi, “diizenbaz (trickster”) arketipinin gligli bir tezahtridir. Jung'a
gore duzenbaz, insan psisesinin kaotik ve yaratici yonlerini binyesinde barindirir; ancak ayni
zamanda ahlaki ihlallere ve dizenin bozulmasina da yol acabilir (Jung, 2005, s. 106). Su
birikintisi sahnesindeki U¢ haydut, carpitilmis arketipleri yansitir:

Birinci Haydut: Anima arketipinin sapkin bir ifadesi.

Ikinci Haydut: Kontrolstiz arzular simgeleyen golge arketipini temsil eder.
Uglinct Haydut: Anima’nin sagliksiz bir yansimasidir.

Tiran arketipi ve din elestirisi

El Topo ve Hijo daha sonra Albay'in askerlerinin baskisi altindaki bir kdye ulasir. Albay, geng
rahipleri dans etmeye zorlar ve kutsal de@erleri asagilar. Albay, baskalarini ezen zalim bir figtr
olarak tiran arketipinin ¢arpitilmis bir ornegini temsil eder. Rahiplerin kilisede dans etmeye
zorlanmasi, Jodorowsky'nin din ve otoriteye yonelik elestirisini yansitir. El Topo'nun Albay'i
oldurmesi, tiran arketipinin sonunu ve baskinin ortadan kaldinlmasini simgeler. Albay “Adaleti
saglamaya sen kimsin?” diye sordugunda, El Topo’nun “Ben Tanriyim” diye cevap vermesi, onu
kurtarici arketipiyle iliskilendirir. Bu sahnede El Topo, yalnizca kisisel bir intikam duygusuyla
degil, evrensel adaletin bir temsilcisi olarak hareket eder.

Kurtarici ve yikici baba arketipleri

Albay'in olimunden sonra El Topo, oglunu rahiplere teslim eder. Bu surecte oglunu
bagimsizlasmaya zorlayarak onu yalniz birakir. Oglunu Hristiyan rahiplere teslim ederek
bagimsizligini dayatmasiyla El Topo, "yikici baba" arketipini yansitir. Yikici baba, bireye rehberlik
etmek yerine onun 6zerklik yolculugunu zorlastiran, onu sert bir bicimde sarsan ve aci verici bir
ogrenme deneyimine zorlayan bir figtirdlr. Bu sahne, Yunan mitolojisindeki Kral Laius ve oglu
Oedipus’un oykusuyle paralellik gosterir; Laius, kaderinden korktugu icin oglunu terk eder ancak
bu terk edis, Oedipus’un kendi yazgisini kesfetmesini sadlar (Erhat, 1996, s. 190). Benzer sekilde,
El Topo'nun oglunu yalniz birakma karari da Hijo'yu kendi yolunu bulmaya zorlar. Bu sert
yaklasim, Hijo'nun bireylesme surecini hizlandiran bir ¢atisma noktasi yaratir.

Mara'nin dontsumu

El Topo, koyden ayrilirken kadini da yanina alir ve birlikte ¢olun derinliklerine dogru yolculuga
cikarlar. Yolculuk sirasinda bir su kaynagina ulasirlar; ancak su acidir. El Topo, suyu bir dal
parcasiyla karistirir; bu sahne, Musa’nin kutsal metinlerde anlatilan mucizesine gondermede
bulunur.

Bu noktada El Topo, kadina yeni bir isim verir: Mara. Tevrat'ta “Mara” kelimesi “aci” anlamina gelir
ve Israilogullar’nin ¢olde buldugu aci suya atifta bulunur (Wikipedia, 2024a). Yolculuklari
sirasinda El Topo, kumun i¢inden c¢ikardigr yumurtalari Mara ile paylasir ve susadiklarinda
kayaya atesle vurarak su ¢ikarir. Bu mucizelere taniklik eden Mara, kendisinin de benzer eylemleri
gerceklestirebilecegine inanmaya baslar. Ancak her denemesi basarisiz olur ve 6fkeyle “Higbir
sey yok!” diye haykirr. Ofkesi giderek artar ve El Topo'nun ona saldirdigi bir yizlesmeyle
sonuglanir; bu an, Mara'nin hayatindaki buyuk donustmun baslangicini isaret eder.

Bu travmatik deneyimin ardindan Mara, ¢aresiz bir kadindan guglu ve kontrol edici bir figtre
donusur. Kendi gucunu kanitlama arzusuyla hareket etmeye baslar ve El Topo'dan sevgisini
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ispatlamasi igin dort ustayl oldirmesini ister. Bu surecte, yonlendirici ve manipulatif bir figtire
evrilir. Bu sekans boyunca El Topo, fiziksel ve ruhsal bir rehber olarak kurtarici arketipini
surdurtrken, Mara “yikici tanriga” arketipini temsil eder. Bu arketip, hem yaratici hem de yikici bir
gu¢ olarak ortaya c¢ikar. Hindu mitolojisinde Kali, kurban ve yikim rittelleriyle iliskilendirilirken
ayni zamanda yaraticl bir glici de temsil eder (Kaya, 1997, s. 101). Benzer sekilde Hera,
kiskanglik ve kontrol etme arzusu ile bilinir (Erhat, 1996, s. 129); bu nitelikler Mara’nin kisiliginde
de karsilik bulur.

Dort Usta, kahraman arketipi ve ego olimd

Mara'nin istegi Uzerine El Topo, ¢ole dogru yola ¢ikarak dort ustayr bulmak ve onlari yenmek icin
bir yolculuga cikar. Her usta ile karsilasmasinda El Topo, hem fiziksel hem de ruhsal kapasitesini
sinayan farkli sinavlarla yuzlesir. Her usta, farkli bir bilgelik bigimini ve dersi temsil eder:

Birinci Usta: Fiziksel yenilmezlik ile kirilganlik arasindaki dengeyi temsil eder.

Ikinci Usta: insan iligkilerinde anima ile sevgi arasindaki dengeyi ele alir.

Uglinct Usta: Zihin (distnce) ile kalp (duygu) arasindaki gatismayi vurgular.
Dorduncu Usta: Ruhsal teslimiyetin ve fiziksel glictin otesine gegen bir bilgelik sunar.

El Topo, dorduncu ustaya kadar olan tum ustalar kurnazlik yoluyla alt eder. Ancak dordincu
usta, El Topo ile alay eden bir jestle kendi hayatina son verir. Bu eylem, zaferin anlamsizhigini
vurgular ve El Topo'nun ruhsal yolculugunda onemli bir kirlma noktasini isaret eder.

Son ustadan sonra siyahlar i¢indeki kadin yeniden ortaya ¢ikar ve El Topo'ya ates eder. Ancak
kursunlar ona zarar vermez. Ardindan silahini Mara'ya uzatir ve El Topo'yu vurmasini ister. Mara,
hi¢ tereddut etmeden silahi alir ve ates eder. Mara’nin El Topo'yu vurmasi, yikicl tanriga
arketipinin doruk noktasini temsil eder. Kadinin silahi Mara'ya vermesi ise bastan cikarici
(seductress) arketipinin devreye girdigini gosterir. El Topo'nun aldigi son yara, onun ruhsal 61im
ve yeniden dogus surecini simgeler.

Yeniden dogus, fedakarlik ve kurtarici arketipi

El Topo, ensest iliskiler sonucu bedensel olarak deforme olmus, toplum tarafindan diglanmis ve
bir magarada yasamaya zorlanan bir toplulukla karsilasir. Magarada yasayan bu insanlar El
Topo'yu bir kurtarici olarak gortr; ancak El Topo, onlarin bekledigi ilahi figur olmadigini agik¢a
belirtir. Clce kadin, bu insanlarin kurtulabilmesiicin bir tinel kazmalari gerektigini sdyler. Tunelin
yapimi igin gerekli parayr bulmak amaciyla El Topo ve clce kadin kasabaya gider. Burada El
Topo, yillar once terk ettigi artik yetiskin olan oglu Hijo ile beklenmedik bir sekilde karsilasir. Hijo,
kasabanin rahibidir.

Babasinin kendisini terk etmesinin yarattigi aciyi tasiyan Hijo, rahipligi birakir, El Topo'nun eski
silahsor kiyafetlerini giyerek babasinin kimligini tstlenir ve onu oldirmeye karar verir; ancak tinel
tamamlanana kadar babasini affetmeyi kabul eder. Tunel tamamlandiginda magara halki
yeryUzine cikar, fakat kasaba halkinin saldirisina ugrayarak katledilir. El Topo miudahale eder ve
saldirganlan oldurur. Ardindan kendini atese vererek yasamina son verir ve boylece hikayesi
sona erer.

El Topo'nun bir kurtarici olarak gortlmesi, onun kurtarici arketipini somutlastirdigini gosterir.
Magara halki ise kurban arketipini temsil eder.

Hijo'nun babasina duydugu ofke ve intikam arzusu, Jung'un golge arketipi ile ortidsur. Hijo'nun
babasinin eski kiyafetlerini giymesi, gegcmisle uzlagsmasini ve babasinin kimligini kabul edisini
simgeler; bu durum, golgeyle yizlesme ve entegrasyon surecini temsil eder.

El Topo'nun kendini yakmasi, nihai fedakarlik ve ruhsal donidstim temasini somutlastirir. Bu
sahne, Simurg (Phoenix) mitini gagristinir; bu mitte varlik kendini yakar ve kullerinden yeniden
dogar (Guveng, 2017, s. 784).
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Cuce kadinin dogum yapmasi, yaraticl anima arketipinin tezahdrund simgeler.

El Topo'nun yolculugu, siddetle baslayip siddetle sona eren dongusel bir anlati gergevesinde
sunulur; ancak bu dongusel yapi, donustm ve yeniden dogus temalariyla zenginlestiriimistir.

Kutsal Dag (The Holy Mountain, 1973) filminin arketipsel incelemesi
Persona arketipi ve simyaci arketipi

Film, simyaci tarafindan baslatilan mistik bir ritdelle agilir. Onun 6ntinde modern gordnimlu ikiz
kiz kardesler oturmaktadir. Simyaci, kutsal suya batiriimis bir bezle makyajlarini siler, takma
tirnaklarini ¢ikarir ve kafalarini tirag eder. Bu donusum ritteli, kiz kardeslerin dis kimliklerinden,
yani personalarindan siyrilmalarini sembolize eder.

Jung'a gore persona arketipi, bireyin topluma sundugu maskeyi temsil eder (Jung, 2021, s. 103).
Bu maskenin c¢ikarilmasi, kiz kardeslerin gercek benlikleriyle (kendilik/self) ylzlesmelerine
olanak tanir. Bu baglamda simyaci, bireylerin dontdsum surecini baslatan bir rehber arketipi islevi
gordr.

Yolculugun baslangici

Hirsiz, yaninda bir Tarot destesiyle, etrafi sineklerle sarilmis bir halde yerde sarhos yatmaktadir.
Uzuvlari ampute edilmis bir figlr ona yaklasir ve hirsizin yluzundeki sinekleri nazikge uzaklastirir.
Burada ozellikle "Aptal" (The Fool) karti dikkat gekicidir. Aptal, bilinmeyene cesurca atilan masum
bir ruhu temsil eder (Jodorowsky ve Costa, 2023, ss. 26-27). Bu sahnede hirsiz; kendini kesfetme
ve yasamin anlamini kavrama yolculugunun hentiz en basinda, yonsuz ve bilingsiz bir figur
olarak betimlenir.

Bu asamada hirsiz, kahraman arketipi ile ortismektedir; ancak hentz farkindalik kazanmamis
ve inisiye olmamis olan bu arketipin baslangi¢ evresini somutlastirir. Bu arketip, kahramanin
yolculugunun baslangicina isaret eder. Ampute figur hirsizin yizindeki sinekleri temizleyerek
gosterdigi nazik bakim, hirsizin golge arketipi ile ilk karsilagsmasini sembolize eder. Bu etkilesim,
hirsizin golgesini kabul etme ve butunlestirme surecinin baslangicini temsil etmektedir.

Kaos ve yozlagma

Hirsiz ve ampute figlr, ardindan sehirdeki kaotik sahnelere (segkinler olaylari fotograflarken
askerlerin protestoculara ates agmasi gibi) tanik olurlar. Grotesk bir minyatir sehir sergisinde,
kurbagalar somurgecileri, kertenkeleler ise yerlileri temsil etmektedir. Bu sahne, somurge
tarihinin dogasinda var olan siddet ve baskiyl yansitarak Jung'un kolektif golge arketipini
somutlastinr.

Hirsiz, askerler tarafindan bir fabrikaya gotirdlir. Orada viicudunun bir kalibr gikarilir ve isa'nin
balmumu kopyalarina donudsturulir. Balmumu heykeller, dis maskelerin bireyi gergek
benliginden nasil ayirabilecegini ve onu nasil sahte bir kahramana donusturebilecegini
ornekleyerek persona arketipini sembolize eder. Heykellerin yok edilmesi, hirsizin sahte kimlikleri
reddedisini temsil etmektedir.

Kilise ve ruhsal arayis

Hirsiz disarida kadinlarla (anima arketipi figlrleri) karsilasir ve bir kiliseye girer. Kilise sahnesi
kutsal olanin arayisini sembolize ederken, rahibin eylemleri ruhsal liderlerin yozlagsmasini
elestirir. Hirsiz, sahte isa heykelinin yizini balonlara baglayarak gokytzine birakir. Heykelin
yukselisi, hirsizin sahte kutsalliktan 6zgtrlesmesini ve kendi kendilik (self) arketipini kesfetmeye
yonelik ruhsal yukselisini sembolize eder.

Kizil kule ve maddi hirs

Hirsiz, ampute figur ve kadinlar, kaotik ama ¢ekici bir balik pazarina girerler. Merkeze, tzerinde
dev bir olta asili olan kizil bir kule hakimdir. Yukaridan inen bir altin kesesinin buyUusune kapilan
hirsiz, onun pesinden kuleye tirmanir. Hirsizin altina olan arzusu, maddi hirsinin bilingdisi bir
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projeksiyonunu (yansimasini) temsil eder. Kizil kule diinyevi arzulari sembolize ederken, hirsizin
buraya tirmanisi ruhsal dondsumunde kilit bir ana isaret eder ve onu simyaci ile karsilasmaya
goturdr.

Simyaci ile kargilasma, dontisim basliyor

Simyaci, hirsiz ile yizlesir, onun enerji merkezlerini (cakralarini) kontrol eder ve boynundaki sisligi
keserek icinden devasa mavi bir murekkep baligi c¢ikarir. Mavi murekkep balidi, hirsizin
bastiriimis i¢sel korkularini ve karanlik yonlerini (golge) sembolize eder. Bu figliriin ortaya ¢ikisi,
hirsizin golgesiyle yuzlesmesi ve onu donusturmesinin gerekliligini vurgular.

Ardindan Simyaci, hirsizi simyasal ritlellere tabi tutar. Simyada U¢ dondsum evresi vardir:
Nigredo, Albedo ve Rubedo. Jung bu stureci soyle aciklar: “Nigredo ya da kararma, baslangi¢
evresidir; ya prima materia’da (ilk madde), yani baslangictaki kaos veya massa confusa'da zaten
mevcuttur ya da elementlerin ayrismasiyla (solutio, separatio, divisio, putrefactio) dretilir.” Albedo
evresi, ruhlarin birlesmesini temsil ettigi icin onemlidir. Bir insan yalnizca bedenden olusmaz;
bedenin bir ruhla birlesmesi, gergek bir insanin dogusunu simgeler. Rubedo evresi ise tum
zitliklarin yeni bir varlikta birlestigi asamadir. Ornegin, mitlerde ve halk masallarinda gorldigu
gibi, kral ve kralige gibi eril ve disil unsurlarin, aydinlik ve karanlik maddenin veya soylu ve siradan
maddelerin birlesmesi bu asamada gerceklesir (Kim, 2016, s. 48-49).

Bu simyasal rittele gore: hirsizin bir kaba digkilamasi, kendisinin degersiz gordugu yonlerini
kabul etmesi Gizerine guglu bir metafordur ve Nigredo (Kararma) evresini temsil eder. Simyacinin
hirsizi bir havuzda yikamasi, onu diinyevi baglliklarindan arindiran Albedo (Beyazlanma) evresini
sembolize eder. Hirsizin diskisinin altina donusturidlmesi ise Rubedo evresini ifade eder; bu
durum, benligin en alt dizeydeki yonlerinin bile degerli oldugunu ve dontsme kapasitesine sahip
oldugunu gosterir. Simyaci, Jung'un kahramana yolculugunda rehberlik eden bilge yaslh adam
(mentor) arketipinin somut bir temsilidir.

Ayna ve yansima, persona ile ylizlesme

Simyaci, hirsiza yansimasini goérmesi igin bir ayna sunar. Gordugu gorinttiden rahatsiz olan
hirsiz, elindeki altinla aynayi pargalar. Aynadaki yansima, Jung'un persona arketipini, yani
topluma sunulan sahte kimligi temsil eder. Aynanin parcalanmasi, bu sahte maskeyle
yUzlesmeyi ve onu reddetmeyi sembolize eder.

Yedi gezegen temsilcisi, kapitalizmin arketipleri

Simyaci, hirsizi her biri farkli bir gezegeni ve buna karsilik gelen Junggu arketipleri temsil eden
yedi kapitalist figurle tanistirir:

Venls (Fon): Fon, persona / anima (ylzeysel) arketipini temsil eder. Estetik Urlnler dreterek
VenUs'Un ylzeysel ve tuketim odakli yanini yansitir. Sundugu 6zel yapim maskeler, topluma
sunulan sahte kimligi (persona) dogrudan gosterir. Roma mitolojisinde Vends; ask, gizellik, arzu
ve dogurganlik tanrigasidir; Yunan mitolojisindeki karsiligi Afrodit'tir. Venus ¢ekiciligi, estetigi ve
uyumu sembolize eder; astrolojide ise estetik alg, iliskiler ve haz ile iligkilendirilir (Bulut, 2021, s.
89).

Mars (Isla): Isla, golge / savasgi arketipini somutlastirir. Silah endistrisinde faaliyet gosteren
Isla, Mars'in yikici ve savascl dogasini temsil eder. Tematik silah dretimi, siddetin metalasmasini
sergiler ve kolektif golge enerjisini digsallastirir. Roma mitolojisinde Mars, savas ve askeri strateji
tannisidir; Yunan mitolojisindeki karsiligi Ares'ti. Mars cesareti, mucadeleyi ve eril enerjiyi
bunyesinde barindirir. Ares'in aksine Mars, kaostan ziyade disiplinli bir askeri duzeni vurgular
(Bulut, 2021, s. 103).

Jupiter (Klen): Klen, anne (mekanize) arketipini yansitir. Cinsellestiriimis performanslarin
sergilendigi bir sanat fabrikasinin sahibi olarak, uretilen "kadin makine" figurleri, anne arketipinin
kutsal ozelliklerinin tiketim nesnelerine donusturulerek mekanize edilmesini sembolize eder.
Roma mitolojisinde Jupiter tanrilarin kralidir; Yunan mitolojisindeki karsiligr Zeus'tur. Bollugu,
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buyuklugu ve otoriteyi sembolize eder. Astrolojide JUpiter genislemeyi, bilgeligi ve inang
sistemlerini temsil eder (Bulut, 2021, s. 112).

Satlrn (Sel): Sel, yikici baba arketipiyle iliskilendirilir. Gocuklari gelecekteki dlismanlara karsi
psikolojik olarak sartlandirmak i¢in savas temali oyuncaklar treten Sel, Saturn arketipinin kontrol
yonlnl somutlastirarak cocuklarin gelecedini sekillendiren otoriter bir paternal figtire (yikici
baba) donusur. Satirn, zaman ve disiplinin Roma tanrisidir; Yunan mitolojisindeki karsiligi
Kronos'tur. Satlirn zamanin sinirlari, disiplin ve otorite ile iliskilendirilir (Bulut, 2021, s. 122).

Uranis (Berg): Berg, yikicl anne (bastiriimis) arketipini gosterir. Bagkanin ekonomi danigsmani
olan Berg'in annesi, onun bireysel 6zgurltigunu kisitlayarak potansiyelini bastirir. Bu durum, yikici
anne arketipinin etkisini orneklendirir. Yunan mitolojisinde Uranus gokyuzu tanrisi ve Gaianin
(Toprak Ana) esidir. Urants 6zgurligd, yenilikciligi ve devrimi sembolize eder (Bulut, 2021, s.
132).

Neptiin (Axon): Axon, manipulatif lider / kurtarici arketipini somutlastirir. Polis memurlarini
kastrasyon (hadim etme) ritlelleri araciliiyla kontrol eden Axon, bastan cikarma ve
manipulasyon yoluyla hakimiyet saglayarak Neptun arketipinin mistik ve aldatici dogasini
yansitir. Neptun, Yunan mitolojisindeki Poseidon'a karsilik gelir. Neptin mistisizm, bilingalti ve
illtizyonla iliskilendirilir (Bulut, 2021, s. 138).

Pldton (Lut): Lut, 6lim ve yeniden dogus arketipini yansitir. Tabutlar minimalist yasam alanlari
olarak pazarlamasi, Pliton'un dondsum temasinin ¢arpitiimis bir yorumunu sunar ve olumu bir
yasam tarzi olarak metalastirir. Pliton, Yunan mitolojisindeki Hades'e karsilik gelir. Olim, yikim
ve yeniden dogusla iliskilendirilir (Bulut, 2021, s. 146).

Kutsal Da@'a yolculuk

Grup, bireysel yolculuklarinin kolektif bir ruhsal arayisa dontsmesini simgeleyen kizil kulede
toplanir. Bilge arketipi olarak simyaci, ruhsal donusim yoluyla olumsuzlige ulasmalar
gerektigini aciklar. Dokuz Olimstiz Figir, grubun ulasmaya calistidi ideal ruhsal olgunlugu temsil
eder. Simyaci, gruba gecmislerinden arinmalarini soyler; bu, bireylesme surecinin kritik bir
asamasidir.

Grup Uyeleri paralarini ve balmumu heykellerini atese atarlar. Bu ritliel, maddi baglardan kopusu
ve sahte benliklerin (persona) yok edilmesini sembolize eder. Hirsizin bir miktar parayi
saklamasi, heniz tam olarak kabul etmedigi golgesini temsil eder.

Yolculuk, ritieller ve ruhsal arinma

Yolculuk, grubun ritieller ve halusinojenik bitkiler araciligiyla bilingalti korkulariyla ytizlesmelerini
saglar. Hirsizi takip eden kadin, onun anima arketipini temsil eder. Simyaci, mucizelerin kaos
yaratabilecegini gostererek ego tatmininin tehlikelerine vurgu yapar. Hirsizin bedeninden ¢ikan
ampute karakter, onun ge¢mis travmalarini ve bastinimis gdlge yonlerini simgeleyen bir
illizyondur. Hirsiz bu illizyonu denize atarak gegmisinden 6zgurlesir ve golge arketipini asar.

Daga tirmanis ve final ylzlesmesi

Grubun Kutsal Dag'a tirmanigi, zorlu ve donusturtcu bir sureci ifade eder. Panayir alanindaki
kapitalist cazibe merkezleri ve eglencelerle karsilasmalari, grubun direnc gosterdigi persona
arketipine yonelik bir sinav niteligindedir.

Hirsizin nihai donisimu ve anima ile butlinlesmesi

Simyaci, hirsiza bir kilig verir ve kendisini kurban etmesini emreder; ancak aniden yerine bir koyun
belirir. Koyunu kurban ettikten sonra hirsiz i¢sel bir dontisum gegirir. Simyaci ona artik kendisinin
efendisi oldugunu ve dissal rehberlere ihtiyaci kalmadigini bildirir. Hirsizin simyacidan ayrilmasi
ve kadinin (anima) ona eslik etmesi, onun nihai bittnlige (kendilik/self arketipi) ulastigini
simgeler. Hirsiz, biling ve bilingdisini, eril ve disil enerjileri dengeleyerek ruhsal tamamlanmaya
ulasir.
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Dokuz dlimsuz figir ve yizlesme

Kutsal Dag'in zirvesine ulastiginda grup, bir masa etrafinda oturan ve oyuncak olduklari anlasilan
dokuz figurle karsilasir. Bu durum, olimsuzItk pesinde kosmanin bir illlizyon oldugunu ortaya
koyar. Simyacl, gercek bilgeligin ve olimsuzligun gergek yasamin iginde gomulu oldugunu
aciklar. Simyaci kameraya ve izleyiciye donerek, “Biz bir rlyayiz, bir imgeyiz. Gergek hayat bizi
bekliyor,” der. Masayi devirir ve kamera geri gekilerek film setini agiga ¢ikarir. Bu sahne, persona
arketipinin tamamen yok edilmesini ve grubun gergeklikle yeniden bag kurmasini temsil eder.

Kutsal Kan (Sante Sangre, 1989) filminin arketipsel incelemesi
Kayip kahraman arketipi

Film, Fenix'in bir akil hastanesinde, bir agacin tepesinde ¢iplak halde oturmasiyla baslar. Bu
durustaki doga ile kurulan bag, onun ruhsal krizini ve toplumsal dizenden yabancilasmasini
sembolize eder. Hemsirelerin ¢ig balik kullanarak onu asagi indirmesi, kahramanin yolculuguna
bir geri donustir. Fenix'in gogsindeki anka kusu (phoenix) dovmesi, dontsimi ve yeniden
dogusu temsil ederek; Fenix'in gegmis travmalarinin kullerinden yeni bir benlik yaratmasi
gerektigini isaret eder. Bir kayip kahraman arketipi olarak Fenix, igsel kaosu ve ruhsal arinmanin
getirdigi zorluklari somutlastirir.

Fenix'in alma (anima) ile ilk karsilagsmasi

Fenix'in aile sirki yeni bir sehre varir. Fenix, clce arkadasiyla birlikte olmaktan memnun olsa da
babasi Orgo'yu sarhos bir halde bulur. Fenix onu uyandirmaya calistiginda Orgo onu tersler ve
Fenix'in sefkat arayisini bosa ¢ikarir. Sirkte, dovmeli kadin, sagir ve dilsiz Alma'yi ip Uzerinde
yurtmeye zorlar. Fenix, Alma'yi yureklendirir ve aralarinda guclu bir bag olusur.

Orgo, alkol bagimligr ve otorite kaybi nedeniyle golge baba arketipini temsil eder. Bu figdr,
Fenix'in bastinimis ofkesinin kaynagini somutlastinr. Dovmeli kadin ise Alma Uzerinde kontrol
kuran ve ona zorluklar dayatan yikici anne arketipidir. Alma, Fenix'in anima arketipini temsil eder.
Onun sagir ve dilsiz olusu, animanin hentiz Fenix'in bilinciyle buttnlesmedigini gosterir. Fenix'in
Alma ile kurdugu bag, onun duygusal derinliklerine erismesini ve bunlari kesfetmesini saglar.
Alma'nin ip Uzerindeki dengesi, animanin nasil cesaret ve istikrar bahsettigini simgeleyerek
Fenix'e ruhsal buttnltge giden yolda rehberlik eder.

Kutsal kilisenin yikiligi ve aile travmasi

Fenix'in annesi Concha, fanatik bir kilt olan "Santa Sangre'ye liderlik etmekte ve bir azize
heykelini yikilmaktan korumaya calismaktadir; ancak Fenix onu oradan uzaklastirir. Sirke
dondugunde Concha, Orgo’nun dovmeli kadinla olan iligkisini kesfeder. Fenix'in gozleri oninde
Orgo, Concha'yl hipnotize eder ve ona tecaviiz eder. Ayni gun, sirkteki yasli bir fil olUr; cesedi
pargalanir ve mahalleli tarafindan tuketilir. Bu vahsete taniklik ederken Orgo, Fenix'e "bir erkek"
olmasi gerektigini soyleyerek ona dovme yapar.

Concha, sagliksiz korumact icguduleri ve fanatizmiyle Fenix'in ruhsal gelisimini kisitlayan kutsal
anne arketipinin fanatik bir versiyonunu ornekler. Orgo, yikici baba arketipi olarak, manipulatif ve
siddet iceren davranislarlyla Fenixin masumiyetine zarar verir. Filin olumud, c¢ocukluk
masumiyetinin sona erigini simgeleyerek Fenix'in travma ve golge unsurlariyla erken yasta
yUzlesmesine isaret eder.

Anka kusu dovmesi ve erkeklige gegis ritueli

Orgo, Fenix'in ellerini baglar ve zorla anka kusu dovmesini yaparak, “Artik sen de benim gibisin,”
der. Bu travmatik ritUel, yikici baba'nin toksik maskilenligini ogluna dayatmasini sembolize eder.
Anima arketipi olarak Alma, dovmeye dokunur ve kusun 6zgurlestigini hayal eder; bu durum,
animanin iyilestirici glcunud ve Fenix'in babasinin karanlik mirasindan kurtulma potansiyelini
temsil eder.
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Gosterinin baglangici: Alma’nin ardindan concha’nin ortaya gikisi

Bir sihirbazlik gosterisi sirasinda Fenix, Alma'yi bir kutuya yerlestirir ancak kutudan Alma yerine
Concha ¢ikar. Bu yer degistirme, anima ile anne figtrinun bilingdisindaki i¢ ice ge¢cmisligini
yansitarak Fenix'in annesiyle olan ¢ozulmemis iliskisine isaret eder. Concha’nin Alma'nin yerini
almasi, Fenix'in psisik dinyasinda anima ve anne arketiplerinin birbirine dolandigini ve bu
durumun onun duygusal gelisimini engelledigini gosterir. Concha, yikici anne arketipinin en
tahrip edici yonlerini somutlastirir: KontrolcU, cezalandirici ve yok edici.

Concha’nin 6fkesi ve Orgo’nun intihari

Concha, kocasi Orgo'yu dovmeli kadinla uygunsuz bir halde gordtgunde ofkesine yenik duser.
Orgo’nun uzerine asit dokmesi, Orgo'nun Concha’nin kollarini kesmesine yol acar. Bu durum,
Concha’nin sapkin bir ritlel kurbani olarak kaderini yansitir; kiltin kolsuz azize figuruyle
paralellik kurar ve kendini feda etme takintisinin fiziksel tezahtrinu somutlastirir. Orgo’nun
Concha’nin kollarini kesmesi, bireyin anne figurdyle olan psisik baginin aci verici bir sekilde
kopariimasini simgeler. Orgo'nun nihayetinde intihar etmesi, yikici baba arketipinin nihai yikimina
isaret ederek bu zehirli donglyU kapatir. Karavanda kilitli kalmis ¢aresiz bir cocuk arketipi figru
olan Fenix, bu derin trajediye taniklik eder.

Bireylesme stirecinin kesigimi

Anima arketipi olarak Alma, Fenix'in psisesinde duygusal bir denge saglar; ancak dovmeli kadin
(femme fatale arketipi) onu Fenix'ten ayirir. Bu ayrilik, Fenix'in psisik dengesinin bozulmasini
simgeler; animaile olan bagini koparir ve yeniden kazaniimasi gereken gizil bir ruhsal potansiyele
isaret eder.

Akl hastanesinden kagis ve yikicl anne

Concha, Fenix'i akil hastanesinden yanina ¢agirir. Fiziksel olarak zayiflamis olsa da yikici anne
arketipi olarak Concha, psikolojik manipulasyon kapasitesini korur. Onun etkisi, anne figirtndn
Fenix'in bilingdigindaki ¢ozulmemis varligini yansitir. Sokakta dovmeli kadin (artik animanin yikici
yonlerini temsil etmektedir), Fenix'in bu garpitilmis figlrle ylizlesme arzusunu siddetlendirir.
Alma'nin dovmeli kadindan kacisi, animanin i¢csel guctnu ve yikici guglere boyun egmek yerine
kendini 6zgurlestirme cabasini sembolize eder.

Yikici bilingdisi gugler ve kontrol

Dovmeli kadin daha sonra kimligi belirsiz bir saldirgan tarafindan oldurtltr ve olay yerinde
yalnizca kirmizi tirnakli eller gorundr. Bu eller, Concha’nin yikici anne arketipi ile baglantili olan,
bilingdisinda isleyen guglu ve yikici bir enerjiyi simgeler. Concha'nin “Sihirli Eller” performansi,
Fenix'in annesinin golgesi igindeki hapsolmuslugunu gozler onune serer. Sahnede Fenix, sanki
Concha’nin kollarindaymis gibi hareket ederek annesi tarafindan manipule edilen bir kuklaya
donusur; buradaki eller, Fenix'in kendi iradesinin (failiyetinin) bastirimasini sembolize eder.
Fenix'in rlyalarn ve disi hayaletler, onu sucluluk duygusu ve golge arketipi ile yuzlesmeye
zorlayarak donusume giden yolda kritik bir adim olusturur.

Alma'nin kesfi ve yuzlegmenin doruk noktasi

Alma, Fenix'i bulur ve Concha'nin hayaleti ortaya cikarak Fenix'i Alma'yi oldtirmeye zorlar. Fenix,
bu hallsinatif figlrt karnindan bigaklayarak onu yok eder. Bir geri donis (flashback) sahnesi,
Concha’nin aslinda yillar once oldugunu ortaya ¢ikarir; Fenix, onun kontrolcu etkisini zihninde,
bilingdisindaki otoritesini simgeleyen kolsuz bir manken kullanarak yeniden yaratmistir. Yikici
anne arketipi burada en tahrip edici haliyle belirir. “Benim ellerimi kullan” emrini veren Concha,
Fenix'in iradesini ele gegirir. Fenix'in Concha'yi bigaklamasi, annesinin golgesinden kurtulmak
icin verdigi mucadelenin doruk noktasini ve bilingdisi Uzerindeki kontrolunu yeniden kazanmasini
temsil eder.
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Alma’nin kurtarigi ve ruhsal yeniden dodus

Fenix, zihinsel hapishanesinden kagmaya karar verir ve manken tapinagini yerle bir eder. Aima,
Fenix'in kirmizi yapay tirnaklarini tek tek cikarir; bu, Fenix'in annesinin kontrolinden kurtulmasini
ve iradesini geri kazanmasini sembolize eder. Hayali palyaco yoldaslar ortaya ¢ikar, onu alkislar
ve sonra gozden kaybolurlar; bu, igsel dizenin yeniden tesis edildigine isaret eder. Alma, Fenix'in
gomlegini yirtip anka kusu dovmesini isaret eder; bu da Fenix'in ruhsal 6zgurlesmesini ve
gecmisinin kullerinden yeniden dogusunu simgeler. Anima arketipi olarak Alma, Fenix'in nihai
kurtaricisi olur.

Fenix ve Alma’'nin polise teslim olusu

Alma'nin rehberliginde Fenix disari ¢ikar. Polis memurlari Fenix ve Alma'ya ellerini kaldirmalarini
emreder. Fenix ellerine bakar ve “Ellerim, kendi ellerim!" diye haykirr; bu, ozerkliginin
(otonomisinin) geri gelisini fark ettigi andir. Bu an, Jung'un bireylesme sirecinin zirvesini
olusturur ve Fenix'in ruhsal buttnlige ulagsmasini temsil eder. Anka kusu dovmesiyle baslayan
yolculuk, Fenix'in yeniden dogusuyla sona erer; bu da onun i¢ dinyasinda yakaladigi dengeyi ve
Ozgurlugu kanitlar.

Tartigsma

Bu c¢alismanin bulgular; Jodorowsky'nin filmlerinin yuzeysel olarak Joseph Campbell'in
Kahramanin Sonsuz Yolculugu yapisini kullandigini, ancak sunulan deneyimin (Campbell'in
modelindeki gibi) bir zafer degil; Antonin Artaud’nun Vahset Tiyatrosu felsefesine daha yakin bir
sok, arinma ve yikim ritUeli olarak isledigini gostermektedir. Teorik gercevede detaylandirildig
uzere, Jodorowsky'nin Panik Hareketi'ne dayali sanatsal dili, geleneksel mitolojik zaferi bilingli
olarak reddeder; kaotik ve travmatik olani, donustm icin gerekli bir katalizor olarak benimser
(Babcock, 2004).

El Topo, The Holy Mountain ve Santa Sangre analizleri bu sapmayi dogrulamaktadir: Hirsiz ve
Fenix gibi karakterlerin bireylesme sureci, lineer bir ilerlemeden ziyade siddet, psisik par¢calanma
ve yuzlesme yoluyla gergeklesir. Bu durum, yonetmenin Junggu bireylesme hedefleri ile
Artaud'nun acimasiz fakat ruhsal agidan arindinci metodolojisini  birlestiren sentezini
onaylamaktadir.

Ayrica filmler, surrealist imgelemeyi yalnizca sok yaratmak igin degil, kolektif golgeyi etkili bir
sekilde ifsa etmek icin de kullanmaktadir. The Holy Mountain analizinde kanitlandidi tGzere; Yedi
Gezegen Temsilcisi tarafindan temsil edilen tuketim c¢ilginhigi ve savas gibi evrensel insani
sapmalar, grotesk surrealizm araciligiyla gorantr kilinmistir. Bu yaklasim, Jodorowsky'nin
Freudyen analizden ziyade Jung'un kolektif bilingdisini merkeze alma tercihini pekistirmektedir.
Jodorowsky; mistisizm, simya ve psikobUyU gibi unsurlari sinematik anlatiya entegre ederek
sUrrealizmi genisletmekte ve izleyiciyi hem bireysel hem de kolektif arketipsel yozlasmayla
yuzlesmeye ¢agirmaktadir. Bu durum, eserlerine derinlemesine ¢agdas, politik ve psikolojik bir
boyut kazandirmaktadir.

Sonug ve oneriler

Bu ¢alisma, Alejandro Jodorowsky'nin El Topo, Santa Sangre ve The Holy Mountain filmlerini, Carl
Gustav Jung'un arketip teorisi merceginden tematik analiz yontemiyle inceleyerek sinema ve
psikoloji arasindaki iligkiyi anlamayr amaglamistir. Giris bolumunde de belirtildigi Uzere temel
hedefimiz, Jodorowsky sinemasindaki zengin sembolik dilin ve mitolojik imgelemin, kolektif
bilingdisinda yer alan evrensel arketiplerle nasil iligkilendigini ortaya koymakti. Yapilan analizler;
anima/animus, golge, kahraman ve bilge rehber gibi Junggu kavramlarin, bu filmlerdeki
anlatilarin temel sutunlarini olusturdugunu kanitlamistir.



51 ODUSOBIAD

Baslica bulgular; karakterlerin bireylesme surecinin, travmatik gegmisle yuzlesmelerinin ve
yeniden dogus yolculuklarinin incelenen her filmde merkezi bir Gneme sahip oldugunu ortaya
koymustur. El Topo kisisel bir kahramanlik yolculugunu betimlerken; The Holy Mountain bireyin
Kendilik'e (Self) ulasmak icin ego, golge ve persona katmanlarindan siyrilma c¢abasini
arastirmakta; Santa Sangre ise travmatik bir gecmisin golgesi altinda kimligi yeniden insa etme
mucadelesini ele almaktadir. Bu ¢alisma, Jodorowsky sinemasinin  bireyin donusum
yolculugunu tasvir etme potansiyelini vurgulayarak sinema-psikoloji literaturtine 6zgun bir bakis
acisi sunmustur. Calismanin kisithhgi, yalnizca Jung'un arketip teorisine odaklanmasi ve diger
psikolojik veya sinematik kuramlari disarida birakmasidir.

Gelecekte yapilacak arastirmalar bu disiplinlerarasi alani daha da zenginlestirebilir. Bu
baglamda, El Topo gibi postmodern sinema ornekleri ile Jacques Lacan veya Gilles Deleuze gibi
diger psikolojik teoriler arasindaki etkilesimlerin derinlemesine incelenmesi onerilmektedir.
Karsilastirmali ¢alismalar, Jodorowsky'nin Joseph Campbell'in Kahramanin Sonsuz Yolculugu
semasindan bilincli sapmasini ve Artaud'nun Vahset Tiyatrosu felsefesine olan yakinlhigini
arastirabilir. Ayrica, yonetmenin kendi gelistirdigi ve filmlerindeki ritdelistik sahnelerle
somutlastirdigi Psikobuyl yonteminin potansiyel terapotik veya katartik etkileri, deneysel
arastirma desenleri kullanilarak incelenebilir.

Sonug olarak, ileri arastirmalar yeni perspektifler sunabilir. Jodorowsky'nin filmleri hem
sinematik hem de psikolojik sorgulamalar icin degerli bir kaynak olmaya devam etmektedir.

Cikar catismasi beyani

“Alejandro Jodorowsky Sinemasinda Jungcgu Arketipler” baslikli makalemizin herhangi bir
kurum, kurulus veya kisi ile finansal bir ¢ikar ¢atismasi bulunmamaktadir. Ayrica yazarlar
arasinda da herhangi bir ¢ikar ¢catismasi yoktur.

Finansman
Bu arastirma icin herhangi bir dis finansman destegi alinmamistir.
Yazar katkilari (CRediT)

Yazar 1 (Zelfi Kelleci): Kavramsallastirma; Metodoloji; Arastirma; Veri kiirasyonu; Bigimsel analiz;
Yazim—taslak metnin hazirlanmasi; Yazim—inceleme ve dizenleme; Gorsellestirme.

Yazar 2 (Muhsine Sekmen): Kavramsallastirma; Metodoloji; Dogrulama; Stpervizyon; Proje
yonetimi; Yazim—inceleme ve dlzenleme.

TUm yazarlar, el yazmasinin son halini okumus ve onaylamistir.
Veri erigilebilirligi

Veriler, makul bir talep Gzerine sorumlu yazardan temin edilebilir.
Yapay zeka (YZ) araglarinin kullanimi

Bu galismada yapay zeka destekli higbir arag kullaniimarmistir. igerigin butinligu, 6zgunligu ve
dogruluguna iliskin tim sorumluluk yazarlara aittir.
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