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Abstract: The concept of “quan bian § , Which can be translated as contingency, has been

referred to achieving adaptability in Confucian Classics. In order to practice wisdom, both
Confucius and Mencius emphasize contingency along with the principle of “zhong yong H1f&”,
which is the main form of adhering to the golden mean. However, they disagree on internal
and external motives of enhancing self-cultivation. Confucian thought prioritizes that virtues
are acquired by learning to conform to the traditional norms, while Mencian thought prioritizes
that virtues are emerged by knowing the natural values. This kind of disagreement is
undoubtedly concerned with the differences in their human nature theories. Unlike Confucian
theory that highlights inherently similar nature, Mencian theory proclaims inherently good
nature. Since Confucius and Mencius have opponent views about innate characteristics,
explanations referring to moral ethics specifically indicate postnatal education where the
motives are separated into internal and external ones. This paper will discuss the role of
contingency in Confucian and Mencian philosophy by considering the statements that reveal
the possibilities and impossibilities of moral adaptability.

Keywords: Confucianism, Contingency, Adaptability, Moral Ethics, Self-Cultivation

Introduction

Early Confucianism mostly explains the principles of practicing wisdom. By
establishing an ideological system, Confucius (551-479 BC) was a prominent
philosopher owing to his sociopolitical views. The teachings of Confucius were deeply

1This paper provides an extensive part of the research conducted within the project titled “The Globalization
of Confucian Studies”, supported by Guiguzi Stratagem Learning.

*Assoc. Prof. Dr., ORCID: 0000-0002-4325-3097, ilknursertdemir@windowslive.com, # ™
™ Prof. Dr., Guiguzi Stratagem Learning; ORCID: 0009-0003-9109-235X, heising@ymail.com, # ™

Citation | 3| | Alinti: Sertdemir, I, Tso, H.S. (2025). “The Differences Between Confucian and Mencian Contingency.” Journal of Chinese Research, 2, 1-14.
http://doi.org/10.5281/zenodo.17968833

Translation of the Title in Other Languages | f5if3{hifi 7 #4i% | Diger Dillerde Bashgin Gevirisi:
(L AR BRI (1% 5+ [Kong Meng Sixiang Zhong Quanbian Lun de Chayi]
Konfugyiis ve Mengzi Ogretilerinde Olumsallik Uzerine Farkliliklar

Plagiarism Check & Peer Review: This article has been scanned via a plagiarism software and reviewed by at least two referees
PRI S FTIPH . AL CIT R, RS AR,
Asirma incelemesi ve Akran Degerlendiresi: Bu makale intihal programinda taranmis ve en az iki hakem degerlendirmesinde gegmistir.

Article Type: Research Article | #37: #i% & | Makale Tiirii: Aragtirma Makalesi
Submission | #£% | Génderim: 20.08.2025, Review | Accepted | #:% | Kabul: 09.11.2025: Published | i | Yayin: 16.01.2026

[EEEZ Journal of Chinese Research is licensed under a Creative Commons Attribution- NonCommercial- NoDerivatives 4.0 International (CC BY-NC-ND 4.0). | hE®%z®E
[Zhongguo yanjiu gikan] &4 —JERLtERE A 1EEE 4.0 1HERRHR| Gin Arastirmalani Dergisi, Creative Alinti- GayriTicari- Tiiretilemez 4.0 Uluslararasi (CC BY-NC-ND 4.0) ile

. we-ISSN: 3062-1453 | § 9IS URL: chineseresearches.net | M email: info@chineseresearches.net | 99 Citation/315/ Alinti ® © *5 & | Zprofile/ A AT
Jprofil: & a g A&



http://doi.org/10.5281/zenodo.17968833
mailto:ilknursertdemir@windowslive.com
https://orcid.org/0009-0003-9109-235X
mailto:heising@ymail.com
http://doi.org/10.5281/zenodo.17968833
http://copyright.filistin.org/
http://telif.filistin.org/
http://telif.filistin.org/
https://issn.chineseresearches.net/
http://chineseresearches.net/
mailto:info@chineseresearches.net

ilknur Sertdemir & Hei Sing Tso 2

rooted in the old tradition which takes precedence over social duties and
responsibilities.? Following the golden mean has possibly been the essence of his
traditional doctrine but continuing the golden mean has certainly been the touchstone
of his normative moral approach. Accordingly, Confucius introduced some virtues

such as benevolence (ren{Z)%and righteousness (yiX), recommending

appropriateness in a standardized manner that conforms to etiquette (litL). In his
Analects 4.15, we can find out that social relationships are attributed to the rules of
reciprocity (zhongshu E%H).* Reciprocity is the theoretical premise of Confucian
ethical values, which subsume the emotions, thoughts, words and deeds of human
beings. In the same chapter, Confucius also defines his own doctrine as the unity of
consistency.’ So, the interaction between consistency and reciprocity may be read as
the normative regulation of human behaviors. In this sense, we can say that Confucian
golden mean is presented through reciprocal relations in the family and community.

After nearly two centuries, Mencius (372-289 BC) widely developed and promoted
Confucian teachings along with psychological arguments. In this way, the meaning of
some virtues such as benevolence, righteousness and etiquette has been redefined.
Since Mencius thinks that human beings innately have good virtues, the golden mean
has also been explained in a nonnormative way in order to put emphasis on self-
awareness. In Mencius 2a.6, we can examine that the sense of compassion is the seed
of benevolence, the sense of shame is the seed of righteousness, and the sense of
deference is the seed of etiquette. Assuming human beings are naturally capable of

moral values by the agency of intuitive ability (liang nengRREE) and intuitive

knowledge (liang zhiER%M), Mencius believes that everyone has innate tendencies to
emerge virtue and knowledge (Sertdemir, 2022). Therefore, Mencian wisdom seems

2 Confucianism has been defined as dominating the thought and behavior of Chinese intellectuals and the
general masses alike (Liu, 2006: 24). Furthermore, Amy Olberding has pointed out that “Of philosophers,
historically and globally, there are none who compare to the Confucians for a passionate commitment to
manners and civility” (Olberding, 2019: 49). As Peimin Ni says, “Confucius’ teachings are mostly instructions
about how rather than descriptions about what” (Ni, 2017: 25). So, it can be seen that moral discussions of
Confucianism are more about self-practical commitment, rather than theorized concepts, and Confucian
morality is more about how to educate humankind into moral goodness (Hu and Pu, 2024: 171).

—n

3The term “ren {Z” can also be translated as humaneness.

4 Chinese zhong (/&) and shu (38), which identify the guiding principle of reciprocity, have been the golden
rule of Confucian teachings.

5 The unity of consistency (yi yi guan zhi —LAE ) is a Chinese idiom referred to one principle pervading all
things from beginning to end.

Journal of Chinese Research, 2
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to be quite different from the rules put forth by Confucius. Moreover, Confucian
teaching exemplifies the golden mean as the main principle of reciprocity while
Mencian teaching exemplifies the golden mean as the main principle of morality.®

Mencius, despite being the most influential follower and interpreter of Confucian
doctrines, contextualized moral responsibility quite differently from Confucius. Given
the fact that they have different suggestions on social and political cohesion, we
should note that their statements about moral adaptability also have some
disagreements. In particular, their theories regarding the essence of human nature
pave the way for discussion of how they explain the core of contingency. Both
Confucius’ theory of similar nature and Mencius’ theory of good nature have their own
rationality and subtlety. However, the expressions of sameness and goodness indicate
that self-cultivation is evaluated from two different perspectives (Liang, 2010).
Besides, since the methods of learning knowledge and virtue are not the same, moral
adaptability is also described in two different ways: internally and externally. So, this
paper aims to clarify the implied meaning of Confucian and Mencian contingencies
with reference to classical Chinese texts to sort out which one is more flexible to
enhance self-cultivation.

1. Confucius’ Idea of Contingency

To understand Confucian conceptualization of contingency, we should examine
Confucius’ statement that claims human beings are similar in nature but distant in
practice.® This statement may serve as clear evidence of how Confucius describes
innate tendencies that are neither defined as good nor bad. Similarity in nature means
a neutral birth, having equal and essential attributes of existence without specifying
goodness and badness. On the other hand, distance in practice means behavioral
learning due to the differences of environmental influences on feelings, thoughts and
habits. So, Confucius’ argument clearly distinguishes endowed characteristics from
learned characteristics. In another statement, we can read that human beings who

6 All the translations from Chinese, not otherwise cited, are our own. For further information, see Liji, 31.13;
Mencius, 7a.26.

7 These two different perspectives are related to two distinct ways of learning: self-reflective and self-
restrictive (Xu, 2016). Confucius’ self-restrictive way of learning is a part of his normative approach to
cultivating moral character. On the other hand, Mencius’ self-reflective way of learning is a part of his
intuitive approach to cultivating moral character.

8 In Analects 17.2, Confucius says, “By nature, humans are nearly alike; by practice, humans are entirely
different.”

Journal of Chinese Research 2
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have superior knowledge and inferior ignorance can never change.® Confucius
believes that human nature is neither good nor bad, but the influence of education
and the environment can lead to some differences in learning knowledge and virtue.
Most importantly, he highlights the differences between people due to class-based
inequality, saying:

“Those who know from birth belong to the highest class. Those who know
after learning belong to the second class. Those who learn despite
confusion and exhaustion belong to the third class, and those who refuse
to learn despite confusion and exhaustion belong to the lowest class”
(Analects, 16.9).

Here, Confucius remarks on ways of learning from the perspective of individual
efforts and social circumstances. Those who are born with knowledge are both
superior and noble, and they are able to know without learning. Those who have
knowledge after learning are able to enrich themselves through self-cultivation. They
can realize the negativity of ignorance and then eagerly endeavor to learn. Those who
learn despite confusion and exhaustion are able to dedicate themselves to learning
when encountering difficulties. This means that they learn as long as they need to use
knowledge in order to solve their own problems. Nevertheless, those who refuse to
learn despite confusion and exhaustion are not able to achieve self-cultivation. So, it
can be basically concluded that they always have inferior ignorance.

Apart from the ways of learning, we can also read Confucius’ educational practice
based on teaching methods. In Analects 6.21, he says, “Advanced knowledge can be
taught to those whose qualifications are above mediocrity, but advanced knowledge
cannot be taught to those whose qualifications are below mediocrity.” As it is seen,
Confucius repeatedly mentions the differences between people, and such an
argument enables us to generalize that each individual has different cognitive and
affective learning abilities, except for those who have superior knowledge and inferior
ignorance. To Confucius, superior knowledge is the root of goodness and inferior
ignorance is the root of badness. Morally speaking, Confucius recommends the
regulative effect of practice for people who are able to learn. To cultivate oneself in
morality, one should recognize their own shortcomings. This process can be

%1In Analects 17.3, Confucius says, “No matter what happens, only the wise of highest class and the unwise
of lowest class cannot change.” The term “shang zhi (_ZX)” is the archetype of superior knowledge and the

term “xia yu (Ff&)” is the archetype of inferior ignorance. Therefore, Confucius implies that superior

knowledge does not need to be changed, and inferior ignorance cannot be changed. But most people, except
for these two types, can be changed.

Journal of Chinese Research, 2
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completed through introspection (nei xing ;J&), which is a very effective method of
self-examination.

In Analects 12.4, Confucius assumes that this method guides people in overcoming
worries, fears, and regrets. This is because experiencing introspection enables human
beings to engage in self-criticism. In this way, they can learn to enhance their feelings,
thoughts, and behaviors by understanding what is good and what is bad. After
experiencing introspection, individuals actively and consciously improve their moral
character to achieve self-cultivation. This is how Confucius emphasizes the importance
of postnatal education.®

From a moral perspective, to change and improve through learning could be
referred to as an example of Confucian contingency. In Analects 9.22, he says, “Some
greening plants can grow but not bloom, and some flowering plants can bloom but
not fruit.” Here, Confucius uses plants, flowers, and fruits as metaphors for human
beings, knowledge, and virtue to indicate that there are instances in which moral
adaptability can fail. As for blooming and fruiting, we need to consider the meaning of
good and bad deeds. For many reasons, unexpected situations in nature might occur
that harm the growth of plants, just as in the good and bad deeds of human beings.
Whether it is pursuing knowledge or virtue, each human feeling, thought, and
behavior should normally conform to good tendencies. Otherwise, bad tendencies
inevitably frustrate the achievement of moral adaptability. In Analects 9.30, Confucius
stresses on occasional failures of normative behaviors, saying:

“Those who learn with us may not be able to walk along the same path,
those who walk along the same path may not be able to follow the rules
of etiquette, and those who follow the rules of etiquette may not be able
to practice moral adaptability.”

Here, Confucius gives point to the impossibility of equal potential in achieving
moral adaptability. In the long process of human life, everyone goes through different
stages. Notably, there can always be unexpected difficulties on the path of learning
knowledge and virtue. Some people give up halfway, while some persevere in learning
and those who persevere in learning can improve their moral character. Since each
individual has different ways of dealing with problems, Confucius tries to approve that
all people cannot share the same eagerness for learning. Even if they can steadfastly
pursue knowledge and virtue, there will necessarily be differences in handling

10 As Peimin Ni pointed out that Confucius’ primary concern is always how to live a better life and how to
become a better person (Ni, 2017: 24).

Journal of Chinese Research 2
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problems, because being flexible obviously refers to the ability of being adaptable to
changing circumstances. 1

However, in Analects 14.12, 16.10 and 19.1'2, we can analyze that Confucius’
sayings are normative but not flexible. Explaining moral perfection, he directly focuses
on righteousness. In Confucius’ view, those who are tempted to pursue self-interest
cannot achieve moral adaptability. This means that Confucius distinguishes
righteousness (yiX) from sordidness (li &) and takes righteousness as the guiding
principle of affective and cognitive motives. To understand his view correctly, we
should figure out the meaning of sordidness. Whether it's power, wealth, fame, or
fortune, which satisfies personal desires, can be regarded as a part of sordidness. In
The Book of Rites, we can read the comparison between taking righteousness as a

benefit (yi yi wei liILAX J9F) and taking sordidness as a benefit (yi li wei liILAFI/9F!
).23 This type of comparison indicates that behaviors driven by self-interest are likely
to disrupt the sociopolitical order. This is to say, those who can overcome the desires

that are far away from knowledge and virtue are undoubtedly representatives of
moral adaptability.

In Analects 8.9, 9.29, 11.22 and 14.28, Confucius emphasizes ultimate wisdom to
achieve moral adaptability. He repeatedly says that the wise people always follow the
golden mean without hesitation and they never oblique imprudence and negligence.
Actually, these anecdotes are the examples of main arguments that directly deny
ignorance. In The Book of Rites, Confucius says, “lI know why some do not follow the
way: wise people exceed the standard rules of the way, and ignorant people are
unable to understand the standard rules of the way” (Liji, 31.4).1* At this point, it is
easier to elaborate on Confucian contingency. Confucius believes that wise people are
confident enough to follow the golden mean, so they cannot know whether they
exceed the principles of the way or not. Ignorant people, on the other hand, are
incompetent to distinguish right from wrong, so they cannot even know the principles
of the way (Fang, 2006: 32). Both extravagant and deficient behaviors are inconsistent

11Yang Bojun has interpreted Confucius’ use of moral adaptability in Analects 9.30 as “adaptable to changing
circumstances” (Yang, 2009: 111).

12 Confucius says, “Seeing profit, the one who thinks of righteousness, can be considered as a perfect human
being.”

13 “In order to ensure prosperity, a country should not prioritize sordidness over righteousness, but prioritize
righteousness over sordidness” (Liji, 42.16).

14 |n Confucianism, the concept Dao (1&) has been explained as natural order of the cosmos in which we can

sort out the meaning of “way” or “guiding way”. However, in the Doctrine of the Mean chapter of The Book
of Rites, this concept is attributed to the way of the golden mean. For further information, see Wang, 2006.

Journal of Chinese Research, 2
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with ultimate wisdom, and consequently, practicing temperance®® with impartiality,
equanimity and humility can be referred to as the key to moral adaptability.

In Analects 17.4 and 18.8, Confucius also exemplifies the disadvantages of
preconceived ideas, thoughts and behaviors.'® Accordingly, both passages imply the
practice of righteousness to achieve self-cultivation by being adaptive, responsive,
creative, and innovative (Valmisa, 2021). Instead of following inviolable rules, people
should learn about acceptable and unacceptable conduct. To Confucius, preconceived
notions certainly obscure what is acceptable and unacceptable as well as what is
permissible and impermissible. So, people must keep pace with spatial and temporal
circumstances where exceptional cases are beyond human control. In this way,
Confucian moral adaptability might be the result of moral rigidity in which we can
observe normative rules rather than inviolable rules. Confucius’ traditional approach
is to guide people to follow the standards of etiquette by learning instructions and
prescriptions according to changed conditions (Lai, 2006; Ni, 2017). When taking the
statements above as a paramount expression of Confucius’ normative endorsement,
it can be seen that moral adaptability is external, since Confucian contingency
necessitates adherence to rules and principles, especially traditional norms, which are
acquired by learning knowledge and virtue. However, despite being the most
influential follower and interpreter of Confucian teaching, Mencius presents a
completely different view of moral adaptability by contradicting Confucius’ idea of
contingency.

2. Mencius’ Idea of Contingency

Mencian conceptualization of contingency is directly linked to his theory of the
goodness of human nature and his statement of “everything is complete in our
existential essence”.'” Unlike Confucius, Mencius describes innate tendencies that are

15 Temperance in the modern age has been defined as moderation, in which we can find the meaning of
Confucian golden mean.

16 In 17.4, Confucius plays a joke on his student Ziyou to explain the significance of traditional norms in
educating people. Here, Confucius tries to encourage his student to follow the principles, jokingly asking,
“Why do you use an ox-slaughtering knife to kill a chicken?” This metaphor likely refers to critical advice to
act according to appropriate rules. In 18.8, Confucius compares himself with previous/formal historical
figures, saying, “I am completely different from them and | do not have any preconceived ideas about the
permissible and the impermissible.” This comparison is about social and political duties that conform to
appropriateness (Li, 2018).

7 1n Mencius 6a.2, he says, “The good disposition of human nature is like water’s tendency to flow down.
There are no men innately bad, just as there is no water that does not flow down.” In 7a.4, he also states
that honesty, sincerity, and reciprocity can be achieved through self-awareness.

Journal of Chinese Research 2
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defined as good. So, these statements remark that human feelings, thoughts, and
habits are inclined to badness due to the external factors. Mencius’ claim about the
goodness of human nature can be considered as the awareness of knowledge and
virtue. As emphasized in another statement, bad qualities are not the fault of natural
endowments. Mencius says:

“I am saying that human nature is good because our inherently feelings
are good. As for some people who do bad deeds, cannot blame their
innate nature. Everyone on earth inherently has the sense of compassion,
the sense of shame, the sense of deference, and the sense of right and
wrong. The sense of compassion is the seed of benevolence, the sense of
shame is the seed of righteousness, the sense of deference is the seed of
etiquette, the sense of right and wrong is the seed of wisdom.
Benevolence, righteousness, etiquette, and wisdom are not infused into
us from outside. We are all born with these virtues. But the problem is
that we do not know how to cultivate them” (Mencius, 6a.6).

Here, Mencius explains the necessity of self-awareness in detail. Since human
nature is inherently good, bad deeds are the certain results of environmental
influences. His theory is based on four feelings® through which we can cultivate our
innate virtues. In this way, Mencius traces the premise of natural endowments as the
goodness of inner feelings. In the same passage, he also says, “If you pursue, you will
find it; if you ignore, you will lose it.” To Mencius, the main reason why people are
different from each other is that they cannot become aware of their essential
goodness. He states that individuals who devote themselves can know their own
nature, those who adhere to benevolence can cultivate their heart-mind and those
who achieve wisdom can maintain their original self.® Additionally, unlike Confucius,
Mencius addresses social equality by saying, “The sage and | are of the same kind.”?°
He believes that human beings share common pursuits as well as similar abilities. But
the differences between people originate from ignorance that causes material desires
to prevail.

18 Four sprouts (si duanPUiig) are the core concepts of human feelings. After Confucius, Mencius further
focused on explaining traditional values in an analogical and metaphorical way in order to guide people who
are aware of innate knowledge and virtue.

19 Mencius, 1a.7; 4b.28; 7a.1.

20 Mencius, 6a.7. This anecdote indicates that Mencius has been a proponent of justice. He cites a social
system in which individuals are not classified according to hierarchical status. This is why Mencius claims
that all humans are capable of becoming a sage (Hu and Pu, 2024).

Journal of Chinese Research, 2
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In Mencius 7b.35, we can read a recommendation for reducing inessential needs.
Since his theory prioritizes the needs of spiritual life, it is clear that material desires
are excluded in the process of self-cultivation. In this statement, Mencius explains the
only way to achieve sageliness and virtuousness is to abdicate sensual pleasures. In
other words, material desires and sensual pleasures pose obstacles to cultivating
one’s moral character. To Mencius, people who are aware of innate knowledge and
virtue can remain the heart-mind of a newborn babe.?! This argument is related to the
goodness of our existential essence, which can also be referred to as original
innocence. Mencius believes that each human being has a heart-mind that cannot
bear to see others’ suffering, exemplifying an intuitive sense:

“Suppose that someone suddenly comes across a little child who is about
to fall into a well. Anyone who experiences this moment will indisputably
be afraid and worried owing to the sense of compassion. Having such a
feeling is neither to please the parents of the child nor to win the praise
of their neighbors and friends, nor to dislike acquiring a bad
reputation/disrepute for leaving the child in the lurch” (Mencius, 2a.6).

Here, Mencius explains a subtle way of intuitive learning. The term bu ren (473,

which means being unable to bear, provides a clue to the ability for empathy. Given
that human beings are born with the sense of compassion, and benevolence is the
expression of the sense of compassion, Mencius stresses that everyone has a natural
potential to become intuitively aware of selfless behaviors. His arguments on cognitive
and affective motives should be understood as the internal intentions. Furthermore,
his theory expounds that different behaviors are not the results of natural tendencies
but the results of environmental influences. In Mencius 6a.8, we can read that
environmental influences cause people to move away from essential goodness. He
says, “What originally exists in our essential self if we are deprived of benevolence and
righteousness? The reason why people lose their conscience is like hewing down the
trees on the mountains.”?? This statement indicates that external factors might harm
the essential goodness of human nature, just as the green areas turn into barrens.

21 Mencius, 4b.12. In Mencian philosophy, the term heart-mind (xin /') is attributed to the integration of
feelings and thoughts, and is characterized by the concept of “self”. Additionally, the heart-mind of a
newborn babe (chizi zhi xinFRF2Z /'), also known as a child-like heart, represents the key point of Mencian
essential goodness that should be maintained for life.

22 |n this passage, Mencius uses an analogy concerning Mount Niu. Firstly, he illustrates this mountain with
a great view full of lush green trees. Then, he blames people who hewed down the trees and destroyed the
spontaneous balance of the nature with the aim of expanding the lands.

Journal of Chinese Research 2
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Actually, Mencius tries to conclude that our existential essence needs to be nourished
to grow innate knowledge and virtue. Otherwise, essential goodness will perish
because of acquired habits and evil-minded deeds. His approach conveys the same
message as his anecdote, “if you pursue, you will find it; if you ignore, you will lose it,”
which emphasizes the importance of self-cultivation.

In another statement, Mencius assumes that moral adaptability cannot be
dissociated from external contingency. He exemplifies how to be flexible regarding
the norms of etiquette. In The Book of Rites, we can read an ancient rule that directly
prohibits physical contact between men and women.? However, in Mencius 4a.17, it
is seen that a man can touch a woman to rescue her from drowning in the water:

“If a man who does not dare to save his sister-in-law from drowning in the
water, is indifferent from jackals and wolves. It is a common etiquette for
men and woman not to touch each other when giving or receiving things.
Nevertheless, bestowing a hand on a woman who is about to drowning
and rescuing her from danger, is an exceptional case.”

Here, Mencius suggests being flexible despite the rules of etiquette. This means
that even traditional principles can be tolerated in special circumstances. More
specifically, Mencius condemns the people who narrow-mindedly obey to the norms,
ignoring the sense of compassion. In Mencius 6b.1, he also compares the necessity and
unnecessity between basic needs and norms, saying, “Comparing the important
aspects of appetite with the unimportant aspects of etiquette, isn’t eating more
important?” This statement implies that immoderate needs and norms are not
incompatible with adaptability and flexibility. To Mencius, adhering to rules and
principles is important, but considering balance and coherence is more important. In
Mencius 4b.11, he also states that a virtuous person doesn’t foresee speaking sincerely
and behaving resolutely, but always follows the righteousness. This statement
emphasizes not only spontaneous feelings and thoughts, but also righteous words and
deeds. For Mencius, achieving moral perfection requires the integrity of benevolent
and righteous behaviors, since benevolence is the human self and righteousness is the
human way (Mencius, 6a.11). His assumption is therefore responsive to the following
argument: Words and deeds should be subject to righteousness, and without
benevolence social norms, including etiquette, cannot be practiced.

In this regard, compared with Confucian contingency, Mencian contingency is
more akin to flexible wisdom. While both ethical and political ideas emphasize the

2 “Men and women should not touch each other (nan nii shou shou bu qinSBXZIZZAE)” was a core

principle in ancient China. This principle referred to the idea that unmarried men and women should
maintain a certain distance between each other. For further information, see Liji, 30.38.
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golden mean, they have completely different perspectives. When there is a conflict
between laws and morals, Confucius advocates adhering to strict rules and principles.
On the other hand, Mencius advocates improving moral standards rather than
adhering to strict rules and principles.?* This kind of disagreement has apparently
influenced their statements on adaptability and flexibility. As Mencius says, “being
urgent about the golden mean without being adaptable to changing circumstances can
lead to intemperance”?; contingency requires a certain flexibility for particular
conditions. Identifying contingency as a way of being adaptable and flexible, we can
remark that cultivating moral character is also explained in two different perspectives
due to the human nature theories in Confucian and Mencian teachings. Since
Confucian teaching highlights acquired knowledge and virtue, cultivating moral
character is external. Owing to the fact that Mencian teaching highlights innate
knowledge and virtue, cultivating moral character is internal. Considering learnt and
inherent characteristics prioritized by Confucius and Mencius, it seems possible to sort
out that Mencian contingency on moral adaptability cannot fail.

Conclusion

In this paper, we tried to examine the differences between Confucian and Mencian
contingency in terms of the principles of their doctrines by highlighting the golden
mean in particular. For this purpose, we discussed three main arguments to analyze
their ideas for achieving moral adaptability. Although the ultimate goal of a human
being is to complete and elevate moral perfection in their teachings, enhancing self-
cultivation clearly differs in self-reflective and self-restrictive methods explained
through internal and external motives. The first argument based on the way of
learning, ascribing moral responsibility to individuals, has been referred to as learnt
and inherent characteristics. Confucius’ theory of similar nature plays a critical role in
explicating acquired knowledge and virtue. Accordingly, human beings learn goodness
and avoid badness through practical experience. In contrast, Mencius’ theory of good
nature alludes to a key point in realizing innate knowledge and virtue, allowing human

2 Their disagreement also refers to the concept of self-control. For Confucius, human beings cannot control
each exceptional case in this life, as they have to be obedient to predestinated laws and predetermined
norms. Specifically, for Mencius, human beings can control exceptional cases because they innately have the
sense of right and wrong. Unlike Confucius, Mencius claims that human beings are naturally capable of being
adaptable to changing circumstances. For discussions on Confucian and Mencian flexibility within human
control, see Bloom, 2003; lvanhoe, 1991; and Perkins, 2006.

25 Mencius, 7a.26. In this statement, he underlines the importance of consistency and stability in
temperance. To Mencius, holding on to any idea or insisting on any issue is contrary to the principle of the
golden mean.
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beings to improve goodness and restrain badness through moral awareness. Thusly,
we figured out that continuing the golden mean is essentially based on two
foundations. In other words, Confucian normative approach to cultivating moral
character is external, while Mencian intuitive approach to cultivating moral character
is internal.

Another argument concerning moral adaptability indicates a conflict over whether
human beings have equal or unequal potential. In Confucian ethics, we can note that
appropriateness to laws and norms is the main principle in regulating the proper way
of enhancing self-cultivation. Confucius believes in the impossibility of common ability
because of class-based inequality. In Mencian ethics, we can note that consciousness
of existential essence is the main principle in pursuing the proper way of enhancing
self-cultivation. Mencius believes in the possibility of common ability by means of
social equality. In this respect, their doctrines on how moral adaptability is achieved
are also evaluated from two different perspectives. Following this, the last argument
regarding the primary meanings of benevolence and righteousness implies a certain
opposition about being flexible or not. Confucius persists in adhering to the norms of
etiquette and focusing on righteous behaviors rather than feeling compassion for
fulfilling benevolence. However, Mencius assumes that feeling compassion is the
beginning of each moral value, such as benevolence and righteousness. The fact
remains that their disagreement arising from the conceptualization of contingency
allows us to see that Confucian rigidity causes some occasional failures, but Mencian
flexibility eliminates all occasional failures.
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Bir Saniyelik Hafiza: Zhang Yimou’nun “Bir Saniye” (One Second) Filminde
Kiltir Devrimi, Sansiir ve Sinema

Dursun Can Simgek *

Oz: Bu calisma, Zhang Yimou’nun One Second (2020) filmini Kiiltiir Devrimi hafizasi, sinema
deneyimi ve Xi dénemi Cin’inde sansiirle mizakere edilen kiiltiirel Gretim rejimi kesisiminde
nitel bir tekil vaka analizi olarak ele almaktadir. Makale, filmin Kiltiir Devrimi’ni epik tarih
anlatilar yerine “bir saniyelik” kirllgan bir goriinti pargasina sikistiran estetik stratejisinin,
gecmisin nasil hatirlanabilir kilindigina dair giincel bellek siyasetini goriintrlestirdigini savunur.
Analizde kolektif/kultirel bellek (Halbwachs, Nora, Assmann, Connerton, Erll), travma ve
sinemasal amnezi (Caruth, LaCapra, Elsaesser, Bao) ve yeni sinema tarihi perspektifleri birlikte
kullanilarak film seridinin maddeselligi, gezici sinema rittielleri, kolektif emek sahneleri ve mikro-
iktidar iligkileri yakin okumayla ¢éziimlenmistir. Bulgular, haber biilteni makarasinin ayni anda
devletin propaganda arsivi, babanin kisisel taniklik arayisi ve yoksullugun glindelik nesnesi
(abajur) olarak isleyerek bellek rejimlerini gatistirdigini; “film temizleme” sekansinin sinema
izleme deneyimini igerikten bagimsiz bir ritliel ve bedensel hafiza pratigi olarak kurdugunu
gostermektedir. Filmin festivalden gekilme ve onay siiregleri, sansiirlin yalnizca yasaklayici degil,
dolayhhk ve 6z-sinirlama Uzerinden Gretimi sekillendiren iliskisel bir mekanizma oldugunu
distndirir. GCalisma, One Second’i Cin’de Kiltir Devrimi’'nin glincel yeniden yazimlari ve
sanslrle pazarhk halindeki sinema dretimi agisindan aciklayici  bir vaka olarak
konumlandirmaktadir.
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One-Second Memory: The Cultural Revolution, Censorship, and Cinema in Zhang
Yimou’s One Second

Abstract: This article examines Zhang Yimou’s One Second (2020) as a qualitative single—case
study situated at the intersection of Cultural Revolution memory, cinematic experience, and the
negotiated regime of cultural production under censorship in Xi-era China. It argues that the
film’s aesthetic strategy—compressing the Cultural Revolution into the fragile trace of “one
second” of footage rather than an epic historical narrative—renders visible the contemporary
politics of memory and the conditions under which the past becomes representable. Drawing
on scholarship on collective/cultural memory (Halbwachs, Nora, Assmann, Connerton, Erll),
trauma and cinematic amnesia (Caruth, LaCapra, Elsaesser, Bao), and new cinema history, the
analysis employs close reading to examine the materiality of film stock, the rituals of itinerant
projection, scenes of collective labour, and micro-level power relations. The findings show that
the newsreel reel functions simultaneously as the state’s propaganda archive, the father’s
pursuit of personal testimony, and an object of everyday scarcity (the lampshade), thereby
staging conflicts between overlapping memory regimes. The “cleaning the film” sequence,
moreover, frames cinema-going as a ritualised, embodied practice of remembrance that persists
even when images temporarily vanish. The film’s festival withdrawal and subsequent
approval/release trajectory also suggests that censorship operates not only as prohibition but
as a relational mechanism that shapes production through indirection and anticipatory self-
limitation. The study positions One Second as an illuminating case for understanding
contemporary rewritings of the Cultural Revolution and cinema production in China under
negotiation with censorship.

Keywords: Media, Representation, Chinese Cinema, Cultural Revolution, Censorship
and Cinema.

Giris

Zhang Yimou’nun One Second (Y1 midao zhong, 2020) filmi, ilk bakista mltevazi bir
hikaye anlatir: Calisma kampindan kagan bir adam, Cin’in kuzeybatisindaki issiz bir
bélgede dolasan gezici sinema gosterimine yetismeye ¢alisir; ¢linki bir haber bilteni
makarasinin iginde, 6lmis kizinin gérintlsi yalnizca bir saniyeligine yer almaktadir.
Ancak bu basit gibi goriinen anlati, Kltiir Devrimi’nin ge¢ doneminin (1970’ler), Cin
sinema tarihinin ve gilincel sansir rejiminin kesistigi karmasik bir dGgimu gorinir
kilar. Bir yandan babanin kayip kizini beyaz perdede “geri ¢agirma” arzusu, travmatik
bir kolektif gegmisin kisisel hafizalardaki izlerini takip ederken; diger yandan film
seridinin maddeselligi, gezici projeksiyonun ritlellesmis toplumsal deneyimi ve
propaganda igerigi, sinemayi basli basina bir hafiza mekani olarak konumlandirir
(Halbwachs, 1992; Nora, 1989; Connerton, 1989).
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Filmin Gretim ve dolasim tarihinin kendisi de bu hafiza tartismasini derinlestirir.
One Second 2019’da 69. Berlin Film Festivali'nin yarisma bolimine segilmis, ancak
gbsterimine glinler kala festival programindan “post-prodiksiyonda yasanan teknik
sorunlar” gerekgesiyle ¢ekilmistir (Frater & Vivarelli, 2019; Brzeski, 2019). Benzer
bicimde Cin’de son yillarda bazi yapimlarin festivallerden “teknik sebeplerle” geri
cekilmesi, bu formilasyonun sansir kararlarini perdeleyen resmi bir dil haline
geldigine isaret etmektedir (Frater & Vivarelli, 2019; Brzeski, 2019). Uluslararasi basin
ve elestirmenler, One Second’un politik olarak hala hassas kabul edilen Kiltiir Devrimi
doénemini glndelik hayat ve zor kosullar igindeki siradan insanlar Gzerinden
anlatmasinin, bu midahalenin asil nedeni olabilecegini 6éne siirmustir (Bradshaw,
2022; Frater, 2020; Brzeski, 2019). Film daha sonra, yeniden kurgulandigi ve bazi
sahnelerin ¢ikarilip bazilarinin yeniden gekildigi yoniindeki iddialar esliginde, 2020’de
Cin’de ve 2021’den itibaren uluslararasi segkilerde gdsterime girmistir (Frater, 2020;
Brzeski, 2019).

Dolayisiyla One Second, yalnizca Kiltlir Devrimi’ni konu alan bir dénem filmi degil,
ayni zamanda Xi Jinping donemi Cin’inde ge¢misle kurulan resmi ve gayri resmi
iliskilerin sinema Gzerinden nasil diizenlendigine dair glincel bir 6rnektir. Xi ddneminin
kdltlr siyaseti, hem Kaltlir Devrimi’'ni “asilmis bir sapma” olarak ¢ergeveleyen 1981
tarihli Parti kararinin gizdigi sinirlari korumaya devam etmekte (Chinese Communist
Party Central Committee, 1981), hem de ulusal birlik, istikrar ve “Cin riyasi”
soylemiyle uyumlu olmayan temsilleri gesitli yollarla denetim altinda tutmaktadir
(Yang, 2016; Aranburu, 2017; Grealy vd., 2019; Fang, 2024)). One Second’un hem igerik
dlzeyinde Kaltir Devrimi’'ni nostaljik, duygusal ve mikroskobik bir an Gzerinden
yeniden kurmasi hem de dolasim dizeyinde sansirle pazarlik halinde bigim
degistirmesi, Cin calismalarina odakli bir okuma igin zengin bir analitik imkan
sunmaktadir.

Cin sinemasi literatlirinde Kiltir Devrimi’nin sinemasal temsili uzun siredir
tartisma konusudur. Chris Berry, Mao sonrasi donemde cekilen Kultir Devrimi
filmlerinin, ulusal tarih anlatisinda dnemli bir kirilmaya isaret ettigini; “post-sosyalist”
olarak adlandirdigi bu sinemanin, resmi sosyalist biyik anlatilardan koparak siradan
insanlarin deneyimlerine odaklanan ¢ift anlamh ulusal alegoriler trettigini 6ne sirer
(Berry, 2004; Berry & Farquhar, 2006). Jing Meng (2020) ise Kiltir Devrimi'ne dair
sinemasal ve televizyon temsillerinin, pargalanmis kisisel hatiralar ve nostaljik tonlar
Gzerinden resmi tarihi gélgede birakan alternatif bir hafiza rejimi kurdugunu belirtir.
Ying Bao’nun (2018) Coming Home (2014) ve Red Amnesia (2014) filmlerini “hatirlama
bicimi olarak sinemasal amnezi” kavramiyla yorumlamasi, unutma ile hatirlama
arasindaki diyalektik iliskiyi ortaya koyar; bastirilan gegmis, dogrudan temsil edilmek
yerine bosluklar, suskunluklar ve bastirilmis imgeler araciligiyla geri doner (Pickowicz,
2012; Peng & Raidel, 2018).
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One Second, bu literatilrle dolayh bir diyalog icindedir. Film, Kiltiir Devrimi’'ni To
Live (1994), Farewell My Concubine (1993) ya da The Blue Kite (1993) gibi epik 6lgekli
ulusal alegorilerde oldugu gibi uzun bir tarihsel dénem boyunca ailelerin basina gelen
felaketler lizerinden anlatmaz; bunun yerine, tek bir gecelik gosterime sikismis “bir
saniye”lik goriintliniin pesinde kosan bir babanin kisisel takintisi etrafinda travmanin
yogunlastigl mikro bir ani buyutir. Meng’in (2020) vurguladigi pargalanmis ve
ozellesmis hafiza anlatilari gergevesinde One Second’daki “bir saniye”, hem resmf tarih
anlatisinin disinda kalan bireysel bir yasin kristallestigi ani, hem de film seridi Gzerinde
donmus, tekrar tekrar oynatiimak istenen ama sansir, yoksulluk ve maddi kosullar
nedeniyle her an kaybolma tehdidi altindaki kirilgan bir bellek izini temsil eder.

Bu c¢alisma, vyukarida oOzetlenen tartismalardan hareketle su sorulara
odaklanmaktadir:

1. One Second, Kiiltiir Devrimi’ni nasil bir hafiza rejimiiginde yeniden kurar?

2. Haber biilteni makarasi ve gezici sinema pratigi, kolektif ve kisisel bellek
arasindaki iliskiyi nasil sahneye koyar?

3. Filmin sansirle iliskili dolagim oyklsli, Xi doénemi Cin’inde geg¢misle
hesaplagsma ve unutma siyasetini anlamak agisindan ne soyler?

4. One Second, Cin sinemasl icinde post-sosyalist hafiza filmleri gelenegiyle nasil
bir streklilik ve kopus iliskisi icindedir?

Bu sorulari yanitlayabilmek icin makale, 6ncelikle kiltirel bellek, sinemasal amnezi
ve post-sosyalist sinema literatiirli etrafinda bir kuramsal ¢erceve sunacak; ardindan
Kaltir Devrimi hafizasinin Cin’deki resmi ve gayriresmi siyasal baglamini kisaca
Ozetleyecektir. Daha sonra, yeni sinema tarihi yaklasimindan da yararlanarak, One
Second’un anlati yapisi, karakter iliskileri ve gorsel-maddesel stratejileri ayrintil
bicimde ¢6zimlenecektir. Makale, sonug¢ boliminde, filmin Cin g¢alismalarina
katkisini, 6zellikle de Kdiltlir Devrimi’nin giincel yeniden yazimlari ve sansirle pazarlik
halindeki sinema Uretimi baglaminda tartisacaktir.

1. Kolektif ve Kiiltiirel Bellek: Toplumsal Cergeveler ve Hafiza Mekanlari

Kolektif bellek tartismalarinin klasik ¢ikis noktasi Maurice Halbwachs'tir.
Halbwachs, bellegi bireysel bir zihinsel kapasite olarak degil, her zaman
belirli toplumsal ¢erceveler (cadres sociaux) icinde isleyen kolektif bir siire¢ olarak
kavrar (1992). Bir baska deyisle ge¢misi hatirlarken, tek tek bireyler olarak degil; aile,
sinif, ulus, din, kusak gibi belirli gruplarin perspektifinden ve o gruplarin sagladigi
anlam ufuklariiginden hatirlariz. Yazara gore kolektif bellek her zaman segicidir: farkli
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gruplar gegmisten farkh pargalari 6ne cikarir, bazilarini bastirir ve bu segicilik, grubun
kimlik ve eylem bicimlerine geri beslenir.

Bu yaklasim, One Second’daki bireysel gibi gériinen yas hikayesini, Kiltiir Devrimi
kusaginin alt sinif kirsal kesimindeki kolektif deneyim baglamina yerlestirmeyi
mimkin kilar. Calisma kampindan kagan baba, yalnizca “kendi kizin1” aramaz; ayni
zamanda bir kusagin zorla pargalanmis ailelerinin, emek rejimlerinin ve damgalanmis
bedenlerinin temsilcisidir. Bireysel hafiza, mevcut toplumsal konumlaniglar isiginda
yeniden kurulur; baba da kizina dair hatiralari, buglinkii marjinalligi, yoksullugu ve
sucluluk duygusu icinden yeniden orgiitler.

Halbwachs’in kolektif bellek kavrayisi, Pierre Nora’nin (1989) hafiza—tarih
ayrimi ve “hafiza mekanlar” (lieux de mémoire) kavramiyla derinlesir. Nora’ya gore
modern ulus-devletler ve hizla degisen toplumlarda “kendiliginden isleyen” bir hafiza
ortamindan (milieux de mémoire) artik s6z edemeyiz; gegmisle iliski giderek bilingli
olarak Uretilmis simgesel digim noktalarina —anitlar, miizeler, ritieller, arsivler,
medyatik imgeler—kayar (Nora, 1989). Hafiza mekani yalnizca fiziksel bir yer degil; ayni
zamanda bir nesne, bir anlati, bir ritiiel ya da bir gériintii de olabilir. Onemli olan,
kolektif anlamin ve duygulanimin bu diigiimde yogunlasmasidir.

One Second’a Nora perspektifinden bakildiginda, filmdeki birkag somut unsur
hafiza mekani olarak 6ne gikar: Haber bilteni makarasi: Parti-devlet igin propaganda
ve resmi tarih materyalidir; baba igin ise kizinin son goriintlisiini tasiyan tek somut
izdir. Ayni nesne, iki farkh kolektif cercevede tamamen farkl bellek islevleri Gstlenir.
Gezici sinema araci ve agik hava gosterim alani: Kirsal toplulugun bir araya geldigi hem
propaganda hem eglence hem de glindelik kagisin sahnesidir. Burada sinema, Nora’nin
(1989) tarif ettigi gibi gegmisi ve ulusal imgelemeyi yogunlastiran bir hafiza mekanina
dondgir. Film seridinden yapilmis abajur ve ev ici kullanimlar: Travmatik tarihsel
déneme ait gorintdlerin, giindelik yasam nesnelerine ickin hale gelmesini; dolayisiyla
gecmisin  hem evcillestirilmesini hem de sirekli ama fark edilmeyen bir
bicimde mevcudiyetini gosterir.

Jan Assmann (1995), Halbwachs ve Nora’nin acgtigi hatti “iletisimsel bellek” ve
“kaltarel bellek” ayrimiyla sistematiklestirir. Assmann’a gore iletisimsel bellek, Gg
kusaklik bir zaman ufkunda, glindelik iletisim ve tanikliklarla tasinan, goérece akiskan
bir bellek bigcimidir; kiltirel bellek ise metinler, ritiieller, simgeler, kurumlar ve
medyatik tasiyicilar araciligiyla kurumsallasmis, uzun erimli bir hafiza rejimi Gretir.

Bu ayrim, One Second'da iki diizeyde somutlasir: iletisimsel bellek diizeyi: Baba ile
onu taniyan koéyliler, kizina dair kiiglik anekdotlar ve sdylentiler paylasirlar; baba kizini
kendi duygusal anlatisi icinde idealize eder. Bunlar Assmann’in (1995) tanimladig
anlamda kisa erimli, kisisel ve ylz ylize aktarilan hatiralardir. Kiltirel bellek
dlzeyi: Kizin gorintlstind iceren haber bilteni, devlet arsivlerinin ve sinema
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kurumunun pargasidir; gezici sinema gosterisi, propaganda amagli ulusal hafiza Gretim
mekanizmasinin sahadaki tezahiridir. Bu diizeyde bellek, bireylerin anlatilarindan
bagimsiz olarak érgltlenmis kurumsal bir diizenlemedir.

Film, bu iki diizeyin g¢akistigi noktada dramatik yogunlugunu kurar: Devletin
propagandif kiltlrel bellegi icin siradan bir gorlintli olan kare, baba igin iletisimsel
bellegin en kritik, en kirllgan anina donisir. Boylece Assmann’in (1995)
kavramsallastirdigi kiltirel bellek, One Second’da somut bir gatisma sahnesi haline
gelir.

Kolektif/kulturel bellek literatlirine daha yakin tarihli katkilar, bellegin yalnizca
soylemsel ve metinsel ylzini degil, bedensel ve pratik boyutunu da vurgular. Paul
Connerton (1989), How Societies Remember eserinde, ge¢cmise dair imgelerin ve
bilgilerin yalnizca metinler ve resmi anlatilarla degil, ayni zamanda bedensellesmis
ritlel pratikler araciligiyla tasindigini savunur. Ona gore toplumsal bellek, bedenlerin
tekrar eden jestleri, torensel oturus kalkis bigimleri, torensel yuriyusler ve belirli
mekanlari isgal etme tarzlari igcinde somutlasir.

One Second'’daki gezici sinema sahneleri Connerton’in yaklasimiyla okundugunda,
sinema izleme eyleminin kendisi bir tiir bedensellesmis hafiza pratigi olarak gortndr:
koylulerin belirli araliklarla bir araya gelmeleri, projektorin kurulma ritleli, perdenin
acihsi, cocuklarin perdeye yaklasma bigimleri, film seridinin kirlenmesi Uzerine tim
koyiin seferber olup seridi tek tek temizlemesi. Bltiin bunlar, yalnizca “film seyretme”
degil, ayni zamanda geg¢misle ve devletle kurulan ritiellesmis iliskilerin bedensel
tekrarlaridir (Connerton, 1989).

Bellek ¢alismalarina dair daha giincel derlemeler, bu tartismalari “kiltirel bellek
calismalar” bashgl altinda disiplinler arasi bir c¢ercevede birlestirir. Astrid Erll
(2011), Memory in Culture kitabinda, kiltlrel bellegi ge¢mis ile simdi arasindaki iliskiyi
aciklayan, medyatik tastyicilar, anlatilar ve pratikler Gzerinden isleyen bir kuramsal
cerceve olarak tanimlar; bellegin her zaman medyalasmis ve dolasim halinde
oldugunu vurgular. Ona gore, kiltiirel bellek ¢alismalari gegmisin yalnizca ulusal
cergeveleriginde degil, farkli 6lgeklerde (yerel, ulusal, kiiresel) ve farkli medya formlari
arasinda dolasan dinamik bir yapi oldugunu kabul eder.

Bu perspektiften One Second, hem Cin ulusal baglamina 6zgi bir Kiltir Devrimi
hafiza rejimini, hem de sinema araciliglyla kurulan daha genis bir gorsel bellek
ekonomisini temsil eder. Haber bilteni film seridi, yalnizca Cin devleti icin degil, daha
sonra festivaller ve cevrimigi platformlar araciliglyla uluslararasi seyirci igin de
dolasima giren bir KiltGr Devrimi imgesinin pargasidir. Bellek burada hem Cin igi politik
bir mesele, hem de kiiresel kiltiirel dolasimda yeniden anlamlanan bir nesnedir (Erll,
2011).
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Sonug olarak, Halbwachs’in toplumsal c¢ergeveler vurgusu, Nora’nin hafiza
mekanlari kavrami, Assmann’in iletisimsel/kiltirel bellek ayrimi, Connerton’in
bedensellesmis ritliel pratiklere yaptigi vurgu ve Erll'in medyalasmis/dolasan bellek
anlayisl, One Second’'in ¢6zlimlemesinde birbirini tamamlayici bicimde kullanilacaktir.
Bu kuramsal gergeve sayesinde film, yalnizca bireysel bir yas éykisi degil, Kiltiir
Devrimi’nin hangi toplumsal gerceveler, hangi mekanlar, hangi beden pratikleri ve
hangi medyatik tasiyicilar Uzerinden hatirlanabildigi sorusunun sinemasal bir vaka
calismasi olarak okunabilir.

2. Kiiltiir Devrimi Hafizasi ve Post-Sosyalist Cin Sinemasi

Kaltir Devrimi’'nin sinemadaki temsili, Cin ¢calismalarinda hem ulusal kimlik hem de
hafiza siyaseti tartismalarinin merkezinde yer alan bir digiim noktasidir. Chris Berry
ve Mary Farquhar (2006), China on Screen: Cinema and Nation baslkli galismalarinda,
Cin sinemasinin yiz yili agkin tarihini ulus fikriyle birlikte okuyarak, farkli dénemlerin
filmlerini “ulusal alegori” Uretim bigimleri lizerinden ¢6ztimlerler (Berry & Farquhar,
2006). Yazarlara gore Kiltiir Devrimi, yalnizca belirli filmlerin konusu degildir; ayni
zamanda sonrasinda gekilen filmlerde ulusun kendisiyle konusma bigimini belirleyen
travmatik bir referans noktasi haline gelmistir.

Mao déneminin klasik sosyalist sinemasi, isci—koylli—asker lglistinii merkez alan
ve Parti ¢izgisini dramatik ¢atismanin ¢6zimi olarak sunan bir model lizerinden
calisirken, Kaltir Devrimi sonrasinda ortaya gikan ilk filmler bu modeli kismen tersyiiz
eden bir “scar cinema” (yara sinemasi) dalgasi Gretmistir. 1970’lerin sonu ve 1980’lerin
basinda ortaya ¢ikan bu filmler, Kiiltlir Devrimi’nin yarattigi fiziksel ve duygusal yikimi
anlatirken ayni zamanda reform déneminin mesrulastiriimasiyla da yakindan iliskilidir;
Xie Jin’in Hibiscus Town (1986) ve Tian Zhuangzhuang'in The Blue Kite (1993) gibi
ornekler, bu dalganin simge filmleri arasinda anilir (Berry & Farquhar, 2006; Pickowicz,
2012). Bu “yara” filmleri, bir yandan ge¢mis siddeti ifsa ederken diger yandan hatayi
cogu kez belirli “asiriliklara” ve birkag “sapmis kadroya” ylkleyerek Parti’nin tarihsel
surekliligini koruyan bir hafiza rejimini yeniden Uretir.

Chris Berry’nin (2004) Postsocialist Cinema in Post-Mao China: The Cultural
Revolution after the Cultural Revolution baslikli monografisi, bu gegis donemini
kavramsallastirmak agisindan kritik énemdedir. Berry, Kiltlir Devrimi’ni dogrudan
konu alan 1976-1981 arasi film donglsini “Kaltlir Devrimi'nden sonraki Kultiir
Devrimi” olarak tartisir ve bu filmlerin, klasik sosyalist sinemadan post-sosyalist
sinemaya gegisin ilk vecheleri oldugunu savunur (Berry, 2004). Berry’ye gore, bu
dénemde Kiiltiir Devrimi artik “gelecegin devrimci vaadi” degil, gegmiste kalmis ve
bugiinden yonetilen bir hafiza nesnesi haline gelir; dolayisiyla siyasal rejimle kurulan
iliski de ideolojik bagliliktan ¢ok, ge¢cmisle mesafeli bir hesaplasma tonuna kayar. Bu,
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post-sosyalist Cin sinemasinda hafiza ve sugluluk duygusunun giderek daha karmasik
bigimlerde temsil edilmesinin 6niini agar.

Yomi Braester’in (2015) “The Post-Maoist Politics of Memory” baslikli galismasi, bu
siireci daha genis bir post-Mao hafiza siyaseti baglamina yerlestirir. Braester, post-
Mao donemi Cin edebiyat ve gorsel kiltirinde hafizanin “Gzellestiriimesi” ve
“cesitlenmesi”’nden soz eder; kolektif devrimci anlatilarin yerini, birbirinden ayrisan
bireysel deneyimler, pargali tanikliklar ve kimi zaman birbiriyle ¢elisen hafiza
rejimlerinin aldigini savunur. Kiltiir Devrimi’ne iliskin popiler anlatilarin 1990’lar ve
2000’lerde yeniden canlanmasini —romanlar, televizyon dizileri, filmler, ani kitaplari—
bu gergevede okur: bu canlanma, ge¢misle hakiki bir ylzlesme kadar, kimi zaman
bugiiniin siyasal ve ekonomik diizeniyle mesafelenmeden ydnetilen bir nostalji
ekonomisi de Uretir (Braester, 2015). Braester'e gore post-Mao hafiza siyaseti, bir
yandan unutma ve bastirma stratejilerini, diger yandan da hafizanin ticarilesmesi ve
duygulanimsal tiiketimini ayni anda igerir.

Bu noktada Jing Meng’in (2020) Fragmented Memories and Screening Nostalgia
for the Cultural Revolution bashkli kitabi, dogrudan Kiltiir Devrimi temal film ve TV
dizilerine odaklanarak daha spesifik bir katki sunar. Meng, Cin’in 2001’de Diinya
Ticaret Orgiiti’ne girisiyle birlikte, Kiltir Devrimi’nin sinema ve televizyon
anlatilarinda kisisel, pargali ve nostaljik mikro hikayeler Gizerinden temsil edildigini dne
siirer; bu donemi, 6nceki ulusal alegorik anlatilardan net bicimde ayristirir (Meng,
2020). Ona gore post-2001 filmlerinde Kiiltlir Devrimi, genis toplumsal panoramalar
ve kolektif sinif micadeleleri tzerinden degil, aile igi iliskiler, bireysel pismanliklar,
kiiglk jestler ve giindelik hayatin duygulanimsal dokusu araciligiyla hatirlanir. Bu,
ekonomik reformlarin derinlestigi ve kiltlrel Uretimin piyasa mantigina uyum
sagladigl bir donemde, travmatik gec¢misin “satilabilir” duygulanim bigimlerine
donigstirilmesiyle de yakindan iligkilidir.

Meng’in (2020) Kiltiir Devrimi temsillerini “pargalanmis hafizalar” ve “nostaljinin
sahnelenmesi” kavramlariyla tartismasi, One Second gibi daha ge¢ dénem Uretimlerini
anlamak igin dogrudan islevseldir. Zhang Yimou’nun filmi, biyuk &lgekli tarih anlatilar
yerine, kirsal bir bolgede gecen tek gecelik bir agik hava gésterimi ve bu gosterimde
“bir saniyelik” bir gorlntiye saplanmis baba figliri etrafinda kurulur. Bu tercihler,
Meng’in tanimladigi post-2001 hafiza rejimiyle ortlistir: Gegmis, kapsamli politik
tartismalarla degil, kisisel takintilar, kirilgan nesneler ve kiglik duygulanimsal
patlamalar Gizerinden dolasima girer.

Ying Bao’nun (2018) Coming Home (2014) ve Red Amnesia (2014) filmlerini
inceledigi “Cinematic Amnesia as Remembering” makalesi, bu baglami “sinemasal
amnezi” kavramiyla belirginlestirir. Bao, s6z konusu filmlerde Kiltir Devrimi'nin
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dogrudan temsil edilmedigini; aksine unutma, hatirlamama, pargali hatirlama gibi
stratejilerin bizzat hatirlama islevi goérdigini savunur (Bao, 2018). “Sinemasal
amnezi”, travmatik gec¢misi perdeye getirmekten ziyade, onun etrafindaki
suskunluklari, bosluklari ve semptomatik tekrarlari gérinir kilar. Bu yaklasim, One
Second’in yapisal tercihleriyle birlikte dusinuldiginde 6zellikle anlamhidir: Film,
¢alisma kampinin detaylari, suglamalarin igerigi, politik tartismalar gibi unsurlari biyik
Ol¢lide ima dizeyinde tutar; asil yogunlugu, babanin “bir saniyelik” gorintlye
tutunmus takintisina ve gezici sinemanin maddeselligine yoneltir. Bu da Bao’nun
kavramsallastirdigi anlamda bir amnezi-estetigi icinde isleyen hatirlama pratigidir.

Kaltir Devrimi hafizasina iliskin bu yeni dalga ¢alismalar, Cin sinemasini daha genis
bir Sinofon hafiza rejimi baglaminda ele alan derlemelerle de desteklenir. Peng Hsiao-
yen ve Ella Raidel’in (2018) derledigi The Politics of Memory in Sinophone Cinemas and
Image Culture: Altering Archives kitabi, Tayvan, Hong Kong ve Cin ana karasindaki film
ve gorsel sanat Uretimlerini, arsivleme, yeniden arsivieme ve arsivin bozulmasi
siiregleri Gzerinden inceler (Peng & Raidel, 2018). Derlemenin ortak 6nermesi, Sinofon
sinemalarin ve imge kaltlrinin bir tir “hareketli arsiv” olarak isledigidir: filmler
yalnizca geg¢misi kaydetmez, ayni zamanda onu segerek yeniden yazar, bazi
fragmanlari gorlindr, bazilarini gériinmez kilar. Bu gergeve, One Second’in film seridini
hem fiziksel nesne hem de siyasal arsiv olarak sahneleyisini anlamak agisindan
verimlidir. Baba i¢in kizinin yliziini tasityan kirilgan bir kisisel arsiv pargasi olan haber
bilteni ¢ekimi, devlet igin propaganda arsivinin siradan bir pargasidir; film, bu iki
arsivin garpistigl anda yogunlasir.

Paul G. Pickowicz’in (2012) China on Film: A Century of Exploration, Confrontation,
and Controversy kitabi, Cin sinemasinin uzun erimli tarihini sosyal ve siyasal
dondsimlerle birlikte okurken, Klltir Devrimi ve sonrasina iliskin filmlerin nasil hem
yuzlesme hem de kagis stratejileri gelistirdigini gosterir (Pickowicz, 2012). Pickowicz'in
vurguladigi kritik nokta, Kiltlr Devrimi’nin sinema igin igsel bir gatisma alani olmasidir:
bir yandan devletin kontrol ettigi bir tarihsel anlati, diger yandan bireylerin ve yerel
topluluklarin baska tirli hatirlama pratikleri. One Second, tam da bu ¢atismanin post-
sosyalist, piyasa kosullarina eklemlenmis, sansirle gevrelenmis bir versiyonunu sunar:
film, travmanin 6lgegini kiigultip kisisellestirerek —bir baba, bir kiz, bir film seridi— hem
devletin belirledigi “glivenli hatirlama” sinirlarinin iginde kalir, hem de bu sinirlar
icinde yogun bir duygulanimsal elestiri Uretir.

3. Sinemasal Amnezi, Travma ve Hatirlama Bigimleri

Kolektif/kulttrel bellek tartismalari, 6zellikle 1990’lardan itibaren “travma kurami”
ile kesiserek yeni bir teorik alan agmistir. Bu hattin en etkili metinlerinden biri, Cathy
Caruth’un Unclaimed Experience: Trauma, Narrative, and Historyadl ¢alismasidir.
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Caruth (1996), travmayl “tam yasanamamis, yasandigl anda bilingli olarak
kavranamamis ve bu ylzden sonradan, gecikmeli bicimde geri dénen” bir deneyim
olarak tanimlar; travmanin 6ziini, gecikme (belatedness) ve tekrar eden geri donisler
olarak kavrar (Caruth, 1996). Bu yaklasimda travma, basitce “unutulmus bir olay”
degil, zamani ve anlatlyl bozan bir yapisal kirilmadir: travmatik olay, ©6znenin
deneyimine tam olarak kaydedilmedigi icin, sonradan kabuslar, takintili imgeler, ani
geri donusler ya da sessizlikler bigiminde dolasima girer.

Dominick LaCapra (2001) ise travma tartismasini tarih yazimiyla iligkilendirerek,
“acting out” ve “working through” ayrimini ortaya koyar. Writing History, Writing
Trauma’da LaCapra, travmatik gegcmisle yiizlesme siireglerinde 6znenin sirekli ayni
sahneye saplanip kalmasi (acting out) ile travmayi tarihsel ve etik bir ¢cerceveye
yerlestirerek kismen mesafe almasi (working through) arasinda fark oldugunu belirtir.
Bu ayrim, sadece bireysel psikoloji icin degil, toplumsal hafiza rejimleri igin de
gecerlidir: bazi toplumlar travmatik geg¢mislerine sirekli ayni imge ve anlatilarin
tekrarina saplanarak donmekte, bazilari ise kismen mesafe alarak elestirel yizlesme
denemeleri gergeklestirmektedir.

Travma kuraminin sinemayla iliskisi, Shoshana Felman ve Dori Laub’un
(1992) Testimony: Crises of Witnessing in Literature, Psychoanalysis, and
History derlemesiyle birlikte daha da belirginlesir. Felman ve Laub (1992), taniklik
(witnessing) kavramini merkez alarak, travmatik deneyimin anlatiya dokiilmesinin
hem bireysel hem de toplumsal diizeyde bir kriz ve imkan alani yarattigini savunurlar;
sinema ve edebiyati, bu krizin islendigi temel taniklik mecralari arasinda sayarlar. Bu
cergevede film, sadece bir “hikaye anlatma” araci degil, travmatik gegmise dair “ciplak
tanikligin” mimkin (ve ¢gogu zaman da imkansiz) oldugu bir alan haline gelir.

Susannah Radstone (2007), travma kuraminin hizla yayginlasmasinin ardindan, bu
alanin siyasal ve etik boyutlarini tartismaya agar. “Trauma Theory: Contexts, Politics,
Ethics” makalesinde Radstone, travma sodyleminin sadece edebiyat ve sinema
analizinde degil, daha genis kiiltiirel gcalismalar alaninda da asiri genellestirilmis bir
aciklama kahbina donismesi riskine dikkat ¢eker; travma analizinin mutlaka 6zgil
tarihsel baglam, iktidar iliskileri ve 6znenin konumlanisiyla birlikte daslinilmesi
gerektigini vurgular (Radstone, 2007). Bu uyari, Kiiltlr Devrimi gibi son derece somut,
siyasal olarak diizenlenmis bir travmanin sinemasal temsilini galisirken o6zellikle
onemlidir: Travma, burada yalnizca psikolojik bir kirilma degil, Parti-devletin tarih
yazimi ve sansir rejimiyle i¢ ice gegmis bir siyasal formdur.

Thomas Elsaesser’in travma ve sinema Uzerine yazilari da temsil/temsilsizlik
tartismasini merkeze alir. Elsaesser, ozellikle “Postmodernism as Mourning Work:
Trauma and Screen Studies” baslikli makalesinde, travma kuraminin sinema alanina
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tasinmaslyla birlikte, temsilin imkani/imkansizhgi, bosluklar, kesintiler ve tekrarlar gibi
estetik stratejilerin 6ne c¢iktigini; travmanin ¢ogu zaman dolayhlk, off-screen alan,
sessizlik ve bos kadrajlar (zerinden islendigini vurgular (Elsaesser, 2001). Bu
tartisma, One Second gibi travmatik bir tarihsel donemi “gdstermeden gosteren”
filmler igin de ufuk agicidir.

Sinemadaki hatirlama bigimlerini dogrudan ele alan galismalardan biri, Maureen
Turim’in (1989) Flashbacks in Film: Memory and History kitabidir. Turim, flashback'i
sinemasal anlatida bellegin ve tarihin ayricalikli ifadesi olarak kavrayarak, geri
dondglerin siklikla travmatik ya da bastirilmis olaylarla iliskilendirildigini gosterir
(Turim, 1989). Flashback tekniginin psikoloji literatiiriinde de travmatik “ani geri
doniglerle” analoji iginde kullaniimasi tesadif degildir. One Second klasik anlamda
yogun flashback’lere yaslanmasa da Turim’in tartistigl tiirden zamansal kirilma ve
eksik gosterme stratejilerini baska bicimlerde devreye sokar: seyirci, gegmise dair
bilgiyi dogrudan gorsel geri donislerden ¢ok, anlati bosluklari, ima edilen sahneler ve
karakterlerin tekrarlayan jestleri Gzerinden kurmak zorunda birakilir.

Bu genel travma ve sinema literatirli, Cin baglaminda Ying Bao’nun (2018)
makalesiyle dogrudan Kaltir Devrimi filmlerine baglanir. Bao, “Cinematic Amnesia as
Remembering: Coming Home (2014) and Red Amnesia (2014)” baslkli ¢alismasinda,
amnezi motifinin yalnizca bireysel hafiza kaybi degil, ayni zamanda kurumsallasmis
tarihsel amneziyle bas etme big¢imi oldugunu savunur (Bao, 2018). Ona goére bu
filmlerde unutma, hem Parti-devletin tesvik ettigi resmi amnezinin hem de bireylerin
dayanilmaz gegmisle bas etmek igin gelistirdigi psikolojik savunma mekanizmalarinin
ifadesidir; “sinemasal amnezi”, travmay! bastirirken ayni anda onu yeniden ¢agiran ikili
bir islev gorir. Bao’nun onerdigi kavram, Cin’de sinema yoluyla kiltirel hafizanin
yeniden ingasini tartisan sonraki ¢alismalarda da referans alinmistir.

One Second, tam da bu “sinemasal amnezi” gergevesi icinde okunabilir. Film, Kiltir
Devrimi’ni dogrudan adlandirmaktan ve politik tartismaya girmekten biyik olglide
kaginir; calisma kampinin niteligi, suglamalarin icerigi, Parti yetkililerinin konumu gibi
kritik bilgiler eksik, muglak ya da yalnizca ima edilmistir. Buna karsin film, babanin “bir
saniyelik” goriintliye saplanmis takintisini, travmanin gecikmis ve tekrarlayan yapisinin
sinemasal bir figlirG haline getirir: babanin ayni sahne pesinde israrla kosmasi,
LaCapra’nin (2001) “acting out” kavramini gagristiran kompulsif bir tekrar kipinde isler.
Ancak finalde yasanan duygusal ¢6ziilme ve film seridiyle kurulan yeni iliski (6rnegin
seridin bitin koyliler tarafindan ortaklasa temizlenmesi, pargalarin yeniden bir araya
getirilmesi), kismi de olsa bir “working through” imkanina isaret eder; travma
tamamen ¢oziilmese bile, yalnizca babanin degil, tim toplulugun katildigi bir
hatirlama ve yeniden ¢ergeveleme pratigi ortaya ¢ikar.
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Radstone’un (2007) travma kuramini tarihsel baglam ve siyasetle birlikte disinme
¢agrisi, One Second igin kritik énemdedir. Zira film, travmayi bireysel psikolojiye
indirgemektense, Parti-devletin resmi tarih yazimi, sansiir uygulamalar ve Kiiltiir
Devrimi’ne dair glincel temsil rejimleriyle i¢ ice sunar. Babanin kizina dair travmasi,
yalnizca kisisel bir kayip degil; savas, zorunlu emek, ¢alisma kampi ve kurumsal
siddetin damga vurdugu bir kusagin deneyimlerinin yogunlastigi bir diiglimdir. Bu
acidan One Second’'daki travma, Caruth’un (1996) tarif ettigi “kisisel ve kolektif
travmalarin ic ice gegtigi sinir alani” olarak diistinilebilir.

Travma, filmin anlatisal ve goérsel diizeyinde de Elsaesser’in (2001) betimledigi
tirden bir dolayli temsil mantig icerisinde islenir. Kamera ¢ogu zaman siddetin
kendisini degil, siddetin artiklarini —yipranmis film seritlerini, parcalanmis aileleri,
kopuk iliskileri, yoksul bedenleri— gosterir. Travmatik olan, sahnede agik¢a teshir
edilen bir olaydan ¢ok, stirekli kaybolma tehdidi altindaki gorlinti pargalari ve eksik
anlatilar araciligiyla hissedilir. Babanin “bir saniye”ye saplanmasi, Caruth’un (1996)
“geri donen sok ani” olarak tanimladig travmatik zaman kirilmasinin gorsel karsihgidir;
film, bu kirllmayi neredeyse “metraj” diizeyinde somutlastirir: travma, kelimenin tam
anlamiyla bir saniyelik bir seride sikistirilmigtir.

Boylelikle One Second, yalnizca “Kiltir Devrimi’ni anlatan” bir donem filmi degil,
ayni zamanda travmatik bir ge¢misin ne kadarinin, hangi estetik ve siyasal kosullar
altinda hatirlanabilir olduguna dair, sinemasal amnezi ve travma kurami lizerinden
okunabilecek bir vaka olarak konumlandirilacaktir.

4. Sansiir, Kiilturel Politika ve “Complicit Creativity”

Cin sinemasini Kiiltlir Devrimi hafizasi baglaminda tartismak, kaginilmaz olarak film
sanslrl ve kalturel politika rejimiyle hesaplasmayi gerektirir. Cin’de sinema, Mao
déneminden itibaren “halkin kiltiirel ihtiyaglarini karsilama” ve “sosyalist maddi ve
manevi uygarhigi gelistirme” misyonuyla tanimlanan, yogun bicimde diizenlenmis bir
alandir; 2001 tarihli Regulations on the Administration of Movies ve 2016 tarihli Film
Industry Promotion Law bu cergeveyi kurumsallastirir. Bu dizenlemeler, filmlerin
“Ulkenin onur ve gikarlarina zarar veremeyecegi’ni, “sosyalist ¢ekirdek degerleri”
tesvik etmesi gerektigini ve onaylanmamis higbir filmin dagitilamayacagini hiilkme

baglar.

Cin film endustrisi, son kirk yilda politik kontrolli bir modelden, piyasa
dinamikleriyle gii¢li bigcimde i¢ ice gegmis melez bir modele evrilmistir; ancak bu
sliregte sansiir, yerini daha esnek ama daha yaygin bir gdzetim rejimine birakmistir.
Grealy ve arkadaslarinin (2019) yas siniflandirmasi tartismasi Gizerinden gosterdigi gibi,
Cin’de c¢ocuklar “koruma” gerekgesiyle yas derecelendirme sistemi yerine tek
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basamakli bir genel seyir kriteri uygulanmasi, fiilen her filmi “her yasa uygun” hale
getirmeye zorlayan kati igerik filtrelemesiyle sonuglanmaktadir (Grealy vd., 2019).

Bu kurumsal yapi, Yang'in (2016) film politikasi ve “soft power” analiziyle
birlestiginde daha da berraklasir. Yang, Cin Kominist Partisi'nin filmi yalnizca ig
propaganda degil, ayni zamanda uluslararasi imaj yonetimi ve yumusak gli¢
Uretimi igin stratejik bir arag¢ olarak konumlandirdigini, “Zou Chu Qu” (Going-Out
Policy) ile Cin filmlerinin ve ortak yapimlarin kiiresel dolasima agilirken bile siki bir
ideolojik filtreye tabi tutuldugunu gosterir (Yang, 2016). Aranburu’nun (2017) film
endustrisi tarihine iliskin galismasi da 1979 sonrasi donemde piyasa mantiginin
giclenmesine ragmen sansir ve politik gdzetimin “yapisal sabite” oldugunu, yani
donisen formatlara ragmen ortadan kalkmadigini vurgular (Aranburu, 2017).

Sanslrin bu sirekliligi, Fearon’un (2014) Index on Censorship’te yayimlanan
“Lights, Camera, Cut” bashkl makalesinde somut 6rneklerle anlatilir: Cin’de igerik
denetimi yalnizca “yasaklamak”la sinirli degildir; ayni zamanda dramatik kurguyu
degistiren yeniden ¢ekim talepleri, siire kisaltmalari ve ithal filmlere yonelik “Gnerilen
kesintiler” aracihigiyla ¢alisir (Fearon, 2014). Grealy ve digerlerinin gosterdigi gibi,
resmi belgelerde sansiir siklikla “shencha” yani “kontrol ve aritma” olarak
cergevelenir; bu ifade, sansiriin yalnizca baskici degil, ayni zamanda “iyilestirici” bir
kilttrel miidahale olarak sunulmasina imkan tanir (Grealy vd., 2019).

Bu noktada Jun Fang’in (2024) American Sociological Review’de yayimlanan “The
Culture of Censorship: State Intervention and Complicit Creativity in Global Film
Production” makalesi, sansiiri yalnizca tek yonli bir baski mekanizmasi olarak degil,
iliskisel ve kismen (retken bir siire¢ olarak kavramsallastirmasi bakimindan kritik bir
dénidm noktasidir. Fang, Cin’in ¢ok katmanli sansiir rejimini analiz ederken “complicit
creativity” kavramini ortaya koyar; bu kavram, iktidarla uyumlu isbirlikgi
yaraticilik anlamina gelmektedir. Buna gore kiiltlirel Ureticiler, devlet midahalesiyle
karsi karsiya geldiklerinde yalnizca direnmez ya da pasif bicimde boyun egmezler; ¢ogu
zaman kirmizi gizgileri 6ngérerek senaryoyu bastan yeniden kurgular, ton ve vurgu
dlzeyinde yumusatmalar yapar, 6z-sansiir uygular ve hatta hegemonik g¢ergevenin
icinde “mumkiin olan en fazlayl sdyleyebilmek” igin yaratici ¢ézlimler gelistirirler.
Bdylece sansir, bir yandan alani daraltan, diger yandan ise bu daralmis alanda isleyen
iktidarla uyumlu isbirlik¢i yaraticilik pratiklerini tesvik eden geliskili bir diizenek haline
gelir (Fang, 2024).

Bu cgercevede “complicit creativity”, hem devletin kiltirel hegemonya projesini
sirdirmesine yardimci olan, hem de ydnetmenlere kisith da olsa hareket alani
saglayan cifte bir mekanizma olarak kavranir: yaratici 6zne, hegemonik gergevenin
icinde kalarak “en fazla neyi soyleyebilecegini” kesfetmeye galisir.
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Fang’'in kavramsallastirmasi, ayni zamanda sansirin uluslararasilasmis boyutunu
da aydinlatir. PEN America’nin 2020 tarihli Made in Hollywood, Censored by
Beijing raporu, GCin pazarina girmek isteyen Hollywood stidyolarinin, Cinli
dlzenleyicilerin agik taleplerinin 6tesine gegerek, “potansiyel olarak sorunlu” igerikleri
bastan senaryodan c¢ikarmaya basladigini; Tibet, Hong Kong, Tayvan, ordu imaji,
otoriterlik elestirisi gibi alanlarda yogun bir 6z-sansir pratiginin normallestigini
gosterir (PEN America, 2020). Bu rapor, Cin sansiriniin sadece ulusal sinemayi degil,
kiresel gorsel kiltiri de sekillendiren bir “harici hegemonik aygit” haline geldigini
tartisir; Fang (2024) tam da bu noktada Cin’in sansir kiltiiriina kiresel film Gretim
rejimiyle eklemleyerek, “complicit creativity”yi transnasyonel 6lgekte isler bir kavram
haline getirir.

One Second’in sansir gegmisi, yalnizca festival programindan ani gekilisle sinirli
degildir. Film, 2020 sonunda Cin’de gosterime girebilmek i¢cin onay aldiginda hem
Variety hem de diger kaynaklar “censored drama” ifadesini kullanmis; Guardian gibi
elestirel mecralar filmi “sanstirlenmis bir sinema ask mektubu” olarak nitelendirmistir
(Frater, 2020). Cin ve uluslararasi basinda yer alan degerlendirmeler, filmin duygusal
yogunlugunun “torpilendigi”, bazi sahnelerin ton olarak yumusatildigi ve Kaltar
Devrimi’ne dair elestirel vurgunun daha belirsiz hale geldigi yoniinde birlesir; fakat
tam olarak hangi sahnelerin degistigi, sansir rejiminin yapisal opakligi nedeniyle resmt
olarak higbir zaman agiklanmaz.

One Second, klasik bir “sansiire maruz kalmis film” érnegi olmanin 6tesine gegerek,
sanslirle i¢ ice gegmis yaratici siireglerin sinemasal Grlnd olarak konumlanir. Film,
yalnizca KiiltGr Devrimi’nin travmatik hafizasini degil; ayni zamanda Xi dénemi Cin’inde
gecmisi anlatmanin hangi estetik ve politik kosullar altinda mimkin oldugunu da
gosterir.

5. Yontem

Bu galisma, Zhang Yimou’'nun One Second (2020) filmini, Cin’de Kiltir Devrimi
hafizasl, sinema deneyimi ve sansir rejimi baglaminda ele alan nitel bir tekil vaka
analizi olarak tasarlanmistir. Tekil vaka, belirli bir olgunun tarihsel ve baglamsal
boyutlariyla derinlemesine incelenmesine imkan verdigi icin tercih edilmistir (George
& Bennett, 2005; Yin, 2018). One Second, Kiltir Devrimi’ni kisisel bir yas hikayesi ve
gezici sinema pratigi Uzerinden anlatmasi ve ayni zamanda sansir tartismalarinin
odaginda yer almasi nedeniyle, amach ornekleme ile segilen “yogun vaka”dir.

Arastirmanin temel veri setini, filmin genel dolasimdaki nihai gésterim kopyasi
olusturmaktadir. Film birden ¢ok kez izlenmis; anlati yapisi, karakter iligkileri, mekan
ve zaman kurgusu ile goérsel-mekéansal diizenlemeye iliskin ayrintili izleme notlar
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tutulmustur (Bordwell, 1989; Bordwell & Thompson, 2019). Filmin Berlin Film
Festivali'nden gekilisi ve yeniden kurgu slirecine dair bilgiler ise, sansir baglamini
aydinlatmak amaciyla ikincil kaynaklardan, yani haber metinleri, sdylesiler ve film
elestirilerinden takip edilmektedir (Frater & Vivarelli, 2019; Brzeski, 2019). Analizin asil
nesnesi, Cin’de ve uluslararasi dolasimda gosterilen onayli versiyondur.

Coziimleme, yakin okuma (close reading) ve yorumsamaci film analizi ekseninde
yuritilmektedir (Bordwell, 1989; Kuhn, 2010). Kuramsal ¢ergcevede tartisilan dort ana
eksen —kolektif ve kiltlrel bellek, travma ve sinemasal amnezi, yeni sinema tarihi
baglaminda sinema deneyimi, sansiir ve “complicit creativity”— film lzerinde tematik
odaklar olarak kullanilmistir.

Analiz slirecinde sahneler dnce betimleyici diizeyde ¢6ziimlenmis, ardindan séz
konusu kuramsal referanslar isiginda yeniden yorumlanmistir. Bu hermenétik
yaklasimda parga—butin iliskisi icinde gidip gelinerek, tekil sahnelerin hem filmin genel
anlatisi hem de Cin’deki Kiltir Devrimi hafizasi ve sansiir politikalari baglaminda
tasidigl anlam agiga ¢ikarilmaya galisiimistir (Ricoeur, 1984).

Calismanin baslica sinirliligi, yalnizca tek bir filme odaklanmasi ve sansir siirecine
iliskin bilginin resmi, tam ve seffaf bir kayda degil, ikincil kaynaklara dayanmasidir.
Berlin Film Festivali'nden gekilise ve yeniden kurgu siirecine dair bilgiler, kamuya agik
haberlerle ve roportajlarla sinirhdir; bu nedenle sansire iliskin yorumlar, mevcut
kanitlarin sinirlari belirtilerek ve ihtiyatl genelleme ile formile edilmistir (Flick, 2018).
Buna ek olarak, One Second yalnizca bir 6rnek olusturmakta; post-sosyalist Cin
sinemasinin tamamina iliskin daha genis genellemeler, ileride ¢oklu vaka galismalarini
gerektirmektedir.

6. Analiz

6.1. Kirilgan Bir Hafiza Nesnesi Olarak Film Seridi: Baba, Kiz ve Abajur

One Second’in temel dramatik ekseni, ¢calisma kampindaki bir mahkmun, yillardir
gbérmedigi kizinin yalnizca bir saniyeligine gériindigi haber bilteni makarasini bulma
saplantisi etrafinda kurulur. Film boyunca bu makara, yalnizca propaganda amagli bir
haber filmi degil, ayni zamanda birbirinden farkli iki 6znenin —baba ve yetim Lui— hafiza
rejimlerinin kesisim noktasi olarak islev gorir.

Lui’nin, film seridinin yalnizca 12,5 metresini israrla talep etmesi ve bu talebin
gerekgesini uzun siire acgiklamamasi, bellegin filmde bastan itibaren parga,
metraj ve Olgllebilir siire Gzerinden kuruldugunu gosterir. Baba agisindan film, kizina
ait tek gorsel izdir; kiz agisindan ise yoksul hanenin yasamini sirdirmesine katki
saglayacak, kardesinin gozlerini korumak igin yapilacak abajurun hammaddesidir.
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Bdylece ayni maddi nesne, Halbwachs’in (1992) ifade ettigi toplumsal gergevelere gore
farkli anlamlar kazanan, ¢ok katmanli bir hafiza nesnesine dénusdr.

Kizin daha sonra film seridinden abajur yapma planini, kardesinin ders galisirken
gozlerinin bozulmasindan duydugu kaygi lzerinden agiklamasi, Assmann’in (1995)
iletisimsel ve kiltirel bellek ayrimini giindelik hayat diizeyinde somutlastirir. Kardesin
calistigl masa ve film seritlerinden yapilmis abajur, Kiltir Devrimi sonrasinin yoksulluk
ve borg kosullarinda, gegmisin politik gériintileriyle aydinlanan tuhaf bir mikro-hafiza
mekanina dondsir. Bu sahne, Nora'nin (1989) hafiza mekani kavramini, anit ve miize
gibi resmi mekanlardan ev igi nesnelere dogru kaydirir; hafiza, ulusal ritieller kadar
evin iginde, kirilgan bir abajurun lizerine sarilmis film seritlerinde de yogunlasir.

Finalde, babanin Bay Film’den son isteginin abajurun Lui’ye ulastiriimasi olmasi;
buna karsilik kizinin gérlintlstini tastyan film pargasinin givenlik gérevlileri tarafindan
yere atilmasi, filmin bellek ekonomisini keskinlestirir. Baba, kendi travmasini
sabitleyecek goriintiylu kaybeder; kiz ise film seridinin bos kagit sargisini cebine
yerlestirerek, yanlis nesneyi “dogru hatira” sanan bir jest retir. Bu yanhslik, Bao’nun
(2018) “sinemasal amnezi” kavramiyla uyumlu olarak, ge¢cmisin asil tasiyicilarinin
kumun altinda kayboldugu, ylzeyde ise yalnizca ambalajlarin ve kiliflarin kaldig bir
hafiza rejimini imler. Bos kagidin, gergek gorlntiinlin yerine gegmesi, unutma yoluyla
hatirlamanin acimasiz sinemasal figlradur.

6.2. Gezici Sinema, Rituel ve Kolektif Emek: Yeni Sinema Tarihi Perspektifi

Film, Kiltir Devrimi donemini temsil ederken odak noktasini israrla gezici sinema
pratigine ve “Birim-2"deki gbsterim ritliellerine kaydirir. “Bay Film” olarak anilan
makinist figlirli, sinemanin bu yerel baglamdaki sembolik otoritesini kristalize eder.
Halkin tekrar tekrar “Yine mi Kahraman Ogdullar ve Kizlar?” sorusunu sormasi, Bay
Film’in ise ayni filmi “iyi” oldugu igin savunmasi, sinemanin hem ideolojik
sureklilik hem de duygulanimsal aliskanlik Greten bir kurum olarak isleyisini gérindr

kilar.

Gosterim programi iki pargalidir: dnce propaganda amach haber bilteni, ardindan
savas melodrami niteligindeki hikaye filmi oynatilir. Bu diizen, yeni sinema tarihinin
vurguladigl “program batinlGgld” ile uyumludur (Maltby, 2006; Biltereyst, Maltby, &
Meers, 2011). Propaganda ve eglence, tek bir aksamin programinda yan yana durur;
devlet soylemi ile duygusal kagis ayni mekanda, ayni seyir ritmi iginde Uretilir.

Filmin en c¢arpici sekanslarindan biri, film seritlerinin gamura bulanmasi ve tim
kdyiin seferber oldugu temizlik ritiielidir. Bobinlerin at arabasindan disip yollara
sagllmasi, sonrasinda tiim koylllerin carsaflar serip seritleri tek tek temizlemesi,
Connerton’in (1989) bedensellesmis hafiza kavrayisiyla okunabilir. Sinema burada
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yalnizca bir gorinti teknolojisi degil, bedenlerin belirli jestleri (seridi tasima, silme,
germe, sarma) tekrar ettigi, kolektif emekle yirtyen bir pratik halini alir. Filmin
maddeselligi—kirlenen, yipranan ve onarilan serit— sinema tarihini yalnizca metinler
Gzerinden degil, maddi kirilganhk ve emek tzerinden diisiinmeye zorlar.

Temizlik islemi sirasinda perdenin gekilip, halkin salondan ¢ikmamasina ragmen
olup biteni yalnizca siluetler Gzerinden izlemesi, sinemasal deneyimin igerigini
(goruntileri) kaybetse bile rittel bigimini korudugu bir an yaratir. Bu sahne, Kuhn’un
(2002) sinema anilarini glindelik hayat rittelleriyle iliskilendiren yaklagimiyla 6rtisir:
sinemaya gitmek, belirli bir saatte toplanmak, karanlikta beklemek ve bir sey olmasini
beklemek, film oynayip oynamadigindan bagimsiz olarak toplulugun hafizasinda yer
eden bir deneyimdir.

Bu gergevede One Second, yalnizca Kiltir Devrimi donemini konu alan bir anlati
degil; ayni zamanda kirsal Cin’deki sinema izleme bigimlerine dair, yeni sinema
tarihinin temel sorularina yanit veren bir kurmaca arsiv islevi gorir. “Kim, nerede, nasil
film izlerdi?” sorusu, gezici sinema araci, agik hava gosterim alani, programin yapisi ve
seyirci bedenlerinin koreografisi lizerinden sahneye konur.

6.3. Travma ve “Bir Saniye’ye Saplanma

Mahk{dm babanin anlati boyunca bir tiirli tamamlanamayan yas siireci, Caruth’un
(1996) travma kavrayisiyla dogrudan iliskilendirilebilir. Travma, Caruth’a goére
yasandigl anda tam olarak kaydedilemeyen, bu nedenle gecikmeli olarak geri dénen
bir deneyimdir. One Second’da kizin gorintiisiiniin yalnizca “bir saniyeligine” haber
filminde yer almasi, travmanin bu gecikmeli ve pargali yapisini neredeyse
matematiksel bir metaforla somutlastirir: tim kayip, tek bir saniyelik gorintiye
sikistirlimistir ve anlati bu saniyenin pesine diser.

|ll

Babanin Bay Film ile yaptigi pazarlik sahnesi, travmanin zamanla nasil “pazarhk
edildigini” agiga ¢ikarir. Makinistin gorintiiniin yalnizca bir saniye stirdigiind, tekrar
oynatmanin da yine bir saniye edecegini séylemesi; babanin buna karsilik “on kez
oynat” talebi ve bunun sadece on saniye edeceginin vurgulanmasi, LaCapra’nin (2001)
“acting out” kavramini ¢agristiran kompulsif tekrar kipini sahneye tasir. Baba, kizinin
gbrintlsini art arda izleyerek travmayi yeniden Uretir; bu tekrar, travmanin
¢6zUldugu degil, donglsel olarak yeniden yasandigi bir slirece isaret eder.

Film, travmatik ge¢misi gostermede Elsaesser’in (2001) tanimladigi tiirden dolayl
temsil stratejilerini kullanir. Calisma kampindaki siddet, suglamalarin ayrintilari ve
politik tartismalar dogrudan gosterilmez; bunun yerine travma, bedenlerin tasidig
izlerle —babanin kanli yGzi, kizin isirik sonucu kanayan kulagi, giivenlik sefinin hem
saldirgan hem de melodram sahnesinde aglayan figiirii— isaretlenir. Béylece travma,
biyuk politik sdylemler yerine, somatik ayrintilar tizerinden gorindr olur.
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Bao’nun (2018) “sinemasal amnezi” kavrami, filmdeki anlati bosluklarini anlamak
acisindan islevseldir. Hem babanin ge¢misi hem de kizin aile igi hikayesi higbir zaman
tam bir biyografik anlati haline gelmez; seyirci, ima edilen kirintilardan hareketle
gecmisi kendisi kurmak zorunda kalir. Kizin “dogrusu babami ¢ok 6zliyorum” ifadesi,
acllmayan bir duygulanim kapisidir; travma burada, Radstone’un (2007) vurguladig
gibi, bireysel psikolojiyle sinirli kalmaz, siyasal baglam ve sansir rejimiyle i¢ ice gegmis
bir tarihsel form olarak gizilir.

Filmin sonunda “iki yil sonra” ibaresiyle yapilan zaman atlamasi, LaCapra’nin
(2001) “working through” kavrayisi agisindan belirsiz bir ¢6ziilme ani yaratir. Calisma
kampi politikalarinin degismesi ve mahkimlarin serbest birakilmasi, ylzeyde bir
normallesme izi tasir; ancak film seridinin kumlarin altinda kaybolmus olmasi, bu
normallesmenin hafizaya dair higbir glivence sunmadigini gosterir. Baba ile kizin iki yil
sonra ayni kovalamaca jestini yeniden tiretmeleri, travmanin ne élglide islendigine, ne
Olclide tekrarlandigina dair sorulari agik birakir. Bu tekrar, hem oyunlastirilmis bir yas
hem de travmatik gegmisin hala tam olarak yerli yerine oturmadiginin géstergesidir.

6.4. Bay Film, Mikro iktidar ve “Complicit Creativity”nin Gri Alani

“Bay Film” karakteri, yerel dizeydeki mikro iktidar iliskileri ile bireysel empati
arasindaki gerilimi yogunlastiran bir figlirdir. Bir yandan filmlerin “6rnek yurttaslar”
temsil ettigini, kirli parmaklarla yizlerinin lekelenmemesi gerektigini sdyleyerek parti
soylemini igsellestirmis bir ideolojik ajan gibi davranir; 6te yandan babanin kizina
duydugu 6zlemi anladiginda, ona 0Ozel bir izleme diizenegi kurar ve kizinin
gorintisinin bulundugu pargayi cebine yerlestirerek bireysel diizeyde dayanisma
gosterir.

Bu ikili konum, Fang’in (2024) “complicit creativity” kavramiyla agiklanabilir. Bay
Film, devlet agisindan bakildiginda filmlerin dogru bigcimde gosterilmesini, “uygun
olmayan” 6znelere ulasmamasini ve gerekli goruldigiinde giivenlik gliglerine bilgi
akisini saglayan bir ara aktordiir. Ayni zamanda, sansir rejiminin gizdigi sinirlar igcinde
manevra yaparak, babanin kizini gérebilmesi igin alan agan, ardindan da kiiglik bir
jestle kizinin gérliintlsiini ona ulastiran bir araci 6zne konumundadir. Sansir burada
tek yonli bir baski olmaktan gikar; devlet miidahalesiile yerel diizeydeki yaratici uyum
pratiklerinin i¢ ice gectigi iliskisellik olarak belirir.

Baba ve kizin yakalanma sahnesi, bu iliskiselligin karanlik yziinG agiga ¢ikarir. Bay
Film’in glvenlik gigclerini ¢agirmasi, ardindan “seni déveceklerinden haberim yoktu”
diyerek siddetten kendini ayristirmaya ¢alismasi, sorumlulugun pargalandig bir iktidar
alanini gosterir. Siddet, tek bir merkezi fail degil, prosediir uygulayan ara figlrler,
giuvenlik gorevlileri ve Ust diizey otoritelerden olusan bir ag tarafindan Uretilir. Bu,
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Fang’'in (2024) tarif ettigi dagiimis fail ve paylasilan sorumluluk mantigiyla uyumlu bir
sanslr kaltlrine isaret eder.

Finalde guivenlik gorevlilerinin babanin cebindeki film pargasini alip yere atmasi,
buna karsilik kizin yalnizca bos kagit sarglyi bulmasi, devlet siddetinin gorsel arsiv
Uzerindeki nihai tasarrufunu simgeler. Hangi gériintilerin korunacagina, hangilerinin
kumun altinda kaybolacagina karar verme yetkisi devlete aittir; siradan insanlar ¢ogu
zaman yalnizca bos kiliflarla ve kirilmis hatirlama imkanlariyla bas basa kalir. Film, Bay
Film’in kizla baba arasindaki son bagin tasiyicisi olarak kalmasina izin vererek, sansir
rejiminin igindeki kiiclik ¢atlaklara da isaret eder; ancak bu catlaklar, nihai iktidar
dengesini degistirmez. Boylece One Second, Kiltir Devrimi hafizasinin sinemasal
temsili ile Xi dénemi sansir rejimi arasindaki gri alani, mikro iktidar figtrleri ve kirilgan
gorsel nesneler lizerinden sahneleyen bir metin olarak konumlanir.

Sonug ve Tartisma

Bu makale, Zhang Yimou’nun One Second (2020) filmini Kiltir Devrimi hafizasi,
sinema deneyimi ve sansiir rejimi kesisiminde, nitel bir tekil vaka analizi olarak ele aldi.
Calismanin gikis noktasi, filmin hem anlatisal diizeyde Kultir Devrimi’ni kisisel bir yas
hikayesine indirgemesi, hem de Uretim/dolasim stirecinde glncel sanslr rejimiyle
mizakere etmesi oldu. Bu ¢ergcevede giriste formiile edilen dért soru etrafinda ulasilan
temel sonuglar su sekilde 6zetlenebilir.

Oncelikle One Second, Kiiltiir Devrimi’ni biiyiik anlatilar ve epik ulusal alegoriler
Uzerinden degil, mikro bir an —haber bilteninde bir saniyelik goriinti— etrafinda
yeniden kurar. Bu tercih, hem Halbwachs’in (1992) toplumsal gergeveler vurgusuyla,
hem de Meng’in (2020) pargalanmis ve kisisel hafiza anlatilari tespitleriyle uyumlu bir
bicimde, travmatik gecmisi “blylk tarih” dizleminden c¢ekip kirilgan giindelik
nesnelere (film seridi, abajur, kagit sargi) aktarir.

Kizin yalnizca 12,5 metrelik film pargasini istemesi, abajur yapma motivasyonu,
baba icin tek taniklik imkani olan bir kareyi devletin arsiviyle paylasmak zorunda
kalmasi, Assmann’in (1995) iletisimsel ve kdltlrel bellek ayrimi agisindan ¢arpicidir:
ayni nesne, devlet igin rutin propaganda malzemesi, baba igin tek kisisel taniklik izi, kiz
icinse yoksulluk kosullarinda kardesin gelecegini korumaya yarayan aractir. Bu ¢oklu
islev, Kiilttir Devrimi hafizasinin tekil, yekpare bir rejim degil; farkli sinifsal ve kusaksal
konumlara gore pargalanan, ¢arpiklasan ve kimi zaman da yanlis nesnelere yapisan bir
bellek diizeni oldugunu gosterir.

Filmin finalinde film seridinin kumlarin altinda kaybolmasi, kizin yalnizca bos kagit
sarglya ulasabilmesi ve onu “dogru hatira” sanarak cebine koymasi, Bao’nun (2018)
belirttigi gibi unutma yoluyla isleyen bir hatirlama bigimini isaret eder. Gorinti
kaybolur, ama gorintlinin yokluguna eslik eden duygulanim —babayi kaybetme, borg,
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korku, 6zlem— bedenlerde ve jestlerde kalir. Bu agidan One Second, Kiltir Devrimi’nin
sinemasal temsilini, eksiksiz bir hatirlama pratigi degil, delik desik ve yer yer yanlis
konumlanmig tanikliklar izerinden kurar.

Film, Kaltir Devrimi'ni yalnizca igerik diizeyinde temsil etmekle kalmaz; ayni
zamanda donem sinema deneyimini de gorinir kilarak, yeni sinema tarihi
literatliriiyle (Allen & Gomery, 1985; Biltereyst, Maltby, & Meers, 2011) dolayl bir
diyaloga girer. Gezici sinema araci, agik hava gosterim alani, programin iki pargali
yapisi (haber bilteni + hikdye filmi) ve Birim-2 halkinin bu gosterim etrafinda
orgltlenen bedensel pratikleri, sinemayi basl basina bir hafiza mekanina dondstarir
(Nora, 1989; Kuhn, 2002).

Film seritlerinin ¢camura bulanmasi ve tim koéyliinlin seferber oldugu temizlik
ritGeli, sinemanin maddi kirilganligini ve kolektif emek boyutunu 6n plana cikarir.
Burada sinema, vyalnizca ideolojik icerik tasiyan bir aygit degil, ayni
zamanda dayanisma ve ortak caba gerektiren bir giindelik pratik olarak gorindr.
Perdenin arkasinda strdirilen temizlik islemine ragmen halkin salondan g¢ikmayip
siluetleri izlemeye devam etmesi, sinemanin igerigini (gériinti) kaybetse bile bigimini
(rittel, bir arada olma hali) koruyan bir toplumsal kurum oldugunu gosterir.

Bu baglamda One Second, Cin sinemasi tarihini ulusal basyapitlar ve “blyilk
yonetmenler” ekseninde okuyan vyaklagimlarin oOtesine gecerek, kirsal sinema
klltlrinU ve gezici gosterim pratiklerini, Kiltir Devrimi hafizasinin ayrilmaz bir pargasi
olarak konumlandirir. Film, “Kiltir Devrimi’'nde ne anlatiliyordu?” sorusuna oldugu
kadar, “Kiltir Devrimi’nde kim, nerede, nasil film izliyordu?” sorusuna da yanit liretir.

Calismanin bir diger ekseni, filmin sansiir rejimiyle kurdugu iliski lizerinden
sekillendi. One Second’'in Berlin Film Festivali'nden “teknik sebeplerle” ¢ekilmesi,
ardindan Cin’de gosterime girebilmek icin yeniden kurgulandigina dair bulgular, Jun
Fang’'in (2024) “complicit creativity” kavramiyla okunabilecek bir Gretim silrecine
isaret eder. Zhang Yimou’nun filmi, Xi dénemi Cin’inde sansiirle dogrudan ¢atismaya
girmekten ziyade, dolaylilik, yumusatma ve kisisellestirme gibi stratejilerle hareket
alani agan bir yaratici uyum 6rnegi sunar.

Film icindeki “Bay Film” figlirQi, bu rejimin mikro diizeydeki somutlagsmasidir. Bay
Film, bir yandan filmlerin “6rnek yurttaslan” temsil ettigini vurgulayan, givenlik
gicleriyle is birligi yapan ve mahk(m babayi ihbar eden yerel bir sansir ajanidir; diger
yandan babaya kizini defalarca gérme imkani taniyan, cebine film pargasi yerlestiren
ve kizla baba arasindaki son bagin tasiyicisi haline gelen bir ara aktordir. Bu ikili
konum, sanstrin basitce “yasak koyan devlet / magdur sanatgl” ikiligiyle
aciklanamayacagini; yerel diizeyde duygusal, etik ve pragmatik hesaplarla isleyen
karmasik bir is birligi alani oldugunu gosterir.
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Filmin finalinde glvenlik gérevlilerinin film pargasini yere atmasi, buna karsilk kizin
yalnizca bos kagit sargiya ulasabilmesi, bu is birligi alaninin sinirlarini gizdigi noktadir.
Devlet, gorsel arsiv Uzerindeki nihai tasarrufunu korur; yerel aktorlerin jestleri,
travmayi tamamen hafifletmeye yetmez. Bu agidan One Second, hem Kltiir Devrimi
hafizasinin ~ buglinkli  temsil rejimine hem de Xi doénemi sinema
sanslrlnin duygulanimsal ve etik gri alanlarina dair 6nemli bir vaka sunar.
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