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Filmvisio'nun Besinci Sayisindan Merhaba

Sinema alaninda nitelikli arastirmalara ve tartismalara ev sahipligi yapma hedefiyle yayin hayatini siirdiiren
Filmvisio’'nun besinci sayisini sizlerle paylasmanin heyecanini yasiyoruz. Her yeni sayiyla birlikte genisleyen
okuyucu kitlemiz, hem yurt icinden hem de yurt disindan aldigimiz yogun ilgi ve destek, gosterdigimiz cabanin
ne denlianlamli oldugunu bizlere bir kez daha hatirlatiyor. Bu 6zel sayinin ortaya ¢lkmasinda emegi gecen tim
yazarlarimiza, titiz degerlendirmeleriyle katki sunan hakemlerimize ve istanbul Universitesi Yayinevi ekibine
gonulden tesekkurlerimizi sunariz.

Filmvisio olarak, yayin hayatimiza adim attigimiz ilk glinden itibaren akademik titizligi ve sinema literatlrtne
degerli bir katki sunmayi ilke edindik. Bu dogrultuda, dergimizin MLA International Bibliography, DOA) (Direc-
tory of Open Access Journals), ERIH Plus ve Gale Cengage gibi saygin indekslerdeki yerini saglamlastirmasinin
yani sira, yakin zamanda EBSCO Central & Eastern European Academic Source ve Ulrichsweb tarafindan da
taranmaya baslamasi bizler i¢in buyuk bir gurur kaynagi oldu. Bu 6nemli adimlar, makalelerimizin uluslararasi
akademik camiada daha genis bir kitleye ulasmasini saglarken, bizleri daha da buylk hedefler koymaya
tesvik ediyor. Gelecekte, sinema arastirmalarina sundugumuz katkiyr daha da artirmak adina, diger prestijli
indekslerde de yer almay! arzu ediyoruz.

Besinci sayimizin ilk makalesi Belkis Cigerim’in kaleme aldigi “Two Tales, One Love: Metin Erksan's
Harmonization of Eastern and Western Love” baslikli arastirma makalesidir. Makale, Tirk sinemasinin usta
yonetmenlerinden Metin Erksan'in ask temasini isleyisini, Sevmek Zamani (1965) ve Olmeyen Ask (1966)
filmleri Gzerinden inceliyor. Calisma, Erksan’in Dogu’nun mistik ask anlayisini temsil eden Fuzili'nin Leyld ile
Mecnun mesnevisi ile Bati'nin tutkulu ve yikici askini yansitan Emily Bronté'nin Ugultulu Tepeler romanini
nasil harmanladigini ortaya koyuyor. Makale, Erksan’in kendine 6zgu sinematik dilini olustururken, imgelere
duyulan askin ve toplumsal kisitlamalarin ask Gzerindeki etkilerinin derinlemesine bir analizini sunarak, Dogu
ve Batl kiltlrlerinin ask kavramina dair bakis acilarini sinemada nasil birlestirdigini gozler oniine seriyor.

Ardindan gelen, Pinar Uzeltiizenci tarafindan kaleme alinan “A Comparative Analysis of Susuz Yaz and Kurak
Gunler in the Context of Changing Socio-Political Symbolism of Water” baslikli calismasi, suyun Turk sine-
masindaki cok katmanli temsilini inceliyor. Makale, Metin Erksan’in 1963 yapimi Susuz Yaz filmi ile Emin Alper’in
2022 tarihli Kurak Ginler filmlerini karsilastirarak, suyun zaman icinde nasil hem yasamin temel kaynagi
hem de toplumsal yozlasmanin, gliclin ve cevresel kaygilarin giicli bir semboli haline geldigini ele aliyor.
Uzeltlizenci, suyun gorsel ve isitsel kullaniminin, Trkiye'nin tarimsal bir toplumdan siyasi krizlerle bogusan
neoliberal bir devlete gecisindeki ideolojik degisimleri nasil yansittigini psikanalitik, politik ekolojik ve film sesi
teorileriyle zenginlestirilmis disiplinlerarasi bir yaklasimla acikliyor. Calisma, Susuz Yaz'da umut ve toplumsal
donusum potansiyelini simgeleyen suyun, Kurak Gunler'de ekolojik yikim ve sistemsel ¢cokusun karamsar bir
metaforuna donusumund vurgulayarak, sinemanin toplumsal kaygilari ve degisen iktidar yapilarini yansit-
mada oynadigl dinamik rolu gozler dnline seriyor.

iclal Can Gurbuz ve Nihan Gider Isikman’in kaleme aldigi “Audiovisual Narratives, Video Activism and Social
Representations: Analyzing Rights-Based Digital Filmmaking in Turkiye” baslikli makale, dijital cagda gorsel-
isitsel anlatilarin toplumsal gercekligin insasindaki rollind inceliyor. Makale, video aktivizmin adaletsizlikleri
belgelemek, farkindalik yaratmak ve toplumsal degisimi tesvik etmek icin nasil gticlu bir arag oldugunu vurgu-
luyor. Ozellikle geleneksel medyanin aksine bagimsiz ve kolektif anlatilar sunma potansiyeline odaklanan
calisma, Avrupa Birligi destekli Sivil DUsun programi kapsaminda olusturulan ve Mart 2020’den bu yana 22
farkli insan haklari alaninda 143 filme ev sahipligi yapan CAM dijital platformunu mercek altina aliyor. Makale,
CAM platformundaki filmlerin tematik icerik analizini yaparak Turkiye'deki hak temelli film yapiminin mevcut
durumunu haritalandiriyor, karakter temsillerini, ele alinan hak kategorilerini ve cografi dagilimi inceleyerek
video aktivizmin medya savunuculugu, tarihsel belgeleme ve insan haklari odakli kamusal soyleme katki
potansiyelini degerlendiriyor.

Mustafa Turkan’in “The Overlook Hotel as an Ontological Agent: Object-Oriented Ontology and Film Analysis”
baslikli makalesi, film analizlerindeki insan merkezli yaklasimlarin Otesine gecerek nesnelerin onemini ve

- Filmvisio
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failligini inceliyor. Makale, nesne yonelimli ontoloji (NYO) cercevesinde, Stanley Kubrick'in The Shining (1980)
filmindeki Overlook Oteli'nin sadece bir mekan olmaktan ote, kendi basina yasayan, tehditkar bir varlik olarak
nasil isledigini tartisiyor. Turkan, filmin gorsel ve isitsel ogelerini NYO'nun nesne-nitelik gerilimi, metaforik
asimetri ve dolayli nedensellik gibi kavramlariyla iliskilendirerek, izleyicinin deneyiminin filmin ontolojisinin
kurucu bir unsuru haline geldigini savunuyor. Bu cercevede, Overlook Oteli'nin kilttrel kodlarla yikli bagimsiz
bir 0zne olarak sinematik evrende nesnelerin ontolojik konumunu yeniden degerlendirmeyi tesvik ettigini
one suruyor.

Pinar Tinaz ve Isik Eflan Tinaz'in “Lars von Trier Sinemasinda Melankolinin Gortinimleri: Hastalik, Glinahkarlik
ve Bilgelik Ucgeninde Bir Kadin - Justine” baslikli makalesi, Lars von Trier'in 2011 yapimi Melankoli filmindeki
Justine karakterini, melankolinin Antik Yunan'dan glinimize uzanan tarihsel ve felsefi donlisimu baglaminda
inceliyor. Makale, Justine’in film boyunca sergiledigi davranislari ve ruh hallerini, melankolinin farkli donem-
lerdeki ‘hastalik’, ‘ginahkarlik” ve ‘bilgelik’ tanimlariyla iliskilendirerek, karakterin ¢ok boyutlu yapisini ortaya
koyuyor. U¢ boyutlu karakter analizi yontemiyle Justine’in fiziksel, ruhsal, sosyal/kiltirel 6zellikleri ile yonet-
menin sinematografik tercihleri arasindaki etkilesimi derinlemesine ele alan calisma, Trier'in melankoliye dair
bakis acisini, varolusun anlami ve yok olus karsisindaki kabullenis temalari Gzerinden yorumluyor.

Mert Belek'in “Torino Ati: Nietzsche Felsefesinin Sinematografik Bir ifadesi” baslikli makalesi, Daniel
Frampton'un Filmozofi yaklasimini kullanarak Béla Tarr'in Torino Ati (2011) filminin Nietzsche felsefesini sine-
matografik unsurlarla nasil ifade ettigini inceliyor. Calisma, Tarr'in “bengi donus” kavramindaki zamansal yapiyi
yansitmak icin kullandigr uzun plan-sekanslar ve tekrar eden imgelerin, Deleuze'iin “kristal imge” tanimiyla
nasil ortlistiginl ortaya koyuyor. Ayrica, yonetmenin hareketli kamera, disavurumcu isik ve siyah-beyaz
negatif film tercihleriyle film-dinyaya kattigi karanlik ve tekinsiz atmosferin, Nietzsche'nin “tanri 6ldi” ve “gli¢
istenci” gibi kavramlarini nasil somutlastirdigini analiz ediyor. Makale, filmin yalnizca gorsel-isitsel bir yapidan
ibaret olmadigini, ayni zamanda film-zihin araciligiyla felsefi bir dislinme alani olusturdugunu ve boylece
sinemanin 6zgun bir felsefe yapma bicimi olabilecegi tezini guclu bir sekilde destekledigini vurguluyor.

Bu sayida bir film ve bir kitap incelemesi yer aliyor. Damla Narci'nin “Dinya ve Piraye — iki Kadinin
Kisisel Devrimi: Gonul Yarasi Filmi Kadin Karakterlerinin Feminist Yapisokum ile Cozimlenmesi” baslikli film
incelemesi, Yavuz Turgul'un 2005 yapimi Gonlil Yarasi filmindeki Dinya ve Piraye karakterlerini feminist film
teorisi ve Jacques Derrida'nin yapisokum kavrami tzerinden inceliyor. Calisma, ana akim sinemanin kadin
temsillerine yonelik heteronormatif bakis agisini sorgulayarak, filmin merkezine yerlestirdigi bu iki kadin
karakterin toplumsal normlara karsi direnislerini ve kisisel devrimlerini analiz ediyor. Dlinya’'nin hayatta kalma
mucadelesi ve Piraye'nin annelik kavramina dair dondsumu Uzerinden, kadinlarin ataerkil sistem icindeki
konumlarini ve bu sinirlamalari asma cabalarini sinematik kodlar ve anlatisal detaylarla ortaya koyan makale,
filmin klasik kadin karakter imajini nasil degistirdigini ve kadinlarin varolus miicadelesine nasil Gtopik bir
ayna tuttugunu vurguluyor.

Murat iri, Miriam Bratu Hansen'in Sinema ve Deneyim: Kracauer, Benjamin, Adorno adli kitabini inceleyerek,
sinemanin kamusal alan ve modernite ile iliskisini ele aliyor. Hansen'in eseri, Frankfurt Okulu’'nun sinemaya
bakisini sergilerken, sinemanin populer deneyim araciliglyla modernitenin nasil yeniden Uretildigini Kracauer,
Benjamin ve Adorno’nun perspektiflerinden tartisiyor. Kitap incelemesi, Hansen'in teorik durusunu ve sinema
arastirmalarina getirdigi “kamular ve karsi-kamular” yaklasimini vurgulayarak, sinemanin yalnizca bir eglence
araci degil, ayni zamanda toplumsal ve kiltirel bir deneyim olarak nasil isledigini ortaya koyuyor.

Makalelerimizin literatiire degerli bir katki sunmasini, gelecek arastirmalara ilham kaynagi olmasini ve dnemli
bir referans noktasi teskil etmesini gonulden diliyoruz. Planlarimiz kapsaminda, Aralik ayinda altinci sayimizi
yayimlamay! hedefliyoruz. Bu surecte sizlerin kiymetli destekleriyle yayin yolculugumuzu daha da ileriye
tasimak icin simdiden heyecanliyiz.

Saygilarimizla,

Bas Editor

Prof. Dr. Siikrii Sim
= Filmvisio
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Welcome to the Fifth Issue of Filmvisio

We are thrilled to present the fifth issue of Filmvisio, a journal dedicated to hosting high-quality research
and discussions in the field of cinema. With each new issue, our expanding readership and the enthusiastic
support we receive from both within Turkey and internationally reaffirm the significance of our efforts. We
extend our sincere gratitude to all the authors who contributed to this special issue, the referees who provided
meticulous evaluations, and the Istanbul University Press team.

At Filmvisio, our principle since our inception has been to uphold academic rigor and contribute valuable
insights to cinema literature. In line with this, we are proud to announce that our journal, in addition to being
indexed by prestigious databases such as MLA International Bibliography, DOAJ (Directory of Open Access
Journals), ERIH Plus, and Gale Cengage, has recently begun to be indexed by EBSCO Central & Eastern European
Academic Source and Ulrichsweb. These significant steps enable our articles to reach a broader international
academic audience and encourage us to set even more ambitious goals. We aspire to be included in other
prestigious indexes in the future, further strengthening our contribution to cinema research.

The first article in our fifth issue is Belkis Cigerim’s research paper, “Two Tales, One Love: Metin Erksan’s
Harmonization of Eastern and Western Love!” This article examines how the master Turkish filmmaker Metin
Erksan approaches the theme of love through his films Time to Love (1965) and Eternal Love (1966). The study
reveals how Erksan blends the mystical understanding of love found in Eastern narratives, exemplified by
Fuz(li's Leyli and Majnun, with the passionate and destructive love depicted in Western works, such as Emily
Bronté's Wuthering Heights. The article offers an in-depth analysis of the impact of love for images and
societal constraints on love, demonstrating how Erksan unifies Eastern and Western cultural perspectives on
love in his unique cinematic language.

Following this, Pinar Uzeltlzenci's “A Comparative Analysis of Susuz Yaz and Kurak Giinler in the Context of
Changing Socio-Political Symbolism of Water” explores the multifaceted representation of water in Turkish
cinema. The article compares Metin Erksan’s 1963 film Dry Summer with Emin Alper's 2022 film Burning Days,
analyzing how water has evolved from being merely a vital resource to a powerful symbol of societal decay,
power struggles, and environmental concerns. Uzeltlizenci employs an interdisciplinary approach, drawing
from political ecology, psychoanalysis, and film sound theory, to explain how the visual and auditory use
of water reflects ideological shifts during Turkey’s transition from an agrarian society to a neoliberal state
grappling with political crises. The study emphasizes that while water symbolizes hope and potential for
social transformation in Dry Summer, it transforms into a pessimistic metaphor for ecological devastation
and systemic collapse in Burning Days, revealing cinema's dynamic role in reflecting societal anxieties and
shifting power structures.

iclal Can GUrblz and Nihan Gider Isikman’s article, “Audiovisual Narratives, Video Activism and Social Repre-
sentations: Analyzing Rights-Based Digital Filmmaking in Turkiye,” examines the role of audiovisual narratives
in constructing social reality in the digital age. The article highlights video activism as a powerful tool for
documenting injustices, raising awareness, and fostering social change. Focusing on the potential for inde-
pendent and collective narratives, unlike traditional media, the study scrutinizes the CAM digital platform.
This platform, supported by the European Union’s Sivil Dustn program, has hosted 143 rights-based films
covering 22 different human rights areas since March 2020. The article maps the current state of rights-based
filmmaking in Turkey through a thematic content analysis of CAM’s films, evaluating video activism’s contri-
bution to media advocacy, historical documentation, and public discourse on human rights by examining
character representations, rights categories, and geographical distribution.

Mustafa Turkan’s article, “The Overlook Hotel as an Ontological Agent: Object-Oriented Ontology and Film
Analysis,” moves beyond human-centered approaches in film analysis to examine the significance and agency
of objects. Within the framework of object-oriented ontology (000), the article argues that Stanley Kubrick’'s
The Shining (1980) portrays the Overlook Hotel not merely as a setting, but as a living, menacing entity in its
own right. Turkan connects the film’'s visual and auditory elements with OO0 concepts such as the tension
between an object and its qualities, metaphorical asymmetry, and vicarious causation, asserting that the
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viewer's experience becomes a constitutive element of the film's ontology. In this context, he suggests that
the culturally coded Overlook Hotel acts as an independent subject within the cinematic universe, prompting
a comprehensive re-evaluation of the ontological position of objects.

Pinar Tinaz and Isik Eflan Tinaz's Turkish article, “Appearances of Melancholy in Lars von Trier's Cinema: A
Woman in the Triangle of Illness, Sinfulness and Wisdom - Justine,” examines the character of Justine in
Lars von Trier's 2011 film Melancholia within the historical and philosophical evolution of melancholy from
Ancient Greece to the present day. The article reveals Justine's multifaceted character structure by relating her
behaviors and moods throughout the film to different historical definitions of melancholy, including “illness,"
“sinfulness,” and “wisdom. Through a three-dimensional character analysis, the study deeply explores the
interaction between Justine’'s physical, psychological, and socio-cultural attributes and the director’s cine-
matographic choices, interpreting Trier's perspective on melancholy through the themes of the meaning of
existence and acceptance in the face of annihilation.

Mert Belek’s article, “The Turin Horse: A Cinematographic Expression of Nietzsche’'s Philosophy,” analyzes
how Béla Tarr's film The Turin Horse (2011) articulates Nietzschean philosophy through its cinematographic
elements, using Daniel Frampton’s Filmosophy approach. The study reveals how Tarr's use of long takes
and recurring images to reflect the temporal structure of “eternal recurrence” aligns with Deleuze’s concept
of the “crystal-image.” Furthermore, it analyzes how the director's choices of moving camera, expressionist
lighting, and black-and-white cinematography contribute to the film-world's dark and unsettling atmosphere,
embodying Nietzsche's concepts of the “death of God” and “will to power.” The article emphasizes that the
film is not merely an audiovisual construction but also generates a philosophical space for thought through
the film-mind, strongly supporting the thesis that cinema can engage in philosophy in its unique way.

This issue also includes one film review and one book review. Damla Narci’s film review, “Dinya and Piraye
— The Personal Revolution of Two Women: A Feminist Deconstruction of the Female Characters in Lovelorn,
examines the characters of Dunya and Piraye in Yavuz Turgul's 2005 film Lovelorn through the lens of feminist
film theory and Jacques Derrida’s concept of deconstruction. The study challenges the heteronormative gaze
prevalent in mainstream cinema’s portrayal of women, analyzing the two central female characters’ resistance
to societal norms and their personal revolutions. By exploring Dinya’s struggle for survival and Piraye’s
transformation regarding motherhood, the article highlights how the film, through its cinematic codes and
narrative details, reshapes the classic female character image and offers a utopian mirror to women'’s struggle
for existence in societies that limit their right to breathe.

Murat iri reviews Miriam Bratu Hansen's book Cinema and Experience: Kracauer, Benjamin, Adorno, exploring
cinema'’s relationship with the public sphere and modernity. Hansen's work showcases the Frankfurt School's
approach to cinema, discussing how modernity is re-produced through popular experience from the perspec-
tives of Kracauer, Benjamin, and Adorno. The book review emphasizes Hansen'’s theoretical stance and her
“publics and counter-publics” approach to cinema studies, revealing how cinema functions not only as
entertainment but also as a profound social and cultural experience.

We sincerely hope that our articles will make a valuable contribution to the literature, serving as an inspiration
and a significant reference point for future research. In line with our plans, we aim to release our sixth issue
in December. We eagerly anticipate enriching this journey further with your valuable contributions.

Sincerely,
Editor-in-Chief
Prof. Dr. Siikrii Sim
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Abstract This study explores the intertextual connections between Metin Erksan’s films Sevmek Zamani (Time to Love, 1965) and
Olmeyen Ask (Eternal Love, 1966) and the literary works Leyli and Majnun by Fuzili and Wuthering Heights by Emily Bronté.
By examining the thematic parallels and divergences in the portrayal of love, the study highlights how Erksan synthesizes
Eastern and Western love narratives to develop his unique cinematic language. While Leyli and Majnun embodies the
mystical and transcendental nature of love, Wuthering Heights presents love as a force of obsession and destruction.
Erksan’s films reflect both perspectives: Sevmek Zamani explores the notion of love as an idealized image, deeply rooted in
Eastern traditions, whereas Olmeyen Ask portrays love's destructive power, akin to the Western literary tradition. However,
despite the apparent dominance of one cultural perspective in each film, traces of the other tradition remain present.
Neither film embodies a single, pure tradition. Thus, through an intertextual and comparative analysis, this study reveals
how Erksan’s interpretation of love transcends cultural binaries and offers a rich, hybrid synthesis of both Eastern and
Western narratives.

0z Bu calismada, Metin Erksan’in Sevmek Zamani (1965) ve Olmeyen Ask (1966) filmleri ile Fuzili'nin Leyla ile Mecnun’u ve Emily
Bronté'nin Ugultulu Tepeler adli edebi eseri arasindaki metinlerarasi baglantilari incelenmistir. Calismada, agkin tasvirine
dair tematik benzerlikler ve ayriliklar ele alinmis; Erksan’in Dogulu ve Batili ask anlatilarini nasil sentezleyerek kendine 6zgii
bir sinemasal dil gelistirdigi ortaya konmustur. Leyla ile Mecnun, askin mistik yoninl ve ona atfedilen askinligi yansitirken,
Ugultulu Tepeler aski bir saplanti ve yikim glici olarak sunar. Erksan’'in filmleri her iki bakis agisini da yansitir: Sevmek
Zamani, Dogu geleneklerine derinlemesine kok salmis idealize edilmis bir ask imgesini sorgularken; Olmeyen Ask, Bati
edebiyat gelenegine yakin bicimde askin yikici gliclinu tasvir eder. Ancak her filmde bir kiltlrel bakis agisi baskin gibi
gorilinse de diger gelenegin izleri de varligini stirdurr. Filmlerin hicbiri tek ve saf bir gelenegi bitiinlyle yansitmaz. Boylece,
metinlerarasi ve karsilastirmali bir ¢ozimleme yoluyla bu ¢alisma, Erksan’in ask yorumunun kiltiirel ikilikleri asti§ini ve
Dogulu ve Batili anlatilarini harmanlayan zengin, melez bir sentez sundugunu ortaya koymaktadir.

Keywords  love - Metin Erksan - Leyli and Majnun - Wuthering Heights - intertextuality
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Two Tales, One Love: Metin Erksan's Harmonization of Eastern and

Western Love
“Ask icin olmeli, ask o zaman agk."

Metin Erksan was a pioneering figure in Turkish cinema and a quintessential example of an
auteur, as he consistently infused his unique style into both the themes and the formal aspects of
his films. Erksan distinguished himself from other directors of his time, as he was singularly de-
voted to cinema and deliberately chose the most relevant academic path to become a filmmaker.
Since no formal cinema degrees were available at the time, he pursued a degree in art history
at Istanbul University, which he considered the most suitable alternative. During his studies, he
was taught by highly esteemed professors, many of European origin. His educational background

enabled him to create multi-layered films rich in meaning.

Erksan pursued filmmaking without seeking awards or critical acclaim, either domestically or
internationally, and criticized those who claimed to make films for the sake of society or art.
Emphasizing his autonomy, he asserted, “I make films for myself” However, this statement has
often been misunderstood and misused in contexts that are not entirely relevant. What Erksan
truly meant was that he chose to make films about subjects that mattered to him, rather than
catering to a specific audience or aiming for recognition at international festivals. He said he did
not imply that he was indifferent to public reception or that he created films solely for his own
satisfaction, regardless of whether anyone watched them. Naturally, insisting on such autonomy
brought various challenges. He struggled not only with securing funding for his films but also with
distributing and screening them. The trusts and cartels dominating the Turkish cinema industry
left little room for independent filmmakers. It was under such circumstances that he made one of
his cult films, Sevmek Zamani (Time to Love, 1965). Distributors and cinema halls refused to screen
the film; however, Georges Sadoul, a French film critic, praised it for its depiction of class conflict
after viewing it at the Carthage Film Festival (Sine-G6z, 2014).

Class conflict is a recurring theme in Erksan’s both social realist films and those centered on
love. While it is the central issue in some of his social realist works, it serves as a backdrop in his

love-themed films. In Sevmek Zamani (Time to Love, 1965), and Olmeyen Ask (Eternal Love, 1966) the

1“One must die for love; only then is it truly love.”

=
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protagonists are two lovers from different social classes, and this class disparity is the underlying

reason for their separation.

As in his other adaptations, in Olmeyen Ask (1966)—an adaptation of the novel Wuthering
Heights—Erksan extracted the core elements and reinterpreted them through his distinctive style
rather than directly replicating or imitating them. He says his starting point in making a film is
the main idea of it, which is later accompanied by an image that emerges in his mind. He shares
his experience in making the TRT-sponsored TV film Sazlik (1975), which is also an adaptation, as
an example. The main idea of the film is a protagonist who is an obsessive, mad lover again, and
the image in Erksan’s mind is that he climbs a wooden pole and searches day and night for his
beloved, whom he thinks got lost in the lake (Lokomotif, 2024). Although Kuyu (The Well, 1968)
was not adapted from a literary work, Erksan drew inspiration from a real-life incident that took
place in a village in Anatolia. Upon reading about the event, he traveled to the village where it
occurred. Following a thorough investigation, he crafted his own version of the story, remaining
faithful to its core essence (Sim, 2020, p. 58). In Susuz Yaz (Dry Summer, 1963) and Yilanlarin Ocii
(Revenge of the Snakes, 1961), Erksan again took the centralidea(s) and developed his own versions
of the stories. He was criticized by the authors of the novels for departing from their texts and
making significant alterations. Upon closer examination, it becomes evident that Erksan employed
the same approach in Olmeyen Ask: He distilled the central themes of Wuthering Heights and
integrated them with the visual imagery in his mind. His statements about the film, which also

reflect his perspective on love, are provided below:

“l also made a movie of this novel (Wuthering Heights)—though it remained somewhat incom-
plete—and | tried to take it to the level of madness. There is a film Bunuel made in Mexico called
Cumbres Barroscosas (Abismos de Pasion). He made Eternal Love. It's about two lovers who cannot
be united. Their love is symbolized by a rocky hill. The man takes the woman to that hill right in
front of her husband’s eyes. She dies on the way. Then, on that hill, the man cries, screams, and
makes love to her corpse. He experiences a horrifying breakdown. That is love! Otherwise, it's just,
“l'admire you,” or some cliché like, “Do you know? | love you more than any man could ever love a
woman.” Everyone says that to everyone; it means nothing. Only such a love as this can be called
true love, in my opinion. For instance, at the end of my movie, | had the man beat the woman’s
corpse. While crying and screaming, “How could you leave me and die!” he also hit her. Later, quite
understandably, the producer cut those scenes of violence. The Turkish audience would not have

been able to handle it. But that is how real love should be” (Kirisgi, 2015).
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In this passage, Metin Erksan appears to misremember the ending of Bunuel's film. In the film,
Alejandro merely kisses his deceased lover, rather than engaging in more extreme actions (mfa,
2014). While the endings of Erksan’s and Bunuel’s films differ, the overall emotions they evoke are
similar, as both intertwine love and rage. Similar to Bufiuel’s Abismos de Pasion (1954), Erksan’s
Olmeyen Ask (1966) excludes romantic scenes because both directors were aware that hatred,
rather than love, lay at the core of the novel. In Olmeyen Ask, Ali and Yildiz do not explicitly express
their love for each other. Instead, love and anger are deeply intertwined, as demonstrated even

in the final scene where Yildiz dies, and Ali shouts, “I hate you.”

In another interview, when asked, “Do you think love is pathological?”, Erksan responds
unequivocally: “Yes, love is madness! Can a sane person truly fall in love? It is something terrifying
—you stop eating, stop drinking, sometimes losing thirty kilos at once. Terrible things happen.
To me, that is love.” In the continuation of the interview, Erksan elaborates on the idea that men
and women were once a single entity but later became separated, forever yearning to reunite.
He states: “In the beginning, man and woman were one body. Humans could self-reproduce.
Hermaphrodites, androgynous beings... | have always wondered how they became separated. ...
Men and women want to reunite again, they are constantly drawn to each other, an immense
attraction. But of course, alongside love, there is also hostility.” He further references Baudelaire,
recalling the notion that love and hate coexist, citing: “I hate you as much as | love you.” According
to Erksan, this paradox is inherent to love; love cannot exist without its counterpart, conflict and
tension (Erksan, 2017, pp. 27-28).

Erksan expressed his admiration for Wuthering Heights, particularly for its depiction of the
relationship between Catherine and Heathcliff, which reconciles love and hatred, rage and com-
passion. He believed these conflicting emotions were the essence of the novel and aimed to center
his own adaption on them (Erksan, 2017, pp. 28-29). He was also impressed by how the themes
of love and class conflict were woven together. However, this novel was not his sole source of
inspiration. He stated that in order to fully grasp Sevmek Zamani (1965), one must be familiar with
Eastern and Western folk tales on love, particularly Eastern tales, with Leyli and Majnun being
the most influential (Erksan, 2017, p. 56). Through both its mise-en-scéne and narrative structure,
Sevmek Zamani reflects the Eastern perspective on love, specifically the concept of falling in love
with a semblance or an image, a motif frequently found in Eastern tales. Gemuhluoglu (2013)
asserts that with his film Sevmek Zamani, Erksan wanted to compose a modern visual masnavi, and
to ensure his vision was understood, he explicitly had his characters articulate it in the dialogues:

“Do such loves still exist today?” “Just like in old tales, right?”
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Erksan’s cinematic vision was shaped by a deep appreciation for local culture while also drawing
from Western artistic and intellectual traditions—an approach influenced by both his personal
values and his academic background. His education in art history exposed him to European aes-
thetics and narrative structures, yet his films remain deeply rooted in Turkish and broader Eastern
traditions. This dual influence is evident not only in his portrayal of love but in the overall themes,
visual storytelling, and symbolic depth of his works. In films like Sevmek Zamani (1965), the concept
of ‘falling in love with an image’ echoes motifs found in Ottoman and Persian literature, while his

engagement with class conflict and existential struggles reflects Western literary sensibilities.

It can be asserted that Emily Bronté was exposed to influences both from Eastern and Western
resources, just like Erksan, due to the literary movements of the late 18th and early 19th centuries.
Towards the end of the eighteenth century, English literary world directed itself towards the
East in search for some freshness in terms of imagery, subject matter and models, as they had
exhausted the Greco-Roman culture. Through the works of diplomats and travelers, Orientalism
spread in not only literature but also architecture, gardening, and art in general. One of the most
prominent figures influential in creating the Oriental atmosphere in England was Sir William Jones,
who influenced Emily Bront€, among other numerous authors of the period. He knew Persian
and made translations into English (De Sola Pinto, 1946; Mamarasulova, 2020). In fact, just a few
years after the first translation of Leyli and Majnun story by William Kirkpatrick under the title
of Mujnoon; or, the Distracted Lover. A Tale. From the Persian (1785), Sir William Jones published
Persian version of Leyli and Majnun by Abdullah Hatifi, but he only translated five couplets, and
left the rest to other translators with a recommendation: the story should be translated into a
prose form without adding a single image or thought. Isaac D’israeli was presumably the first to
follow Jones’ recommendation, and he wrote the novel version, The Loves of Mejnoun and Leila in
1797. Nevertheless, although it displayed some features of Sufism, D’israeli’'s work seemed to miss
the essence, contrary to Jones, who wrote from an entirely Sufi perspective. As a result of Jones,
D’israeli’'s and subsequent authors’ translations and works inspired by the story, contemporary
Western readers became familiar with the conceptions of Sufism (Nilchian, 2016). In such an
atmosphere, as it is evident, it became prevalent among the authors of the period to ornament

their works with oriental features (Mamarasulova, 2020).

Given this cultural and literary context, it is highly likely that Emily Bronté was exposed to dif-
ferent versions of the Leyli and Majnun story, as well as similar Eastern love narratives. The striking
thematic parallels between Wuthering Heights and Leyli and Majnun—such as the portrayal of an

all-consuming, almost mystical love, the presence of an insurmountable societal barrier, and the

Filmvisio, (5): 1-26  H[J{~/ H

D
==iE
(&



Two Tales, One Love: Metin Erksan’s Harmonization of Eastern and Western Love  £¥  Cigerim, 2025

intertwining of love and suffering—suggest that Bronté may have drawn inspiration, consciously
or unconsciously, from these Eastern sources. When reading Wuthering Heights, Erksan likely
perceived its thematic commonalities with Leyli and Majnun and other Eastern love narratives,
particularly their shared emphasis on love as an all-consuming force intertwined with suffering,
obsession, and transcendence. By blending Western literary traditions with the mystical and
symbolic nature of Eastern love stories, he developed his own unique understanding of love—one
that transcended mere artistic contrivance, grounded in genuine human emotions and enriched

with depth and meaning.

Methodology

To analyze the web of literary and cinematic interrelations in Metin Erksan’s films, this study
adopts a comparative and intertextual methodology. While the term ‘intertextuality’ was first
coined by Julia Kristeva, a more foundational understanding of the concept can be developed
by first engaging with the work of Mikhail Bakhtin, whose ideas Kristeva herself frequently refer-
ences. A central idea in Bakhtin’s theory is that the author’s intended meaning is not always
expressed through direct authorial discourse, but often becomes clear through the careful use and
arrangement of other voices in the text. This use of different voices can sometimes appear in the
form of a narrator whose discourse seems singular, but still reflects the author’s intention. As he
states, “ultimate semantic authority—the author’s intention—is realized not in his direct discourse
but with the help of other people’s words, created and distributed specifically as the words of

others” (Bakhtin, 1984, p. 188).

Kristeva (1980) building her conceptualization of intertextuality upon Bakhtin’s ideas, says that
he was one of the first to suggest that a literary structure is created in relation to another. According
to her, the “literary word” goes beyond the author’s intention and gains meaning through a dialogic
interaction among the author, the addressee (the character in the novel), and the broader cultural
context—whether contemporary or historical. Kristeva positions the three dimensions of dialogue
along two axes: the horizontal axis, which includes the author and the addressee, and the vertical
axis, which represents the cultural context. Building on this idea, she argues that any text is
formed through the incorporation and transformation of another, which she famously terms as

‘intertextuality.

There are always echoes of other words within any single word, and traces of other texts within
any given text. Intertextuality suggests that we should not see texts as isolated or complete in

themselves, but rather as shaped by difference and history. They carry remnants of otherness

Filmvisio, (5): 1-26 T 6



Two Tales, One Love: Metin Erksan’s Harmonization of Eastern and Western Love  £¥  Cigerim, 2025

because they are formed through the repetition and transformation of earlier textual forms.
Instead of accepting the New Criticism view that texts are self-contained and autonomous, inter-

textual theory asserts that no text stands alone or operates as a sealed-off system (Alfaro, 1996).

Kristeva (1980) argues that textual ‘ambivalence’ arises from the mutual insertion of history into
the text and the text into history. Writing is not a closed system but a dialogic process where each
text absorbs, reworks, and responds to prior discourses. She emphasizes that poetic language
is inherently ‘double, not simply in terms of the signifier and the signified, but as a relational
structure between the self and the other. This dialogism, based on Bakhtin’s notions, reveals that
meaning is generated through the intersection of multiple voices, temporalities, and social codes.

Thus, the minimal unit of meaning is not singular but always dialogically constituted.

Similar to Bakhtin and Kristeva, Roland Barthes (1977) emphasizes that “..a text is not a line
of words releasing a single ‘theological’ meaning (the ‘message’ of the Author-God) but a multi-
dimensional space in which a variety of writings, none of them original, blend and clash. The text
is a tissue of quotations drawn from the innumerable centers of culture.” According to Barthes,
contrary to the misconceptions of most critics, attributing an Author to a text is not an act
of clarification but one of limitation; it imposes a singular, fixed meaning, the “final signified,”
that ultimately closes the openness of writing and restricts the plurality of interpretation. In
Barthes's view, it is the reader, not the author, who ultimately becomes the site where meaning is
constructed; only the reader is able to perceive the multiplicity of a text and grasp the ambiguity

that escapes the characters themselves.

Building on this foundation, this study aims to investigate how Metin Erksan engages with the
theme of love by drawing from both Eastern and Western literary traditions. Specifically, it explores
how Erksan identifies, synthesizes, and reinterprets the similarities and differences between these

traditions to construct his unique cinematic portrayal of love.

The research question guiding this study is: How does Metin Erksan incorporate and transform
the shared and contrasting elements of love in Eastern and Western literary narratives, specifically
Leyli and Majnun and Wuthering Heights by Emily Bronté, into his films? Although various inter-
pretations of the story of Leyli and Majnun exist, this study focuses on Fuzuli’s version, as it is
considered the most significant and influential one written in Turkish. To address this question,
the study will analyze the thematic echoes of these two works in Erksan’s films Sevmek Zamani
(1965) and Olmeyen Ask (1966). Through this comparative approach, the study aims to illuminate
the ways in which Erksan blends different cultural perspectives on love, ultimately shaping his

own cinematic interpretation.

- -
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The intertextual relationships are examined through three primary criteria: (1) narrative
structure, including the development of the love plot and character trajectories; (2) symbolic
representation, such as visual motifs, dialogue patterns, and spatial design that resonate with
literary sources; and (3) character dynamics, focusing on emotional expression, agency, and the
nature of love-related conflict. Additionally, attention is given to mise-en-scéne elements that

serve as visual and thematic connectors between the films and their literary intertexts.

Throughout the analysis, several recurring themes emerged in the films and their literary

”,u

counterparts. These include “falling in love with a semblance or image”; “social constraints on love:
class, culture, and authority”; “the tension between divine and profane love”; “love as madness
or obsession; love as transcendence / annihilation of the self through suffering.” The analysis will
be grouped under these thematic categories. Some character functions or narrative devices did
not fall neatly into the thematic categories outlined above. However, they also play an important
role in facilitating the love story and illuminating the emotional journeys of the protagonists.
Therefore, examples that do not directly align with any of these thematic categories are discussed

under a separate ‘Other’ heading.

While Metin Erksan’s filmography includes several works centered on love, this study focuses
specifically on Sevmek Zamani (1965) and Olmeyen Ask (1966) due to their explicit intertextual
connections with Leyli and Majnun and Wuthering Heights. These films not only showcase Erksan’s
synthesis of Eastern and Western representations of love but also offer the clearest examples
of his unique interpretative approach. Focusing on these two films allows for a more in-depth
comparative analysis, ensuring that the discussion remains both thematically coherent and
methodologically precise. While other films by Erksan explore similar themes, Sevmek Zamani and
Olmeyen Ask are the most relevant in terms of their direct engagement with literary sources and

their reflection of the intertextual dialogue between different cultural traditions.
The Concept of Love in Eastern and Western Cultures

When truly understood, love has the potential to be the most powerful and transformative
force both in the heavens and on earth. It serves as the driving motivation behind the most
remarkable and elevated human accomplishments. In one way or another, true love always seeks
to bring blessings to its beloved, regardless of the magnitude of sacrifice. The most profound
works of literature, music, and religious thought have drawn their inspiration from love. In the
realm of religion, Buddhism acknowledges that life is characterized by suffering, which stems from

ego-driven desires and attachments. However, Buddhism also emphasizes that compassionate
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love is vital for well-being and survival. The Dalai Lama highlights this by stating that love and
compassion are fundamental necessities, not luxuries, as humanity cannot thrive without them.
Similarly, Christianity teaches that God embodies love and that humans, created in God’s image,
inherently possess this quality. Love, therefore, is an intrinsic part of both human nature and
spiritual fulfillment, as reflected in Galatians 5:22-23, which suggests that true joy is unattainable

without love (Wong & Mayer, 2023).

Bugdayci (2021) highlights the parallels between the Sufi concept of love, ‘ashk, and the Platonic
notion of ‘eros, noting that in both frameworks, love is conceived as a “journey of the soul that
starts from the lower stage of beauty and rises up to higher stages”. In both Sufi ashk and eros,
love isinitially directed toward an earthly, material object, but especially in Sufi ashk, it transcends
the profane through suffering and reaches a more spiritual and divine level. Bugdayci claims that

there are strong links between Greek philosophical thought and Sufism in Islamic tradition.

Similarly, Holbrook (2017) argues that Plato’s Symposium and Seyh Galib’s Hiisn i Ask (Beauty
and Love) depict a spiritual journey where love (ask/eros) leads from the physical toward the
metaphysical and eternal beauty. Through a method she calls “textual archaeology,” Holbrook
uncovers deep structural and thematic parallels between the two texts, highlighting how love
serves as a transformative path toward wisdom and unity in both Eastern and Western traditions.
In Hiisn (i Ask, Ask (Love), the male character, endures numerous trials on his journey to reunite
with Hiisn (Beauty)—a process that leads to his maturation and spiritual elevation. Similarly, in
Symposium, Plato—through the dialogue between Diotima and Socrates—depicts a comparable
ascent, beginning with the love of a physical body and culminating in the contemplation of divine

beauty.

Wong and Mayer (2023) put forward the concept of Golden Triad, which includes three key ele-
ments: aligning with our true self and life purpose, forming deep and meaningful connections with
others through intimacy or communion, and attaining a sense of unity with nature and its Creator.
The last element of this triad resonates with the concept of Wahdat al-Wujud in Sufi philosophy.
Karandashev (2021) also discusses the universality of this notion of unity. The concept of love as
a union of two individuals—whether temporary or lifelong—has been a persistent cultural model
across societies for centuries. This conception entails an experience where two bodies, souls, or
minds become one, leading to a sense of self-loss through an expansive merger with the beloved.
Such unity may emerge through an equal fusion of partners or through an imbalance, where one

partner is absorbed into the other via dominance or submission.
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When love is unattainable or unfulfilled, or when lovers are forced apart, it often transforms
into suffering. Many culture-specific notions of love emphasize pain and longing, highlighting
the deep emotional intensity that defines the experience of love. Numerous scholars and writers
have explored the intrinsic connection between love and suffering, asserting that no form of love
exists without some degree of pain. Love, while associated with joy, fulfillment, and heightened
consciousness, also renders individuals vulnerable to grief, sorrow, and disappointment. As Rollo
May argues, to love is to open oneself to both the positive and negative dimensions of human
experience. Similarly, Fyodor Dostoevsky asserts that suffering is inseparable from love, suggesting
that the inability to love constitutes its own form of torment. Woody Allen echoes this sentiment
in a more paradoxical manner, emphasizing that whether one chooses love or avoids it, suffering
remains inevitable. These perspectives collectively reinforce the notion that love and suffering
are deeply intertwined, making pain an inescapable aspect of profound emotional connections
(Wong & Mayer, 2023).

Love can take different forms, one of which is obsessive love, referred to as limerence by Tennov
(1979). Intense love can turn into obsession, filling the lover's mind with constant thoughts and
a strong need to possess the beloved. This type of love feels urgent and overwhelming, making
it hard for the lover to handle rejection or unfulfilled desires (Karandashev, 2021; Wong & Mayer,
2023).

Cross-cultural variations in emotional arousal levels have been consistently observed, partic-
ularly between Western and Eastern cultures. Western societies tend to emphasize high-arousal
emotions, as these emotions align with the individualistic nature of their culture, where people
seek to influence others. In contrast, Eastern cultures, which are more collectivist, prioritize low-
arousal emotions, as they facilitate social harmony and adaptation to group expectations (Lim,
2016). These differences also influence passionate love, reflecting the general emotional patterns

of each culture.
Eastern Representations of Love

In Ansiklopedik Divan Siiri Sézliigii (Encyclopedic Dictionary of Divan Poetry), love (ask) is
defined as intense form of affection. The concept of love can be analyzed from two different
perspectives: its spiritual dimension in Sufism and its literary expression in Divan poetry. In Sufism,
love is considered the foundation of creation, as expressed in the hadith, “l was a hidden treasure;
| desired to be known, so | created the world.” The Wahdat al-Wujud philosophy sees love as the

means to know and unite with God. To attain visal-i haqq (union with truth), one must detach
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from worldly attachments, master the self, and eliminate the ego. Only then can a Sufi reach fana’
fillah (annihilation in God) and attain divine love. Love, as an attribute of God, holds His secret
and manifestation. At its highest level, Sufi love leads to the loss of selfhood, where the individual
dissolves into divine existence. This concept, known as “Becoming one with the Truth”?, signifies
transcending the self and attaining ultimate spiritual unity. In Divan literature, love is depicted
in various dimensions, ranging from a simple desire to deep devotion. Although it may initially
seem linked to physical attraction, it is primarily viewed as a platonic pleasure and spiritual
attachment. Love is a central theme in this literary tradition, often carrying a spiritual orientation.
Some poets experienced love as a deeply personal emotion, leading them to melancholy and even
turning them into legendary figures in folk narratives. Gazels and masnavis explore love both as
a representation of divine love and as a passion rooted in physical and sensory experiences. In
literary works, love is portrayed as a profound feeling that dominates the lover's world, while the
beloved often remains unaware of it. For the lover, love is eternal, growing in intensity, sometimes
to the extent of embracing death. Divan poets emphasize both the joy and suffering that love
brings, highlighting the idea that pain is an inseparable part of love. The wounds caused by love
never heal; longing and sorrow coexist with passion. The deeper the love, the greater the suffering,

making love both an exalted and painful experience (Pala, 2014, pp. 47-49).

The Concept of Falling in Love with a Semblance or Image

In classical literature, the theme of falling in love with a portrait or an image of the beloved is
quite common. In Hiisrev and Sirin, Sirin falls in love with Husrev after seeing the portraits of him
left in various places she had visited, and she starts to search for him. In narratives that turn into
Ferhat and Sirin subsequently, Ferhat, who is a ‘nakkas’ (miniature painter), gives his own portrait
to Sirin, as Fuzuli states, without knowing that he actually carved a rival to himself. In Vamik and
Azrd, Vamik falls in love with Azra upon seeing her portrait, and Azra falls in love with him upon
hearing about him. Similarly, in Hiima and Hiimdydn, Hima sees Himaydn's portrait in a pavilion
while hunting and falls in love. In Hiisn i Dil, Hisn becomes passionately attached to the owner
of a portrait hidden in a treasury without knowing who it belongs to. In Sthhat and Maraz, Ruh
falls in love with the beauty he sees in a mirror, unaware that it is his own reflection. Lastly, in
Yusuf and Ziileyha narratives, Ziileyha fills her room with depictions (tasvirs) of herself to captivate
him. In these stories, love is often not directed at the real presence of the beloved but rather at

a depiction or image, making this theme an essential part of classical love narratives. The notion

2“Hakk ile Hak olmak” in Turkish.
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of the beloved themselves being a ‘sliret’ (semblance) is present in Divan poetry and Sufi poetry,

most prominently in Fuzdli's Leyld and Mecniin (Gemuhluoglu, 2013).

Fuzuli's Leyli and Majnun

Leyli and Majnun, originally an Arabic tale, was adopted into masnavi form by various poets
first in Persian literature and then in Turkish literature, and was composed by various poets both
before and after Fuzuli. There are differing claims and perspectives concerning the story’s origins.
One of those contend that the narrative is grounded in an actual historical event, whereas others
maintain that it was conceived by a young man who loved his cousin but was only able to express
his feelings through his poems, which he attributed to Kays b. Muvellah Amiri (Majnun). However,
it would be more plausible to consider the story as a combination of various incidents occurred at
different periods into a unified narrative (Capan, 2009; Levend, 1959, pp. 1-7). Despite some differ-
ences, the core events that form the essence of the story were preserved across various versions.
For instance, Qays and Leyli meet during their childhood; Leyli’s father refuses to allow Leyli’s
marriage to Qays and becomes the greatest obstacle to their love; Leyli is married to another man;
Qays wanders into the desert and loses his sanity, becoming known as Majnun; and ultimately,
both Leyli and Majnun die as a result of their desperate and unfulfilled love. Contributions from
certain poets transform the story from merely a tale of impossible love into one imbued with Sufi

meanings.

In Abdorrahman Jami (1414-1492)'s and Nezami Ganjavi (1141-1209)’s versions, Majnun refrains
from seeing Leyli, or a physical union, as it will impact his path towards ‘fana, which means anni-
hilation of the self and absolute union with the True Love. Majnun’s love is diverted towards the
‘source of everything, to the Truth as a result of his long sufferings, and he is no longer interested
in earthly world (Nilchian, 2015). In Fuzuli's version, when Leyli encounters Majnun in the desert
by chance, he cannot recognize her, and even after she reminds him of herself, he refuses union
because maturity in true love resides in the heart and does not require any sort of physical contact
(Fuzuli, 2000).

The question of whether Fuzuli was influenced by earlier poets who wrote Leyli and Majnun
narratives, and to what extent, remains a subject of debate. In some Western sources, Fuzuli is
inaccurately described as a translator of Nezami’s work. While Fuzuli pays homage to Nezami and
Jami by mentioning their names at the beginning of his masnavi, the significant difference in length
between their works disproves this claim. Nezami’s masnavi comprises 4,600 couplets, whereas

Fuzuli’s version contains only 3,200. Evidently, the differences are not confined to the length alone;
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there are also notable variations in the events of the story (Akalin, 2017). Moreover, Fuzuli made
his own contributions to the Leyli and Majnun narrative by introducing elements such as the love
between Zayd (Majnun’s friend) and Zeyneb, the fairy tale Leyli told Ibn Salam to keep him away
from herself, the death of Ibn Salam resulting from Majnun’s curse, and the dream that Zayd had at
the end of the story about Leyli and Majnun together in heaven (Capan, 2009). In Fuzuli’s version,
Leyli's mother plays a significant role, whereas in earlier versions by other poets, her father is
portrayed as the primary, and perhaps the sole, obstacle. While incorporating his unique style in

both narrative features and story events, Fuzuli remained loyal to the Sufi essence.

Fuzuli's work also distinguishes itself from those of his predecessors, as his portrayal of char-
acters and depiction of love interweave both realistic and mystical elements. In Nizami’s masnauvi,
for instance, Majnun displays a greater degree of abnormal behavior and is accompanied by a few
companions who share his plight. Nizami presents Majnun as a pitiable figure—a powerless man
who, overwhelmed by his despair, avoids human interaction out of fear. By contrast, Fuzuli reduces
Majnun’s erratic actions to a minimum, portraying him instead as the epitome of the ideal lover
(Ozcan, 2010).

A comparatively more recent author who wrote a modernized version Leyli and Majnun story
was Resat Nuri Guntekin. In his version, there are two parts: one narrative framing the main story.
The frame story consists of a group of friends discussing the matter of hopeless love and whether
it can be cured or not, and if it can, what the ways are. While one suggests that the cure is union,
another claims “The remedy for love is separation.” As a hopeless love can never be cured, love can
be increased by separation. However, Mazhar suggests a radically different cure: being around the
beloved so that their flaws can be seen, which will eventually weaken the love. A lover attributes
superior qualities to the beloved one, and by observing their weaknesses and flaws, love fades

away, which means it is cured (Cecen, 2015).

Western Representations of Love and Wuthering Heights

In Renaissance thought, love was often depicted as a destructive force, inflicting emotional
and physical torment—it “pricks, wounds, scars, wrings, and ruins.” The Renaissance lover of
the sonnets experiences love as “suffering,” marked by “sighs, pain, tears, and despair.” While
modern English culture has moved away from openly expressing such anguish over unrequited
love, Turkish cultural expressions remain deeply connected to the medieval notion of voluntary

suffering for love, a theme heavily influenced by Sufi ascetic ideologies (Aksan & Kantar, 2008).

S L
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Compassionate love is a form of love rooted in care, tenderness, and commitment, extending
beyond romantic relationships. It plays a significant role in early childhood education, though its
interpretation varies across cultures. In Hungary, love is openly discussed as part of educational
philosophy, whereas in England, terms like care, support, and empathy are preferred instead.
These differences illustrate how cultural norms shape the understanding and expression of

compassionate love (Mayer, 2021).

Similarities and Differences Between the Two Stories

In both stories, the lovers are depicted as two bodies sharing a single soul, making their love
an inseparable bond. “Their separate states became one; as if a single soul resided in two bodies.
Whoever asked Qays about a secret, it was Leyli’s voice that answered him.” (Fuzuli, 2000, p. 129,
couplets 598-599). When his father finds Majnun in the desert, he notices that his son’s sleeve
is filled with blood. Majnun says that Leyli is undergoing bloodletting, and Majnun experiences
the same wound, symbolizing their deep, almost mystical connection. He reassures his astonished
father that there is no duality between them, as their souls are intertwined. Majnun expresses
that their emotions are inseparable—when Leyli rejoices, he rejoices; when she grieves, he grieves
(Fuzuli, 2000, p. 389, couplets 2128-2136). In Wuthering Heights, it is Catherine who expresses a

similar idea about love and unity of souls:

“..he shall never know how I love him: and that, not because he’s handsome, Nelly, but because
he’s more myself than | am. Whatever our souls are made of, his and mine are the same; and
Linton’s is as different as a moonbeam from lightning, or frost from fire. ...My great miseries in this
world have been Heathcliff’s miseries, and | watched and felt each from the beginning: my great
thought in living is himself. If all else perished, and HE remained, | should still continue to be;
and if all else remained, and he were annihilated, the universe would turn to a mighty stranger:
| should not seem a part of it. ... My love for Heathcliff resembles the eternal rocks beneath: a
source of little visible delight, but necessary. Nelly, | AM Heathcliff! He's always, always in my mind:
not as a pleasure, any more than | am always a pleasure to myself, but as my own being” (Brontég,
1847, pp. 102-104).

Another similarity in both stories is that both Catherine and Leyli are forced into marriage in
the absence of their true love, yet they find no real happiness in these unions. Following their
separation, Qays transforms into Majnun, a mystical and almost saint-like figure, while Heathcliff
becomes wild and aggressive, exhibiting abnormal behavior. Heathcliff becomes obsessed with

taking revenge from those who wronged him. Majnun, on the other hand, does not even wish for
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Nawfal to win his battle against Leyli's tribe, as he cannot bear the thought of her or anyone from

her tribe suffering.

In traditional societies, young people’s autonomy in matters of love is often discouraged by
families, driven by concerns about decision-making and preserving authority, wealth, and patri-
archalvalues. While limited tolerance is shown when a young man expresses interest in a reputable
family’s daughter, it is considered shameful for a girl to reciprocate. Fuzuli's Leyli and Majnun
reflects this sentiment, as Leyli’'s mother reprimands her for the rumors about Qays, emphasizing
that love is inappropriate for girls (Ozcan, 2010). “It is not strange for a boy to fall in love, / But does
love suit a girl?” (Fuzuli, pp. 140-141). Leyli’s actions to pursue her love are constrained by societal
norms, where disobedience results in humiliation and a loss of honor for women. Thus, Leyli
refrains from actions that would defy her family or her tribe, as she lacks the agency to determine
even whom she will marry, embodying the modesty and passivity typical of Eastern traditions. In
contrast, Catherine is bold, rebellious, and unafraid to express her emotions, and she exercises
autonomy in such matters. However, she ultimately betrays her true feelings by marrying Edgar
for social status, despite knowing she truly loves Heathcliff. Her choice shapes the novel’s central
conflict, as it introduces a romantic rival and, upon Heathcliff’s return, she disregards criticism
from those around her regarding her relationship with him. Furthermore, she experiences neither
guilt nor shame for her interactions with Heathcliff, despite being married to another man, which

would have severe consequences in Leyli’s situation.

In Leyli and Majnun, Leyli’s parents deem Majnun an unsuitable match due to his reputation as
a mad lover, fearing the negative impact on their family’s honor. Similarly, in Wuthering Heights,
Catherine perceives Heathcliff as an unfit husband because of his low social status, blaming her
brother for reducing him to such conditions by depriving him of education and financial sources.
Her true intention in marrying Edgar Linton is to “aid Heathcliff to rise, and place him out of her
brother’s power.” However, she acknowledges that if she were to marry Heathcliff, they would be
left destitute, reduced to a life of poverty without financial security. She does not believe that
Linton or her marriage can separate her from Heathcliff; in fact, she insists that nothing on earth
ever could (Bronté, 1847, pp. 100-104). Therefore, we can say that in Wuthering Heights, class dif-
ference is the primary reason for separation. However, in Leyli and Majnun, no such class disparity
exists, as Majnun’s father is also a wealthy and influential figure. The cause of their separation in
Leyli and Majnun lies in Majnun’s state of mind and Leyli’s family’s belief that having him as a son-

in-law would be unsuitable for both their daughter and their family’s honor.
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In Leyli and Majnun, the rival of Majnun is Ibn-Salam. Leyli’'s marriage remains unconsummated,
due to the story she tells about a jinn that haunts whoever touches her. Her marriage is far from
typical, and she weeps in secret due to her desperate love for Majnun. In contrast, Catherine leads a
conventional married life, and even becomes pregnant during Heathcliff’s absence, demonstrating

a stark difference in their navigation of love and societal constraints.

In both narratives, the rival male characters (Edgar Linton and Ibn Salam) are portrayed as

weaker figures, symbolizing earthly love, especially in Leyli and Majnun.

When all hope of reunion is lost, both Leyli and Catherine fall ill due to their love, gradually
weakening and ultimately passing away. Their process of dying is strikingly similar; both are wasted

away, physically deteriorating due to the suffering caused by their unfulfilled love.

One of the most defining aspects of their love is that neither Majnun nor Heathcliff can imagine
life without their loved ones, deeming existence meaningless. Majnun expresses this sentiment
by stating: “O life! Now you, too, must come to an end! For the world has become a prison to my
eyes ... My beloved was present, and the world was beautiful. Since she is gone, then let everything
that exists cease to be!” (Fuzdli, 2000, pp. 529, 2969-2970)—revealing his inability to continue living
without Leyli. Similarly, Heathcliff exclaims: “I know that ghosts have wandered on earth. Be with
me always—take any form—drive me mad! Only do not leave me in this abyss, where | cannot find
you! Oh, God! it is unutterable! | cannot live without my life! | cannot live without my soul!” (Bronté,

1847, p. 213)—expressing his inability to conceive of life without Catherine.
Metin Erksan’s Interpretation of Love

Metin Erksan’s cinematic approach to love is shaped by a synthesis of Eastern mysticism and
Western literary intensity. In his films, love often transcends physical desire and instead becomes
a space of existential longing, symbolic imagery, and psychological transformation. Rather than
portraying love as a reciprocal connection between individuals, Erksan frequently emphasizes
obsession, suffering, and the pursuit of an unattainable ideal. This section offers a comparative
intertextual analysis of two of Erksan’s films, Sevmek Zamani (1965) and Olmeyen Ask (1966), in
relation to their literary counterparts. Each subsection explores how narrative structure, character
dynamics, and symbolic motifs reflect and reinterpret the tension between Eastern and Western

conceptions of love.
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Falling in Love with a Semblance of Image

Gemuhluoglu (2013) claims that in Sevmek Zamani, the concept of love is fundamentally
different from the love depicted in classical masnavis (such as Leyli and Majnun). In traditional
stories, love is seen as a journey—it begins with an attraction to outer beauty (siiret) but gradually
transforms into an appreciation of inner meaning (mana). The lover matures through this process.
However, in Sevmek Zamani, love is not a journey but an idea. The protagonist, Halil, falls in love
with a woman’s photograph and never even considers searching for the real person. For him, love
is already complete in his mind—unchanging and ideal. He does not need to experience a trans-
formation or a relationship; his love exists as a fixed concept rather than a developing emotion.
This idea of love creates dramatic tension throughout the film, leading to the tragic ending where
the lovers are killed by a rival. In contrast, in classical masnavis, lovers typically do not perish
due to an external force but rather because of internal suffering, such as heartbreak or the death
of the beloved. Keskin (2019) disagrees with Gemuhluoglu on her claim that Halil's not seeking
the owner of the image (slret) is incompatible with Sufism. This is a mistaken approach. In fact,
Halil renounces the worldly, just as Sufism demands, and surrenders to the image (siret), which
signifies the divine. He is drawn into the state of spiritual unity and the ecstasy of becoming one
with the beloved.

Halilisin love not with Meral herself at the beginning, but with her photograph and the idealized
image he has created in his mind. Fearing that reality might disrupt this constructed love, he
refuses to share it with Meral. When Meral insists on hearing his feelings directly from him, Halil
responds, “Mustafa has already told you what you want to know.” Meral, however, persists: “I want
to hear it from you. Surely, | have the right to know something that concerns me.” Halil rejects this
notion, asserting that this matter is strictly between himself and the image, and that Meral is not
involved. Halil's attitude is similar to that of Majnuns in Nezami's and Jami’s masnavis, where he

refuses to see Leyli.

In Olmeyen Ask, Ethem becomes vulnerable to Ali’s calculated revenge after falling into debt
due to gambling. In a high-stakes confrontation, Ali demands Yildiz as repayment. When Yildiz
confronts him, he cruelly responds: “How foolish you are! | did not ask for a woman who is the
leftover of a decayed system and a foolish husband. | asked for the Yildiz of the past—untouched,
pure, and radiant. Can you be that young girl again?” Metin Erksan frequently explores the theme
of an idealized lover preserved in memory, which is evident across his films. This motif closely
resembles Sevmek Zamani, where Halil falls in love with an image rather than the real person.
Similarly, in Leyli and Majnun, Majnun clings to the memory of Leyli’s past self, so much so that
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when he finally encounters her in the desert, he fails to recognize her. Erksan revisits this idea of
falling in love with an image from the past in Aci Hayat (Bitter Life, 1962) and Sevenler Olmez (1970),

reinforcing his recurring exploration of idealized, unattainable love.

Social Constraints on Love: Class, Culture, and Authority

For Halil, the essence of love lies in loving itself, while for Meral, it is about hearing and
confirming that she is loved. His emotions and perspective align with the Eastern philosophy of
love, whereas Meral's expectations reflect a more Western understanding. Throughout the film,
the cultural contrast between Halil and Meral, the duality between Eastern and Western cultures,
is conveyed through various elements of mise-en-scéne, such as music, costume, and location.
Meral belongs to the modernized Western world, whereas Halil is more traditional and represents
Eastern culture (Akser, 2001). Cultural difference along with the class disparity is the main reason

for the separation of Halil and Meral.

Through Halil, she discovers the essence of love and its true meaning, ultimately recognizing
the reasons for her dissatisfaction in her previous relationship with Basar. However, although Halil
ultimately agrees to a union, his conversation with Meral’s father—a wealthy businessman—leads
him to realize their stark difference in social class. Meral’'s father emphasizes that, over time,
this disparity could disrupt their love, as Meral might grow dissatisfied and unhappy due to the
absence of the comfort and luxury she has always known. Although the film predominantly aligns
with Eastern conceptions of love, it also incorporates elements that evoke Wuthering Heights.
Character parallels are particularly evident; for instance, Meral’s father resembles Catherine’s kind
and modest father more than Leyli’'s uncompromising and authoritarian father. Unlike Leyli and
Majnun, where separation is not rooted in class conflict, Wuthering Heights presents class disparity
as the central obstacle to love. Catherine’s concerns about a life of poverty find a clear parallel in

the warnings of Meral's father, reinforcing the theme of social status as a barrier to romantic union.

Although Olmeyen Ask is an adaptation of Wuthering Heights, traces of Leyli and Majnun can
also be observed in the personalities of Ali and Yildiz, who embody a synthesis of Heathcliff
and Majnun, and Catherine and Leyli. However, unlike Catherine, Yildiz directly fights for her love
rather than hesitating due to societal expectations. She openly defends Ali and even confronts
her brother, who mistreats him. Unlike Catherine, she does not see Ali as beneath her or consider
him unworthy due to class differences. Nevertheless, class disparity is again the cause of the two
lovers’ separation. It does not stem from Yildiz viewing Ali as an unsuitable partner, but rather
from Ali's overwhelming pride and obstinacy. Yildiz, in reality, seeks to overcome her brother’s
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opposition and bring Ali back home, yet Ali misinterprets her intentions. He takes offense at her
question, “Why should | come to this hut?”, perceiving it as a slight to his dignity and assuming
that Yildiz looks down on him. From that moment on, pride and stubbornness dominate their

relationship, ultimately preventing reconciliation.

In Wuthering Heights, Hindley's descent into alcoholism and gambling is portrayed as the
result of emotional loss, suggesting that he is still capable of grief. In contrast, Ethem is devoid
of empathy, showing no concern for his wife or family. His cruelty appears innate, positioning
him not just as a flawed individual but as a structural obstacle to love. Like Leyli's father, Ethem
enforces the separation of the lovers, embodying the oppressive forces—familial, cultural, and
moral—that stand in opposition to personal desire. In this way, Erksan highlights how love is not

only challenged by internal conflict but also shaped and constrained by external authority.
The Tension Between Divine and Profane Love

The rival male figure present in both Leyli and Majnun and Wuthering Heights is reflected in the
character of Basar in Sevmek Zamani. A wealthy and spoiled young man, Basar embodies profane
love, as his feelings appear more superficial and physically driven, whereas Halil's love carries a
transcendent, almost divine quality. The stark contrast between Basar’s and Halil's ways of loving
Meral illustrates two distinct forms of love: ‘Hakiki’ (true, spiritual) love and ‘mecazi’ (metaphorical,

earthly) love.

Yildiz's decision to marry Lutfu reflects not genuine affection but a desperate attempt to
provoke Ali and test his love. While Catherine in Wuthering Heights marries Edgar for social
security, Yildiz acts out of wounded pride, yet remains emotionally distant from her husband. She
clings to the hope of reunion with Ali until the very end, never fully surrendering to her new role.
This emotional detachment mirrors Leyli’s rejection of Ibn Salam, suggesting that for both women,
physical union without true love is meaningless. The contrast between their outward choices
and inner loyalties reveals a deep tension between societal expectations and spiritual fidelity—a

hallmark of the divide between profane and divine love.
Love as Madness or Obsession

In Olmeyen Ask, both Ali and Yildiz are deeply proud and stubborn, which prevents open
emotional communication and leads to tragic misinterpretation. When Ali compares Yildiz to her
oppressive brother, she avoids clarification and instead replies, “You love your pride and anger,

not me. Refusing to come here does not mean | do not love you.” For Ali, however, words are
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meaningless without action; he believes love must be proven through endurance and presence,
stating, “The real issue is coming here.” Their relationship devolves into a struggle of pride and
defiance. While diverging from the events of Wuthering Heights, the film preserves the emotional
essence of doomed, passionate love. As highlighted in the introduction, Erksan sees love as

something that demands passion, courage, and concrete action—mere words are never enough.

Upon learning about Yildiz's love for Ali, Ethem attacks Ali, accusing him of pursuing Yildiz for
her family’s wealth. After a violent confrontation, Ethem retrieves a rifle, but Yildiz stands against
her brother to protect Ali. Later, Ali and Yildiz continue their relentless standoff, each refusing
to admit their true feelings. This is visually reinforced in a scene where they walk on opposite
sides of an irrigation canal, nearly meeting on a small bridge before turning away once again.
Eventually, Yildiz, hoping to provoke Ali into action, accepts Liitfii's proposal, believing he will stop
the wedding. However, both expect the other to make a move, and neither does, leading to Yildiz's

marriage to Lutf.

After leaving the farm in anger, Ali returns as a radically transformed man—wealthy, well-
dressed, and emotionally hardened. Despite learning that Yildiz had searched for him and suffered
heartbreak, he remainsindifferent, consumed by resentment and pride. His emotional detachment
marks a descent into a colder, almost delusional state, suggesting a loss of his former self. As Ali
seeks ways to seize Ethem’s property, Yusuf warns him about the dangers of wealth, emphasizing

a recurring theme in Erksan’s films: Greed and materialism ultimately destroy love.

The most striking element that reflects Erksan’s unique interpretation is the way he portrays
Ali as a man gradually losing his sanity. Toward the end of the film, Ali's behavior becomes
increasingly erratic, and his gaze takes on a wild, unhinged quality. Erksan reinforces this transfor-
mation through camera angles and music, heightening the sense of psychological turmoil. Ali fully
embodies Heathcliff’s thirst for vengeance, yet, like Majnun, he also succumbs to madness through
love. His descent into obsession closely aligns with the concept of ‘limerence, as he experiences

intense emotional fixation, intrusive thoughts, and an inability to detach from his love for Yildiz.

Love as Transcendence / Annihilation of the Self Through Suffering

Sevmek Zamani presents love not merely as a theme but as a reflection on form and imagery. In
the film, Halil's love for Meral’s photograph is conveyed through images, reflections, and frames,
positioning the audience as external observers of this love. This narrative approach aligns with the
concept of “falling in love with the image (sliret)” found in Divan poetry. On the other hand, Meral’s

love for Halil begins with seeing herself in his gaze. This dynamic evokes a reference to Ovid’s
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Narcissus myth, as Meral becomes enamored with her own reflection in Halil's eyes. If there is a
concept of “a journey of love” in the film, it belongs to Meral rather than Halil. Initially captivated
by Halil's gaze, Meral gradually undergoes a transformation alongside him. Before meeting Halil,
Meral’s life is marked by illusions, but through him, she discovers true love and a deeper sense
of reality. Erksan captures this transformation with a powerful visual reference to Plato’s Allegory
of the Cave in the wedding scene. Meral stands alone and visibly unhappy, while shadows appear
on the wall behind her. Now awakened to truth, she no longer finds meaning in these shadows,
just as she no longer finds meaning in Basar, who belongs to that world of illusion. In the final
scene, the photograph of Meral and the mannequin falling from the boat and dissolving into the
water serve as a significant visual metaphor, reinforcing the film’s exploration of love and imagery
(Gemuhluoglu, 2013). Meral reads Ovid's Art of Love (Ars Amatoria) and walks barefoot on a snowy

and muddy road, symbolizing her journey of suffering and sacrifice for love.

Meral represents a synthesis of Catherine and Leyli, just as Halil embodies both Heathcliff
and Majnun. Like Catherine, Meral is assertive and independent, resisting societal expectations;
yet, like Leyli, she undergoes a transformation through suffering, ultimately reaching a deeper
understanding of love. Halil, similar to Majnun in Fuzuli’s narrative, is inherently capable of true
love and accepts suffering as part of it. However, he must also transcend his earthly attachments to
reach a spiritual state where the beloved’s physical presence is no longer necessary. This parallels
Majnun’s journey toward ‘fana’ fillah.' In the final moments of the film, Meral discards her photo-
graph and the mannequin, symbols of ‘suret’ (semblance), signaling the couple’s renunciation
of earthly representations. Their self-annihilation through love culminates in death, echoing the

mystical union at the heart of Sufi tradition.

The film’s locations, combined with Halil's solitude, evoke Majnun’s isolation in the desert. Much
like Majnun, Halil roams different parts of the island alone, always appearing deep in thought and

melancholic.
The Other

Mustafa in Sevmek Zamani and Zayd in Leyli and Majnun serve as mediators between the lovers,
facilitating communication and offering insight into the protagonists’ emotional struggles. In Leyli
and Majnun, Zayd acts as a messenger, delivering letters between Majnun and Leyli, keeping their
connection alive despite societal constraints. Similarly, Mustafa in Sevmek Zamani introduces
Meral to Halil's unconventional love, helping her understand the nature of his attachment. Both

characters function as guiding figures, interpreting the protagonists’ love; however, while Mustafa
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remains detached from romantic passion himself, in Fuzuli’s Leyli and Majnun, Zayd has a rela-
tionship with Zaynab. Moreover, both characters play a crucial role in witnessing the fate of the
lovers—Zayd brings news of Leyli's death, leading Majnun to his final moment of despair at her
grave, similarly, Mustafa brings news of Meral's wedding with Basar. While Zayd passively observes

Majnun’s suffering, Mustafa takes a more active role in interpreting Halil's emotions.

While the theme of “being one soul in two bodies” is never explicitly stated in either Sevmek
Zamani or Olmeyen Ask, it resonates implicitly through moments of emotional mirroring and
visual symmetry. In Sevmek Zamani, Halil and Meral rarely interact physically, yet their isolation
is framed in parallel visual compositions—framed doorways, reflections, and long silences—that
suggest a shared emotional space. In Olmeyen Ask, Ali and Yildiz repeatedly mirror each other’s
pride, suffering, and hesitation, culminating in the canal scene where they approach from opposite
sides but never fully connect. These moments do not claim metaphysical unity, but they hint at
an emotional synchronicity that transcends individual will, echoing the idea of love as a force that

binds rather than merges.

Conclusion

Metin Erksan’s exploration of love in Sevmek Zamani and Olmeyen Ask demonstrates his
ability to bridge Eastern and Western literary traditions, creating a distinct cinematic vision. By
intertwining the mystical devotion of Leyli and Majnun with the passionate destructiveness of
Wuthering Heights, Erksan not only reinterprets love but also challenges conventional represen-
tations of romance in cinema. His films move beyond simple adaptations, offering a complex,
layered portrayal of love that reflects both the spiritual and the psychological dimensions of

human emotion.

Through Sevmek Zamani, Erksan introduces the Eastern concept of love as devotion to an
image, a notion deeply embedded in Sufi and classical Ottoman poetry. Conversely, Olmeyen Ask
aligns with the Western Gothic tradition, where love is entangled with suffering and vengeance.
The comparative analysis of these films and their literary predecessors reveals Erksan’s mastery
in navigating cultural intersections and transforming established love narratives into something

uniquely his own.

One limitation of this study is its focus on only two films by Metin Erksan, which, while deeply
illustrative of his intertextual style and thematic concerns, do not encompass the full spectrum
of his cinematic treatment of love. Additionally, the analysis centers primarily on two literary

intertexts—Leyli and Majnun and Wuthering Heights—selected for their thematic resonance and
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narrative parallels. However, other cultural and literary influences on Erksan’s work, particularly
within Turkish cinema and oral storytelling traditions, remain unexplored. Future research may
expand the scope by incorporating a broader range of films, intertexts, and comparative frame-

works.

As can be seen, Metin Erksan’s films do not simply adapt literary works but actively engage
in a dialogic process with them. The emotional and narrative structures of Sevmek Zamani and
Olmeyen Ask resonate with multiple textual layers, where meaning emerges not from a single
authorial voice but through a web of cultural and textual references. In line with Kristeva's asser-
tion that every text is a mosaic of quotations and Barthes’s notion of the reader as the site of
meaning-making, Erksan’s films invite viewers to navigate between Eastern mysticism and Western
romanticism, crafting new meanings through cinematic language. Through this intertextual layer-
ing, love is not presented as a fixed idea but as a dynamic construct shaped by historical, cultural,

and artistic dialogue.
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Appendix | Ek
Summary of Leyli and Majnun by Fuzuli

A wealthy Arab emir, after fervently praying to God, is granted a son named Qays. At the age of
ten, Qays begins attending school, where he meets Leyli, and a profound love blossoms between
them. As their love becomes known, Leyli’'s mother initially warns her daughter and later withdraws
her from school. Devastated upon learning that Leyli will no longer be attending, Qays abandons
school as well and begins wandering aimlessly in the desert. Concerned for his son’s well-being,
Qays's father realizes that advice will be of no use and, along with the elders of his tribe, formally
asks for Leyli's hand in marriage. However, Leyli's father refuses, arguing that Qays—now known as
Majnun (meaning “madman”)—has lost his sanity, making marriage impossible unless he regains
his mental stability. Despite the efforts of physicians, Majnun cannot be cured. As a last resort,
his father takes him to the Kaaba, urging him to pray for healing, but instead, Majnun prays for
his suffering to intensify. Accepting that his son will never recover from the affliction of love, his
father returns with him.

Majnun continues to roam the desert, befriending animals, while Leyli, in her sorrow, falls into
despair. Hoping that marriage will help his daughter forget this love, Leyli’s father arranges her
marriage to Ibn Salam, a suitor eager to wed her. Meanwhile, Ibn Nawfal, a renowned Arab emir
known for his bravery and warrior spirit, hears Majnun’s poetry and becomes deeply moved by
his tragic love. Determined to help him, Nawfal writes to Leyli’s father, demanding that he allow
the marriage or face war. When his request is denied, a battle erupts between Leyli’s tribe and
Nawfal's forces. However, during the conflict, Majnun prays for Leyli’s tribe to be victorious. Upon
realizing this, Nawfal loses his motivation to fight. Although he emerges victorious, he withdraws
without forcing the marriage.

Leyli’s father proceeds with her arranged marriage to Ibn Salam. On their wedding night, Leyli
deceives Ibn Salam by claiming that a supernatural being (jinn) has been in love with her since
childhood and threatens to kill them both if he touches her. Afraid, Ibn Salam refrains from
approaching her. Following a curse (beddua) from Majnun, Ibn Salam dies. Contrary to expecta-
tions, his death does not bring Majnun joy but rather sorrow. After Ibn Salam’s passing, Leyli
returns to her father’'s home, using her widowhood as a pretext to grieve for Majnun. Hoping that a
change of scenery might help his daughter, Leyli's father decides to relocate. On their journey, Leyli
unknowingly encounters Majnun, who reveals his identity through his story. However, for Majnun,
Leyli has transcended physical existence and has become an ethereal, divine figure. Realizing his
spiritual transformation, Leyli withdraws. Understanding that there is no longer any possibility of
union in this world, she prays to God for death, which is soon granted.

When Zayd, who had helped facilitate communication between Leyli and Majnun, brings news
of Leyli's passing, Majnun rushes to her grave, where he soon dies. He is buried beside her. One
day, Zayd visits their graves and falls asleep, dreaming of Leyli and Majnun together in paradise
(Fuzuli, 2000).
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Summary of Wuthering Heights

In 1801, Lockwood, a man seeking solitude, rents Thrushcross Grange, a remote estate in the
English moors. He soon meets his landlord, Heathcliff, a wealthy yet brooding man who resides at
Wuthering Heights, a nearby manor. Intrigued by the eerie atmosphere and Heathcliff’'s somber
demeanor, Lockwood persuades his housekeeper, Nelly Dean, to share the history of Wuthering
Heights. Her recollections, which he records in his diary, form the central narrative of Wuthering
Heights.

Nelly recalls her childhood as a servant at Wuthering Heights, where she worked for Mr.
Earnshaw and his family. One day, Mr. Earnshaw brings home an orphaned boy, Heathcliff, whom
he decides to raise alongside his own children, Hindley and Catherine. While Hindley despises
Heathcliff, Catherine quickly forms a deep bond with him. Over time, Mr. Earnshaw favors Heathcliff
over Hindley, causing resentment between the two boys. When Hindley’s mistreatment of Heath-
cliff worsens, Mr. Earnshaw sends Hindley away to school, keeping Heathcliff close.

After Mr. Earnshaw’s death, Hindley returns home with his new wife, Frances, and inherits
Wuthering Heights. Seeking revenge, he reduces Heathcliff to a servant and forces him to work
in the fields. Despite this, Heathcliff and Catherine remain close. One evening, they sneak to
Thrushcross Grange to mock the Linton children, Edgar and Isabella, but Catherine is injured by a
dog. She stays at the Grange for five weeks, during which Mrs. Linton transforms her into a refined
young lady. By the time she returns, Catherine has developed feelings for Edgar, straining her
relationship with Heathcliff.

Meanwhile, Frances dies giving birth to Hindley's son, Hareton, causing Hindley to spiral into
alcoholism and cruelty. Seeking status, Catherine chooses to marry Edgar Linton, despite her deep
love for Heathcliff. Heartbroken, Heathcliff disappears for three years, only to return wealthy and
determined to take revenge.

With his newfound fortune, Heathcliff manipulates Hindley into deep debt, eventually seizing
Wuthering Heights after Hindley's death. He further strengthens his control over Thrushcross
Grange by marrying Isabella Linton, whom he treats with brutality. Meanwhile, Catherine becomes
gravely ill, gives birth to a daughter, and dies. Devastated, Heathcliff begs Catherine’s spirit to
haunt him, unable to bear the loss. Soon after, Isabella flees to London, where she gives birth to
Heathcliff’s son, Linton Heathcliff, raising him away from his father.

After thirteen years, young Cathy meets Linton Heathcliff and is manipulated into marrying
him by Heathcliff, who seeks revenge and control over Thrushcross Grange. Following a series of
deaths, Heathcliff becomes consumed by Catherine’s memory and eventually dies, leaving Cathy
and Hareton to inherit both estates and plan their marriage, bringing an end to the cycle of revenge
(Bronté, 1847).
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Abstract This study examines the similarities and differences in the representations of water between two Turkish films, Metin
Erksan’s Susuz Yaz (1963) and Emin Alper’s Kurak Giinler (2022), produced in different historical periods and political contexts.
Water in these films is used as a semiotic intersection where social dynamics, power relations, and ecological crises
converge. However, the specific constructions of this common theme in each film reflect the socioeconomic and ideological
conditions of their respective periods. In this context, water functions both as a metaphor reflecting the spirit of the times
and as a lens through which to analyze the country's political and social transformation. Hence, this article explores the
relationship between water and decay, sovereignty, and systemic crises through its visual and sonic representations, using
an interdisciplinary methodology informed by political ecology, psychoanalytic film theory, and film sound theory. Through
a close reading of the narrative function of water, its visual aesthetics, and its use in film sound, this study aims to reveal
how water has become a carrier of meaning in Tlrkiye's transition from a social structure based on agricultural production
to a new political-economic plane shaped by neoliberal crises. The study proposes considering cinema as a multilayered
narrative field that incorporates not only visual but also psycho-political and ecological dimensions. Ultimately, this
research highlights the role of water symbolism in cinema as a dynamic force that embodies both cultural anxieties and
shifting power structures.

0z Bu calisma, farkli tarihsel donemlerde ve politik baglamlarda tretilmis iki Tirk filmi olan Metin Erksan'in Susuz Yaz (1963)
ile Emin Alper'in Kurak Glinler'deki (2022) su temsillerindeki benzerlikleri ve farkliliklari incelemektedir. Bu filmlerde su,
toplumsal dinamiklerin, iktidar iliskilerinin ve ekolojik krizlerin kesistigi gostergebilimsel bir kavsak olarak kullanilmaktadir.
Ancak, her iki filmde ortak olan bu temanin o6zgll insalari, ait olduklari donemlerin sosyoekonomik ve ideolojik kosullarini
yansitmaktadir. Bu baglamda su, hem donemin ruhunu yansitan bir metafor hem de (lkenin politik ve toplumsal
donisimini analiz etmeye imkan taniyan bir mercek islevi gormektedir. Bu nedenle makale, su ve ¢iirime ile egemenlik ve
sistemsel krizler arasindaki iliskiyi, gorsel ve isitsel temsilleri zerinden, politik ekoloji, psikanalitik film kurami ve sinemada
ses kuramindan beslenen disiplinlerarasi bir metodolojiyle ele almaktadir. Suya dair anlatisal islevin, gorsel estetigin ve ses
kullaniminin yakindan incelenmesi yoluyla bu ¢alisma, Turkiye'nin tarimsal Uretime dayali bir toplumsal yapidan, neoliberal
krizlerle sekillenmis yeni bir politik-ekonomik duzleme gecisinde suyun nasil bir anlam tasiyicisina donlstugliini ortaya
koymayi amaclamaktadir. Calisma, sinemayi yalnizca gorsel degil, ayni zamanda psiko-politik ve ekolojik katmanlara sahip
coklu bir anlati alani olarak ele almayi 6nermektedir. Nihayetinde bu arastirma, sinemada su sembolizminin hem kultlrel
kaygilari hem de degisen iktidar yapilarinin tezahiriint iceren dinamik bir gii¢ oldugunu vurgulamaktadir.
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A Comparative Analysis of Susuz Yaz and Kurak Giinler in the Context of

Changing Socio-Political Symbolism of Water

Water is a frequently used motif in cinema due to its symbolic potency and is commonly
encountered in Turkish cinema. This article focuses on how the meanings attributed to water have
changed over time by conducting a comparative analysis of the films Susuz Yaz (Metin Erksan, 1963)
and Kurak Giinler (Emin Alper, 2022), which were produced in two different historical periods in
Turkey and place particular emphasis on the metaphor of water. The study argues that it is possible
to analyze the changing socio-political values of society through the differences observed at the
thematic and aesthetic levels of water representations in these films, thereby revealing the flexible
character of water’s symbolic richness in representing shifting political atmospheres, conflicting
identities, and cultural contradictions. The thematic and esthetic treatment of water in these films
offers a rich lens through which to examine changing sociopolitical and ecological narratives in
Turkish cinema over time. Both films place water at the center of their stories but apply the theme
differently, which reflects the changing anxieties, from hope and conflict to crisis and systemic

failure, through the symbol of water.

Susuz Yaz, a foundational film from the Yesilcam era, can be seen as coming from a hopeful and
determined period, particularly within the “koy filmleri”" tradition, where the village is typically
portrayed as a space of potential transformation, innocence, and morality in line with the newly
constructed Republic’s aspirations for progress and modernization. Depicting water as a scarce
and precious resource in a rural village facing the risk of drought, the film criticizes feudal
domination, seen as an outdated system from the Ottoman rule that needed to be altered and
reformed, and class conflict, while also delivering a moral message by underlining the destructive
consequences of greed and unchecked authority (Arslan, 2011; Suner, 2010). In doing so, Susuz
Yaz aligns with the broader Republican vision of dismantling residual Ottoman power structures,

positioning water as a catalyst for moral, social, and political renewal (D6nmez-Colin, 2008).

1“Village films” (K8y filmleri) is a genre in the cinematic tradition of Tiirkiye from the 1960s and 1970s that depicts rural life
and critiques feudal structures, which at the same time intends to create bridges from rural to urban, reminding the innocent
“roots” of the society that was going through a harsh process of modernization. In addition, village films were sometimes used
as government-sanctioned tools to promote state-led modernization and project an idealized vision of a reformed rural society
in line with Kemalist principles (Yarar Aksoy, 2023).
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A contemporary film from the era of “New Cinema of Turkiye”, Kurak Giinler also focuses on
drought in a rural village but avoids conveying a single, central message. Rather, the film explores
the intersection of environmental destruction and political corruption, where water scarcity
becomes a symptom of systemic failure and social and moral decay. In contrast to Susuz Yaz's
overt moral messages, Kurak Giinler adopts a more fragmentary and ambiguous approach, using
water scarcity as a symptom of systemic decay rather than a central point for a unifying moral
perspective. In this contemporary setting, environmental destruction and political corruption
come together to underscore how scarcity can reflect deeper social and ethical failures, which can

be read as a modern take on the earlier film’'s exploration of communal and moral decay.

This study explores the cinematic representation of water and how it has transformed over time
by analyzing these films’ narrative structures, sound design, and visual esthetics. It also examines
whether these cinematic changes reflect broader ideological shifts. Adopting a comparative and
interdisciplinary approach, this study draws on theoretical frameworks from political ecology,
psychology, and film sound studies to contextualize water symbolism in Tiirkiye's changing socio-
political environment. With a particular focus on neoliberalism, environmental politics, and
cultural representation, this paper aims to reveal how water is treated as a tool of struggle, control,

and meaning-making.

The analysis positions water as a dynamic symbol with changing connotations that functions
as a cinematic bridge between different political and cultural timelines. By examining water’s
symbolism, which shifts between survival, morality, control, and liberation in various historical
contexts, this study contributes to discussions on cinema’s role in both environmental and polit-

ical critique.
Theoretical Framework
Psychoanalytic Aspects of the Symbolism of Water

Water has long been recognized as a powerful symbol in both psychoanalytic and archetypal
traditions that study the human psyche because it provides a rich source for exploring uncon-
scious desires, fears, and emotions. Gaston Bachelard explored the psychological and symbolic
functions of water in his seminal work Water and Dreams (1942). Emphasizing water’s powerful
associations with the unconscious, memory, and transformation, Bachelard argues that water
represents both maternal qualities and dreams; hence, it symbolizes the potential transforma-
tions that the self may undergo. Following a phenomenological approach, Bachelard provides a

basic framework for analyzing how water functions as a way to encode and decode personal and
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collective meanings in films. Thus, the use of water as the main motif in Susuz Yaz and Kurak Giinler
functions as metaphors for memory, loss, or personal awakening, not just a mere environmental

element but also an emotional and ideological force.

Carl Jung's theories further contribute to this understanding. In The Archetypes and the Collec-
tive Unconscious (1959/1969), Jung argues that human experiences are shaped by universal images
and patterns present in our shared collective unconscious. According to Jung, these archetypal
symbols inform psychology, cultural narratives, and artistic expression across time and societies,
and water is an archetype of transformation and regeneration. He calls the archetype of water
“the anima,” which represents the feminine aspects of the unconscious and psychological change.
Anima symbolizes rebirth and the union of opposites: the unconscious feminine aspect of the
psyche, which functions as a mediator between the conscious and the unconscious. Jung identified
four stages of anima development: Eve (biological), Helen (romantic), Mary (spiritual), and Sophia
(wisdom). Psychological growth involves the integration of the anima to achieve individuation,

that is, the process of becoming a whole, balanced self (Jung, 1964).

However, Jung’'s conceptualization, reflecting early 20th-century normative assumptions, is
highly gendered. Identifying the anima with what is traditionally deemed “feminine” (for instance
emotions, intuition and creativity) reinforces a binary framework that associates femininity with
passivity, maternity, and mystery. On the other hand, “the animus” (the masculine aspect of the
psyche) is linked to rationality, logic, and assertiveness (Jung, 1964). Feminist scholars have criti-
cized this dichotomy for perpetuating stereotypical notions of gender roles and for positioning
women primarily as reflections of men’s needs rather than autonomous subjects (Goldenberg,
1979). This is because the four-stage anima progression (Eve to Sophia) also suggests a hierarchy

that privileges certain types of femininity (Rowland, 2002).

Additionally, Jung's archetypal concept of the anima historically resembles and overlaps with
Western notions that link women and racialized people to the natural realm and animality. By
attributing qualities widely associated with the wild to women and nonwhite populations, such
as birth, creativity, and nurturance, these frameworks risk dehumanizing or pushing them into
a “primitive” realm; a realm that does not accepted as showing progress like rationality but is
cyclical, hence fixed. Critics emphasize that if these assumptions are not critically examined, Jung's
archetypes will contribute to the essentialization of gender and race under the guise of universality
(Spillers, 1987; Wynter, 2003).

Still, contemporary interpretations have questioned and deconstructed the gendered aspects

of Jung’s anima and animus concepts. While Samuels (1985) reframed these archetypes as psycho-
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logical potentials accessible to all, moving beyond binary associations, Rowland (2002) critiqued
their hierarchical nature but at the same time suggested seeing them as dynamic aspects of
creativity and rationality. Young-Eisendrath (1997), on the other hand, emphasized their role in
reflecting diverse human experiences rather than fixed gender roles. These perspectives reject
essentialist notions and adopt a more fluid and inclusive approach to Jungian archetypes. They
emphasize that these archetypes should not be restricted to one’s biological sex; instead, they can

be appropriated to represent the range of character potentials in all individuals (Samuels, 1985).
Water as a Politicized Resource

Apart from its psychoanalytic connotations, water is also a very potent political symbol with its
ability to stand in for power, control and exploitation relationships. In the last 50 years, discussions
around the commodification and privatization of water have become central in both political and
environmental circles. For instance, highlighting how access to or prevention of water has been
instrumentalized as a controlling mechanism, particularly over the less privileged communities,
Campos Johnson (2020) argues that water should be considered not just as a natural resource but
also as a site of geopolitical and economic negotiation. This multilayered value of water shapes
the narratives and ideological backgrounds of both Susuz Yaz and Kurak Giinler. In both films, the
prevention of access to water represents not just scarcity but also a sign of social, political and

moral decadence.

In Susuz Yaz, the conflict over a vital water resource that sustains the whole village functions as
a microcosm of broader dynamics of exploitation and gendered greed, reflecting tensions between
individual gains and collective well-being. At the same time, the film conveys a message for an
evolving society: the village, viewed as fundamentally pure, risks losing its innocence because
of unchecked ambition. Consequently, Susuz Yaz can also be read as forwarding a normative
directive, one that prompts viewers to believe that to preserve the village’s purity, it must resist
both modernization and the pursuit of ever-greater profit. Yet, while suggesting the need to protect
rural innocence from exploitative economic forces, Susuz Yaz also leaves room for the possibility
of constructive transformation. In the film, water is used to symbolize the fundamental purity of
the village, and it is implied that the political changes and economic expansions brought by the
Republican regime will not spoil the internal integrity of society. Instead, water serves as a channel
through which a process of modernization can be imagined in which rural values remain intact, as
it implies that progress and traditional virtues can coexist without losing the moral foundation of

village life.
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Similarly, Kurak Giinler uses the metaphor of water and its absence to refer to systemic
injustices and how ecological crises are intertwined with the structural abuse of power. Both
films demonstrate the connection between ecological devastation and political corruption by
highlighting how the extinction of natural resources, especially water, can symbolize a broader

phenomenon related to social justice and equality.

Sensory Dimensions: Enwaterment and Cinematic Soundscapes

Apart from its symbolic and political dimensions, water also has the power to influence the
sensory and immersive experience of the viewer. Using a phenomenological lens, Adriano D’Aloia
explains how water in cinema creates a multi-sensory environment that engages both sight and
sound with her concept of “enwaterment” (2012). According to this concept, water’s flowing nature
can envelop the viewer in a sensory experience that blurs the lines between the cinematic space
and the audience’s own embodied experience. In Susuz Yaz, water flows through the narrative
as a source of both tranquility and tension. This contrast evokes a sense of deprivation and
longing, as the film uses water (and water sounds) to heighten the emotional intensity of the
characters’ struggles. On the other hand, Kurak Giinler emphasizes the absence of water not only
as a physical and environmental void but also as a profound metaphorical absence, captured
through the auditory and visual soundscape. The heavy silence and distant mechanical noises
in the village replace the expected natural soundscapes and intensify the residents’ alienation
and disconnection. This sonic void aligns with D’Aloia’s framework, which proposes that auditory
and visual representations of water do more than depict the environment; they evoke emotional
and ideological resonance. At times, the film omits the sound of water from the soundscapes and
creates a sudden sensory void that reflects the psychological and sociopolitical drought in the

village, leaving the viewer to grapple with this fragmented social and ideological landscape.

In both films, the absence or presence of water signifies more than ecological conditions and
they represent the larger emotional and political implications that shape the characters’ worlds.
This symbolic dimension of water provides fertile ground for examining the characters and themes

in the films, where water is used as both a symbol of moral crisis and social conflict.

Bringing together these psychoanalytical, political and emotional approaches within a theoret-
ical framework, this study aims to analyze water as a multilayered symbol that carries both political
weight and psychological depth in Turkish cinema. This interdisciplinary framework enables an
analysis of how water is positioned in films as a tool for both transformation and political nego-
tiation, as well as ecological destruction, resource control and moral failure. Theoretical lenses

[ =l
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provided by thinkers such as Bachelard, Jung, Johnson and D’Aloia approach water as a means of
expression that has the power to both represent and critique the turbulent political and ecological

landscapes in contemporary Turkiye.

Water as Hope and Idealized Rural Innocence

Directed by Metin Erksan, Susuz Yaz (Dry Summer, 1963) is set in a village in the Aegean part
of Tirkiye. It focuses on the relationship between two brothers and explores themes of greed,
power, and social justice by using water as the main anchor motif. The elder brother, Osman, who
is also the main landowner in the village, attempts to gain full and sole ownership of the village’s
water source since it runs through his land. His denial of access to water to other residents results
in conflicts since the village is going through a difficult drought. This creates tensions within the
community as well as between the brothers, when the younger brother, Hasan, opposes Osman’s
plans. The film uses the life-giving quality of water as a powerful symbol, contrasting it with its
commodification and the resulting human suffering.

Figure 1

Encountering water early in Susuz Yaz (1963), at 02:11, underscores its role as the main actor in the film, shaping both the

narrative and thematic focus from the very beginning

Water in Susuz Yaz operates as a versatile symbol of binaries, with oppositions that frame
the film's central conflict: it stands for both hope and pessimism, life and death, and war and
peace. From the opening scene, the juxtaposition of dry, cracked earth next to close-up shots
of trickling water immediately establishes water’s dual role as a life-sustaining resource and a
source of struggle. The water well, as a contested site, becomes a microcosm of broader social

tensions where survival, desire, and domination come together. The film’s narrative and sound
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design intertwine to transform water into thematic, visual, and auditory unity around which power
and justice revolve. The antagonist Osman'’s blockade of villagers’ access to water is a powerful
move that reflects the dynamics of privatization, which normalize the use of natural resources as
property. In this sense, Susuz Yaz also stands out as a film that anticipates contemporary debates
on environmental justice by framing water not only as a natural element but also as a contested

political entity.

Susuz Yaz frames water as a contested political entity that is shaped by the disputes over private
property, power, and justice. The central character of the film, Osman’s attempt at preventing
the villagers from accessing water can be seen as an allegory of early privatization regimes that
normalized the subjection of natural resources to private ownership. In this regard, the film fore-
shadows contemporary eco-social discussions about class domination, environmental justice, and
the appropriation of common resources. The contrast between the presence and absence of water
forms a powerful metaphorical structure in both the visual and sonic realms. While the images of
water flowing refer to the villagers’ dreams of the prosperity and fertility of the land, the images of
the dry landscapes become signs of social backwardness, deprivation, and ethical collapse. The
sound dimension also supports this duality: the tension between the sounds of dripping or flowing
water and dry soil and wind recalls that access to water has become a threshold between life
and death, hope and despair. The lack of water sounds in the scenes where the conflict escalates
creates a sense of physical and social scarcity, making the echoes of the struggle for survival
audible. However, when water is present, the mood is marked by a sonic resolution that aligns

with the narrative’s stance on moral justice and implies that the missing harmony is restored.

Karen ). Bakker’'s work (2004) also provides a critical framework for understanding Susuz Yaz's
use of water as an ecological and ideological symbol. Johnson's conceptualization of water as an
“uncooperative commodity” underlines its innate quality that resists control and commodification.
She argues that with its liquid, fluid, and mutable qualities, water defies the imposed extractivism
regulations. In Susuz Yaz, Osman’s failed attempts at controlling water resources is an example
of the aforementioned quality of water as an “uncooperative commodity.” Osman’s vile intentions
are also reflective of the violence and inequalities inherent in capitalism, which is mirrored in
the broader political critiques embedded in the film’s rural setting. By presenting water as both
a locus of life and a medium of domination, Susuz Yaz foreshadows global ecological struggles

where access to clean water becomes a broader geopolitical issue (Bakker, 2004).

The film’s sound design supports these arguments in how water is used as a dynamic sonic

metaphor representing conflict and potential transformation. For instance, the absence of water
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sounds during the scenes of dry landscapes creates a sensory emptiness that underscores the
vulnerability of life and resources. This auditory strategy provokes critiques of sensory hierarchies,
particularly the argument that visual abstraction often dominates spatial and ideological frame-
works, thereby overshadowing other sensory dimensions (Lefebvre, 1991; Schafer, 1994; Chion,
1994). By weaving ecological commentary into a tangible, immersive soundscape, Susuz Yaz guides

audiences into an embodied experience of environmental and social collapse.

D’Aloia (2012) argued that the use of water imagery in cinema opens up the possibility of an
immersive experience in which the viewer is drawn into the sensory world of the film through
water-related metaphors and soundscapes. The intense aural presence and absence of water in
Susuz Yaz creates a bond between the audience and the characters of the film, as it is used to
reflect both the tension of drought and the relief of the return of water. D’Aloia’s concept of “enwa-
terment,” which refers to the bodily experience of being submerged in water, can be extended to
the film’s use of diegetic and non-diegetic water sounds. The film’s final scenes, in which the heavy
soundscape of silence and the atonal music fade out and the calm flow of water enters, illustrates
how water brings a symbolic resolution to tension. Through these techniques, Susuz Yaz manages
to make water tangible as both a visual and sonic element, and in this way, the film is able to draw
the viewer into the materiality of the narrative world. This sonic shift symbolizes the restoration
of natural and social order, echoing D’Aloia’s exploration of water's dual function as a space of
fear and protection (D'Aloia, 2012).

Susuz Yaz can also be analyzed through a Jungian reading. Jung’s archetypes, especially those
related to the duality of water as life-giving and life-taking, overlap with the narrative structure of
the movie. Osman’s attempt to dominate the water represents an attempt at social domination,
while the release of water at the end represents liberation, harmony and renewal. The return of
water marks a collective catharsis that mirrors Jung’s vision of the unconscious as a force that
cannot be permanently subdued. The film thus uses water to navigate the psychological tension
between repression and freedom, casting the struggle for resource control as both a political and

existential crisis.

Through a Jungian interpretation of gender, we can say that the film’'s female protagonist,
Bahar, is positioned as both a source of life and beauty as well as a victim of male desire and
control. In a Jungian perspective, she is nurturing, emotional, loyal, and connected, almost to the
degree of identification, to the fertility of the land. Osman’s selfish plans of controlling the water

resource parallel his desire to control Bahar’'s body and independence as well. This implies that,
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just like access to water, feminine agency in the film is also prone to be monopolized by Osman’s

patriarchal power.

The connections and similarities between Bahar and the water in the plot reinforce the binary
view of gender. While men control and manipulate water resources, women are symbolically and
literally subjected to its scarcity. The imagery of Bahar's suffering aligns with feminist critiques of
Jung’s hierarchical anima progression, in which the biological and sensory aspects of femininity
are subordinated to more intellectual or spiritual ideals (Rowland, 2002). Susuz Yaz illustrates the
dangers of this framework: Bahar’s value is linked to her reproductive capacity and vulnerability

rather than her agency and/or rational capacity (Ozen, 2021).
Water as a Symbol of Ecological and Social Breakdown

Kurak Giinler (2022), directed by Emin Alper, is a political thriller set in a fictional town named
Yaniklar in Tiirkiye that is suffering from drought and political intrigues. The story follows Emre, an
idealistic young prosecutor who is newly appointed to the town and quickly becomes entangled in
its web of complex power relations, including political corruption and other hidden tensions. As
Emre investigates the suspicious events around the town’s water resources, he encounters resis-
tance from powerful local figures. Like Susuz Yaz, the film uses the absence of water as a central
metaphor for moral and social decay and highlights the convergence of themes like environmental
exploitation, political authoritarianism, and collective complicity. With its haunting audio-visual
atmosphere and layered narrative, Kurak Giinler subtly deals with the dynamics of power relations

and justice in contemporary Turkiye.

Figure 2
The visual domination of dry landscapes in Kurak Giinler (2022) highlights the underlying tension between scarcity vs.

fertility and moral purity vs. decadence
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In the film, water represents power, and the villagers’ obsession with water, hence power is
also reflected in their treatment of women, particularly of the mute Roma girl called Pekmez.
The connection made between women and water is striking in this film as well. In one particular
scene, two of the men who are represented as shady figures in the competition in controlling the
water resource, pour water over Pekmez generously, in a cruel performance that emphasizes the
commodification of both water and women. Even though water is scarce in town, these men do not
hesitate to use it as a tool to show off and establish dominance. The movie presents Pekmez as
marginalized in multiple layers at once, as a Roma person, as a mute individual and as a woman.
Here, she is stripped of her voice and agency and reduced to a simple resource that, like water,
must be controlled by men and owned by them in a spectacle of power. Water in the film, when
it does appear, is almost always misused. In this particular scene, water, typically associated with
purity and renewal is weaponized, amplifying the sense that the very elements meant to sustain
life and wash away sins have become instruments of degradation in a town corrupted to its core.
In both films, water represents states of femininity under patriarchal systems, and the control
over water reflects patriarchal impulses to dominate nature, fluidity, and life itself, which are
perceived as feminine. These films demonstrate how such control leads to the commodification

and subjugation of both women and natural resources.

The dry visual settings of both films highlight the moral state of their societies driven by
authoritarianism and ressentiment. In Susuz Yaz, Osman'’s hoarding of water reveals his material
greed and patriarchal tendency to dominance and turns water into a contested symbol of power.
Similarly, in Kurak Giinler, the control over water mirrors broader systems of corruption and social

decay, where women and minorities bear the greatest burden of patriarchal violence.

Both Susuz Yaz and Kurak Giinler expose the still gendered representations of water in cinema
by association with water and femininity, and continue to establish the Jungian tradition. Hence,
while they show how women are exploited under patriarchal power, they also contribute to

reinforcing this distinction by identifying femininity with these ancient normative qualities.

In both films, the scarcity of water also evokes themes of pollution, sin and uncleanliness in
a sense that it signifies not only physical absence but also moral, social and spiritual decadence
that reflects the characters’ environments and souls. In Susuz Yaz, Osman’s control of water
creates not only a physical drought but also a metaphorical one, where greed and exploitation
lead to the moral decay of the community. The dry landscape and the villagers’ inability to cleanse

themselves because of lack of water highlight the association of water with purity and its absence
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with dirtiness and sin. Osman’s monopolization of water transforms him into a figure of moral

corruption and is used to prove how his selfishness contaminates the social fabric of the village.

The absence of water in Muslim contexts (these villages are supposedly of Muslim religion as
with many rural towns in Tiirkiye) also brings to mind “cenabet” a concept in which physical impu-
rity symbolizes a state of spiritual disconnection. Osman’s actions fit the notion of uncleanliness,
not just in the literal sense that signals hygiene, but also as a reflection of his corrupt intentions
and the harm he causes to the village’s harmony. At the same time, the villagers, being deprived
of this life-giving resource, are kept spiritually distant from ideals of justice and collective well-

being, further reinforcing the association of water with both physical and moral purification.

This is particularly important in the context of early Republican Tirkiye, where the village was
idealized as the epitome of innocence and moral purity, a space free from the corruption and
decadence associated with urban life and the newly introduced modernism. The purifier aspect
of water is closely linked to the pastoral vision of rurality, which symbolized the vitality of the
land and the morality of the villagers. This idealized vision is crushed by the moral decay brought
by the drought exposing how exploitation and greed can erode the village's presumed purity.
Osman's actions disrupt the community’s social and physical harmony and cast a shadow on the
understanding of the village as the epitome of power and pureness. In this context, the movie
reveals the fragility of the ideological frameworks that encompass rural landscape and personal

greed.

In Kurak Giinler, the absence of water is similarly heavy with symbolic weight, but this time, it
has a darker, more pessimistic tone. Here, the Yaniklar village as a whole is depicted as a place of
systemic corruption, where the lack of water symbolizes not only environmental degradation but
also social rot. The concept of cenabet resonates in a broader social context in this film as well:
the town’s inability to sustain its natural resources reflects its spiritual and ethical impurity. This
becomes literally evident when Emre, the protagonist, goes to the lake to take a shower because

running water is simply unavailable in the houses.

The idealized image of an innocent villager is inverted in Kurak Gtinler. The town reflects not
only the environmental consequences of neglect and exploitation but also a broader social decline
where the purity once attributed to rural life has been replaced by decadence and decay. Unlike
Susuz Yaz, in which the moral and economic imbalance caused by Osman is ultimately resolved
in the end with the release of water, signifying redemption and the restoration of harmony, Kurak
Glinler offers no such resolution. The water dispute is unresolved, and the possibility of salvation

is irreversible. Hence, the absence of water symbolizes the complete loss of ethical and social
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integrity. This unresolved crisis underscores the film's critique of the sociopolitical realities of
contemporary Turkiye, suggesting that the ideals of purity and salvation, once associated with

rural life, have eroded, leaving behind a barren landscape of systemic failure and division.

In both of these films, drought serves as a mirror for broader social failures. The concept of
pollution extends beyond physical pollution to include the ethical and emotional degradation that
results from the exploitation of natural resources and people. Furthermore, the theme of drought
can be linked to the cultural concept of ‘cenabet), in which pollution is both an individual and
collective condition. In Susuz Yaz, this pollution results from Osman’s monopolization of water
and its consequences for society. In Kurak Giinler, it is linked to broader systemic corruption and
exploitation, suggesting that the lack of water, both literally and symbolically, reflects a society

that has not been cleansed of its sins and has not reconciled with its humanity.

In Kurak Giinler's world, the lack of water and sinkholes are first a literal symbol of ecological
collapse. On the other hand, on a more metaphorical level, the shortage of water is also a
reference to moral decadence within the community (important to note that the word decadence,
“curumuslik” in Turkish, has increasingly become popular recently in describing the latest state
of society of Tiirkiye). The sinkholes in the film are the direct result of unsustainable resource
management and function as a metaphor for the loss of trust and the destruction of reliable
social structures. Unlike Susuz Yaz, where water scarcity causes conflict but holds the possibility
of redemption, the water in Kurak Giinler is irreversibly contaminated and symbolizes permanent
decline. The Jungian approach to myths and symbols, in which they expose the inner workings of
the psyche (Jung, 1981), helps us to understand Kurak Giinler as a cinematic exploration of collec-
tive unconscious anxieties, ecological breakdown, political corruption, and social disintegration.

The sinkhole in the film represents an archetypal open “wound” ready to swallow the town.

In Kurak Giinler, the sound design amplifies this crisis. The absence of natural water sounds is
juxtaposed with the discordant noises of urbanization and an unsettling silence. This creates a
soundscape that reflects the loss of harmony in both the natural world and human society. The
film subverts Adriano D’Aloia’s concept of “enwaterment,” where water typically immerses viewers
in a cinematic experience. Instead, the toxic and depleted use of water alienates the audience

through what can be called “dewaterment,” since it associates its absence with moral decay.?

Jung's archetypal interpretation of water as a symbol of the unconscious, transformation, and

life cycle (Jung, 1981) offers a stark contrast between the two films. In Susuz Yaz, the ultimate

2A term | introduce here in contrast to D'Aloia’s “enwaterment,” referring to the alienation caused by the sonic and symbolic
absence of water.
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salvation of water signifies moral and social renewal, which is in line with Jung’'s concept of
rebirth. Hasan’s victory over Osman represents a restoration of balance in which water symbolizes
justice and the cyclical nature of life. However, Kurak Giinler implies that water no longer has
this redemptive potential. Its stained state reflects psychological and social stagnation, where

transformation is no longer possible and decay persists.

Water, in the neoliberal context, represents the adaptability demanded by neoliberal policies
owing to its fluidity. Neoliberalism is said to thrive on flexibility, deregulation, and the continuous
reshaping of economic and social structures according to the needs of the market. Just as water
flows freely, changing its own shape depending on the container it occupies, neoliberalism
encourages fluidity that shapeshifts depending on the conditions and weakens community bonds
and established boundaries. Kurak Giinler’s portrayal of a society in which the collective good
is disregarded in favor of individual profit parallels the erosion of social systems under neoliber-
alism, where public resources like water are spared for the benefit of a few (Harvey, 2005; Brown,
2015).

Furthermore, the film taps into the concept of water as a symbol of instability and insecurity,
themes that resonate with neoliberalism’s sense of uncertainty (Bauman, 2000). In the same
way that water in Kurak Giinler is both vital and elusive, the economic and social conditions in
a neoliberal system are marked by constant volatility and risk (Brown, 2015). The water crisis in
the film serves as a powerful metaphor for the broader deterioration of stability in a society
governed by these values. When natural life-giving resources become scarce and essential services
are privatized, communities face not only environmental collapse but also social and political
alienation. The fluidity of water, in this context, represents the uncertainty and precariousness

that endangers every aspect of life under neoliberal frameworks (Shiva, 2002).

The dry and brown landscape of Kurak Giinler functions as an appropriate visual representation
of the consequences of political power networks’ environmental neglect. The drought is not just
a natural disaster; it is also a manifestation of the larger crisis caused by the absence of justice,
morality, and sustainable governance. In a neoliberal context, water’s absence symbolizes the
moral and political dryness that dominates when the logic of profit dominates. The characters in
the film, much like the water they compete over, are trapped in a struggle for survival, but the real
danger is the way the system fails to provide a long-term solution, which in the end leaves them in
a perpetual state of crisis. The film portrays a society in which water, like other resources, becomes

a commodity that is weaponized to control those in need. This mirrors the rise of individualism
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and competition in neoliberal systems, where an individualistic survivalist mentality replaces

collective care and solidarity.

In this way, the film can also be evaluated as a commentary on a neoliberal governance model
that prioritizes economic gain over ecological balance, social welfare, and ethical responsibility.
The image of water, once a symbol of life and regeneration, becomes a reflection of the conse-
quences of environmental exploitation. Kurak Giinler thus uses the symbol of water to critique the
transformation of natural resources into financial assets and to question the long-term viability
of a system that thrives on the commodification and privatization of everything, from water, land,
to human relationships. The film’s water crisis, then, becomes a multilayered metaphor, not only
for environmental collapse but also for the failures of neoliberal policies to provide sustainable,

just solutions.
From Redemption to Neoliberal Fatalism: Changing Rural Portrayals

In Susuz Yaz, water’s fluidity signals potential for change and reflects the transformative
aspirations of early Republican Tirkiye. Water, often symbolizing life and fertility, is central to
the narrative, representing not only the physical survival of the villagers but also the ideological
promise of a modernized, progressive Turkiye. The protagonist, who struggles to manage the water
crisis in the village, is faced with ethical dilemmas that mirror Turkiye's larger moral struggle as it

transitioned from the Ottoman Empire to the newly established Republic.

In this context, the fluidity of water in Susuz Yaz works as a symbol of both the challenges and
possibilities that the Turkish Republic aimed to address, namely, the modernization of rural areas,
the democratization of resources, and the promise of a new social order. This is why water in the
film holds the potential for renewal and justice, since it reflects the ideal of the transformation of
the Republican vision. The film’s treatment of water as a resource that can foster unity and social
progress speaks to the nation-building project of the early Republic, where the fluidity of water
metaphorically aligns with the fluid social changes the Republic aimed to realize, particularly in

rural areas that were seen as the core of the country’s agrarian economy.

In contrast, Kurak Giinler presents water’s fluidity in a very different way which reflects the
neoliberal realities of contemporary Tiirkiye. The film, set in a town facing a long drought, depicts
water as caught between the complex forces wielded by shady figures with the intentions of
commodification and exploitation. Water, much like the lack of other natural resources under
neoliberalism, is manipulated by local elites and politicians and is being employed as a tool

for power and control rather than a symbol of renewal or collective welfare. Water, in Kurak
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Glinler, reflects the endless capacity of neoliberal capitalism to absorb and commodify everything,
including natural resources and human relations. The once-idealized concept of water as a life-
giving force is now co-opted and drained of its regenerative potential, and reduced to another

commodity that can be bought, sold, and controlled.

This shift in the symbolism of water from Susuz Yaz to Kurak Giinler highlights the broader
changes in Tiirkiye's political and economic landscape, from the early Republican ideals of
modernization and social justice to the fluid, exploitative systems of the neoliberal mentality.
In Susuz Yaz, although the scarcity of water poses a serious obstacle in building a collective
future, it is presented as a part of a communal apprehension in which justice and renewal are
still possible. Water is imagined as a resource that can realize the idea of labor-based solidarity
and redistribution. In this respect, the fluidity of water points to a hopeful vision that implies the
socio-economic backwardness of the country can be improved with new reforms. In contrast, the
fluidity of water in Kurak Giinler, represents the relentless nature of neoliberal capitalism which
has infiltrated every aspect of life, commodified everything and deepened inequalities. Here, water
is no longer a resource that signifies hope but an object of capital that only a few can access
and the majority are excluded from. Hence fluidity does not represent solely water, it underlines
capitalism’s capacity to adopt any condition. Kurak Giinler demonstrates a political atmosphere in
which collective transformation has become impossible and the dark reality of a new regime that

prevents the redistribution of wealth through the manipulation of fundamental resources of life.

The way the rural populations are represented in Susuz Yaz and Kurak Giinler, reveals how the
socio-political transformations in Tlirkiye have been reflected in cinema. Despite its contradictory
structure, Susuz Yaz portrays rurality as a possibility for liberation and transformation. Osman’s
possessive and monopolistic intentions are balanced out by Hasan’s ethical stance. Hence, the
film presents an image of the potent rural, which still embodies a reformist hope and cultural
authenticity. This representation carries the traces of the ideals of the early reform movements
and the optimistic modernist vision of the rural that dominated the 1960s. In contrast, Kurak
Glinler draws a pessimistic framework of rural life. The characters in the movie are surrounded by
corruption, and they are also positioned as the active or passive agents of this decay. Hence, the
film argues that under neoliberal policies, the rural is sucked into not only an economic but also
ethical and ecological exhaustion. This ideological rupture echoes on the film’s sound dimension
as well. The natural environmental ambience of Susuz Yaz emphasized the material reality and
transformability of the rural but the mechanical and industrial sound design of Kurak Giinler

suggest that the rural has become a consuming, unproductive space. As argued by Johnson (2020)
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sound and image in the films also mediate the political and sensory meaning of water. In this
context the lack of water creates not only a natural crisis but it also emerges as a sonic symptom

of systemic fragmentation.

The distance between the contradictory but hopeful plot of Susuz Yaz and the depiction of
ecological crisis and social decadence of Kurak Giinler is indicative of larger changes in the
political and cultural landscape of Tiirkiye. Hence, the transformation of water's symbolic meaning
from a lifegiving notion to a dirty, corrupt one can be read as a trajectory from the country’s post-

war optimism to a neoliberal disappointment.

Conclusion: Water as a Mirror of Power, Decay, and Potential Change

This paper demonstrated how water has been used as an ideological symbol in the cinema
of Tiirkiye at different historical periods through the films Susuz Yaz (1963) and Kurak Giinler
(2022). Through a comparative analysis, the evolution of water's meaning from vitality, social
justice, and collective solidarity to darker notions of ecological exhaustion, moral disintegration,
and institutional bankruptcy is mapped. In Susuz Yaz, water is used as a symbol of survival
and the resilience of the rural community in the process of modernization. While the scarcity of
water triggers ethical tensions and class conflicts, the film offers a hopeful horizon reflecting the
developmentalist imagination of the period’s state of mind. On the other hand, Kurak Giinler,
codes water as an already contaminated and missed resource. Lack of water in the film implies
the collapse of trust in the law and the imagination of common life, as well as the rise of a new
form of authoritarianism. The transformation in the representations of water, from purity to decay
and from fertility to drought, reflects Tiirkiye's trajectory from republican ideals to neoliberal
corruption. The film’s dry landscapes and carefully crafted sound design create an atmosphere in
which ecological disaster is inseparable from political crisis. Here, the absence of water functions
not only as a physical but also as an ethical and ideological void. In particular, Kurak Giinler uses
sound to indicate tension and uneasiness, which places an important role on the sound design
as much as the visual narrative. Water functions as both a thematic motif and a sensory mapping
tool in these two films, reflecting the hegemonic structure of the films’ respective times. Using
a theoretical framework based on psychoanalytic, environmental, and ideological interpretation,
this article has demonstrated how the representation of water in the films reflects Tiirkiye’s socio-
political changes. In conclusion, this study has shown how water is positioned as an active and
ideologically charged element in the cinema of Tiirkiye through these films in which water is used

as a tool that makes power, decay, and possible forms of resistance visible and audible.
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Abstract The construction of social reality is closely related to ideological structures and cultural representations, which determine
how individuals see the world. Ideology works through discourse, media, and symbolic systems, serving to legitimize
established narratives or provide opportunities for counter-discourses. Audiovisual narratives are a crucial part of media
culture and representation, as they both embed and circulate representations that enter public consciousness. Regardless
of the particular form this representation takes -whether it be cinema production, documentary filmmaking, or digitally
based storytelling, such narratives are central in mediating social experience. They may help in preserving the existing
power distribution but may also be used to limit and challenge power, as well as to focus on producing and reproducing the
knowledge of marginalized voices. Therefore, video activism is a powerful method of social issue advocacy that employs
audio visual means of storytelling for documenting injustices, raising awareness, and producing change. Since video
activism is less susceptible to commercial and political manipulation than traditional mass media, it gives an opportunity
to offer more independent and collective narratives, democratizing the production and circulation of social issues. The
potential of such initiatives is recognized by the European Union’s Sivil Dustn program, which has for many years supported
rights-based action in Tirkiye, providing resources and expertise to people and collectives striving for justice and equality.
Since March 2020, Sivil Dustun-funded CAM broadcasting platform archived 143 films, which implemented 22 human rights
subject areas, and provided the communities with more engaging means for interacting with social issues. This study seeks
to explore these phenomena by means of thematic content analysis of a CAM film sample to assess the film production
around the rights in Tirkiye. By mapping these trends, the study provides a framework for social-purpose filmmaking,
assessing its potential to contribute to media activism, historical documentation, and public discourse on human rights.

0z Toplumsal gercekligin insasl, bireylerin dinyay algilama bigimlerini sekillendiren ideolojik yapilar ve kiltlirel temsiller ile
yakindan iliskilidir. ideoloji, sdylem, medya ve sembolik sistemler araciligiyla isleyerek egemen anlatilari pekistirmekte
veya alternatif bakis acilarina alan agmaktadir. Medya kultirinun temel unsurlarindan biri olan gorsel-isitsel anlatilar,
toplumsal biling tzerinde belirleyici bir rol oynar; bu anlatilar, sinema, belgesel film yapimi ve dijital hikaye anlaticilig
yoluyla bireylerin deneyimlerini sekillendirir. Bu slreg, mevcut glic yapilarini siirdiirebilecegi gibi, marjinallestirilen sesleri
gortnur kilarak mevcut ideolojik gercevelere meydan okuyabilir. Bu baglamda, video aktivizm, adaletsizlikleri belgelemek,
toplumsal farkindaligr artirmak ve olumlu degisimi tesvik etmek amaciyla gorsel-isitsel hikaye anlaticiligini kullanan strate-
jik bir savunuculuk araci olarak one gikmaktadir. Siyasi ve ticari ¢ikarlarla sekillenen geleneksel kitle iletisim araglarinin
aksine, video aktivizm daha bagimsiz ve taban érgiitlenmesine dayali anlatilar Ureterek toplumsal meselelerin Gretim ve
yayilma slreglerini demokratiklestirmektedir. Bu tiir girisimlerin gliclini kabul eden Sivil Disln, Avrupa Birligi tarafindan
desteklenen bir program olarak uzun yillardir Tirkiye'de adalet ve esitlik savunusunu amaclayan birey ve kuruluslara kaynak
ve uzmanlik destegi sunmaktadir. Mart 2020’den itibaren Sivil Disln’tn dijital yayin platformu CAM, bu destekle retilen
143 hak temelli filme ev sahipligi yaparak 22 farkli insan haklari alanini goriintr kilmakta ve toplumsal meseleler lzerine
kamusal katilimi derinlestirmektedir. Bu calisma, Turkiye'de video aktivizmin rolint CAM platformundaki film ornekleri
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Audiovisual Narratives, Video Activism and Social Representations: Analyzing... ¥ Can Giirbiiz & Gider Istkman, 2025
Uzerinden tematik igerik analizi yontemleriyle incelemektedir. Arastirma, karakter temsilleri, tematik dagilim ve cografi
kapsam gibi unsurlara odaklanarak hangi hak alanlarinin on plana ¢iktigini ve hangi alanlarda temsil bosluklarinin bulun-
dugunu ortaya koymaktadir. Bu egilimleri haritalandirarak calisma, toplumsal amacli film yapimi igin bir ¢erceve sunmakta

ve video aktivizmin medya savunuculugu, tarihsel belgeleme ve insan haklari odakli kamusal soyleme katki potansiyelini
degerlendirmektedir.

Keywords  audiovisual narratives - video activism - social representations - cultural ideology - digital video platforms

Anahtar gorsel-isitsel anlatilar - video aktivizm - toplumsal temsil - kiltirel ideoloji - dijital video platformlari
Kelimeler

Audiovisual Narratives, Video Activism and Social Representations:
Analyzing Rights-Based Digital Filmmaking in Tiirkiye

The increasing accessibility of digital media has significantly altered the landscape of audio-
visual narratives, particularly in the context of rights-based filmmaking and video activism. Since
media representations play a critical role in constructing the public discourse in Tiirkiye, digital
platforms offer an additional communicative space for voices that are underrepresented in the
mainstream media. This study is focused on the convergence between audiovisual narratives,
video activism, and social representations while exploring why and how digital filmmaking func-

tions as an advocacy tool for human rights and social justice.

The structural basis of the social reality is inevitably supported by the power relations commu-
nicated through ideological apparatuses such as the media. In their turn, mainstream media,
driven by politics and capital, are inclined to reproduce the dominant ideologies by silencing alter-
native perspectives. Video activism, on the contrary, introduces the counter-narrative framework
that places demand for media production in the hands of grassroots movements to document
devastating cases of injustice, raise awareness, and advocate for change. This study thus aims
to research how video activism functions in Tlrkiye by analyzing the films available on the CAM
digital platform, which supports rights-based filmmaking as one of the European Union-funded
initiatives. The thematic content analysis of these films will help to evaluate how different social
groups defined in terms of gender, class, ethnicity, migration, sexual orientation, the environment,
violence, health, and education are represented. The thematic distribution and location-wise
spread of video activism will help to identify the existing patterns of representation and the

existing gaps that need to be filled in the future.

The theoretical framework discusses media and representation as a part of academic studies

of media. This approach highlights the role of audiovisual narratives in the construction and
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reinforcement of ideological aspects. Van Dijk (2003) and Sartori (2004) argue that the media
serves as a gatekeeper that decides which social realities to keep on the cutting edge or obscure.
Also, Castells (1997) explains the “network society,” which has been creating by digital technologies
of information flow and civic engagement. The concept of video activism, as defined by Harding
(2001), underscores the use of audiovisual media as a political tool, challenging power structures
and promoting social change. While numerous studies explore video activism in global contexts,
limited research focuses on its application in Tlrkiye. Existing scholarship on digital platforms as
alternative archives (Uricchio, 1995; Fossati, 2012) suggests that online video-sharing spaces allow
for a broader spectrum of representation, yet challenges such as sustainability, digital security,
and censorship persist. Christie (2023) emphasizes the evolving role of film archives in preserving
and democratizing access to audiovisual materials, highlighting the necessity for adaptive archival
practices that accommodate diverse narratives, including those emerging from grassroots video
activism. Building on these studies, this research aims to provide an empirical analysis of Tlirkiye's

digital video activism landscape.

The study employs a qualitative thematic content analysis methodology to examine a sample
of films from the CAM platform. The analysis has three main dimensions. First, the study inves-
tigates the character representation in video activism through the identification of the social
groups most often depicted and an assessment of the implications of their presence or absence
in the films. Second, it explores the distribution of the themes covered in the selected works
of video activism and tries to systemize them within defined rights themes, including gender
equality, environmental justice, refugee rights, and freedom of expression. The third dimension is
the mapping of the regional distribution of video activism in Tiirkiye to conclude whether some
areas are overrepresented while others remain absent. Taken together, these three dimensions
would allow for coding the films according to these parameters in order to identify the patterns
of rights-based storytelling and evaluate the contribution of digital filmmaking to shaping public
discourse about human rights. In summary, the study decodes the films based on those criteria
to uncover patterns in rights-based storytelling and evaluate the impact of digital filmmaking on
the shaping of public discourses surrounding human rights. The study has the goals to explore
the role of video activism in generating alternative media representation in Tiirkiye; discuss the
extent to which digital filmmaking serves as a human rights advocacy tool; determine the gaps in
the representation of rights-based audio-visual narratives and propose a future research agenda
regarding the influence of digital media on activism and social justice. By mapping trends in rights-
based filmmaking, the study offers valuable insights for scholars, filmmakers, and activists seeking

to understand and expand the role of digital platforms in advocacy and representation. Ultimately,
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it contributes to the broader discourse on media democratization and highlights the potential of

digital storytelling as a tool for social transformation.

Ideology and Representation

In the communication environment of the digital age, societies that become acquainted with
each other through mass media can only obtain information within boundaries determined
by ideological discourses. Due to the ideological nature of discourse, the topics it selects or
avoids, which information is obscured or explicitly stated, which meanings are foregrounded, or
backgrounded, and which details are defined or left undefined, become decisive. Having control
over the production of cultural representations is critically important for the preservation and
continuation of social power. Individuals are continuously shaped by ideology throughout their
lives, as their perception of the world is influenced from an early age through their native language
and modes of interaction. This ideological influence extends across their social relationships, the
objects that surround them, societal institutions, different types of media and communication

channels and educational narratives (Van Dijk, 2003, p. 22).

Representation helps individuals define the boundaries between themselves and the social
structure in which they exist. Representations inherited from the culture of the society individuals
belong to are internalized and become integral components of the self. In this way, individuals
are shaped through representations related to the world they belong to, and their lives become
definable through the figures or forms that dominate that culture and surround social life. It is
precisely at this point that the critical ideological significance of the dominant representations of
a culture emerges. They play a crucial role in determining how social reality will be constructed
—specifically, which figures, and boundaries will dominate in shaping social life and institutions.
As Sartori (2004, p. 10) famously states, “The one who sees is at the mercy of the one who
shows.” This highlights the inherently manipulative nature of visual media, where the power to
shape perception lies not only in the hands of the creator but also within the broader social
and cultural frameworks that influence how an audience interprets an image. The way visuals
are framed, edited, and presented can significantly alter meaning, reinforcing certain narratives
while suppressing others. Additionally, the viewer's understanding is shaped by pre-existing social
codes, ideological structures, and cultural conditioning, which mediate their interpretation of
what they see. These dynamic underscores the influential role of visual media in shaping public

discourse, reinforcing dominant ideologies, and even constructing historical and political realities.
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Cultural products, including cinematic narratives and video, function like language and other
symbolic systems by guiding thought and imprinting themselves on the representations of reality
constructed by individuals. Audiovisual narratives incorporate the discourses present in social
life, shaping them through cinematographic elements. In doing so, they manifest as one of the
cultural representations that, within certain ideological frameworks, actively contribute to the
construction of social reality, societal norms, and over time, social memory. The modern world

has increasingly become a phenomenon that is primarily "seen" (Jenks, 1995, p. 2).

Video can be utilized for a wide range of audiovisual narratives with varying forms, lengths,
and purposes, from feature-length documentaries, short films, and music videos to public service

announcements, raw footage, and vlogs.

Video activism, in its broadest definition, involves utilizing the camera with a focus on social
benefit, aiming to raise public awareness through the visuals it creates and to contribute to
positive social change. Thomas Harding defines a video activist as someone who uses video as a
tactical tool to achieve social justice and protect the environment. Harding (2001, p. 1) emphasizes
that in the hands of a video activist, a camera can become a powerful political tool to deter police
violence, an editing suite can be a mechanism for setting a political agenda, and a video projector

can turn into a device for generating mass awareness.

Alongside traditional mass media, the alternative platforms emerging in the digital age have
facilitated a transition towards digitally active citizenship, offering new formats for the exchange
of information and ideas through video activism. Regardless of their purpose, every internet
user contributes to the continuous accumulation of information. For this reason, the internet has

rapidly transformed into a social technology that enhances access to information (Hartley, 2008,
pp. 6-7).

The transformation of technical equipment in video production, coupled with increased access
to widespread and efficient usage, has enabled digital storytelling. As a result, audiovisual narra-
tives uploaded to video platforms have started to become part of representational strategies, not
only contributing to grand and official narratives but also diversifying the field of representation.
Manuel Castells (1997, p. 15) defines a society shaped by the cultural impact of information
technologies as a network society. According to Castells, the network society prioritizes the flow of
information and constitutes a global social structure built upon information networks and driven
by digital technologies. This structure not only facilitates cultural interactions among individuals
but also reshapes the dynamics of consumption and power. When we interpret internet users'

participation—driven by their own initiative—as an expression of their desire to represent them-
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selves, make their voices heard, and actively contribute to the transformation of traditional media
representations, the internet can be seen not merely as a technological advancement but as a

social revolution (Bloom, 2013, p. 117).

In the production of meaning in audiovisual narratives, as well as in the reception of messages
through codes, ideology plays a crucial role. In this context, the archives formed on video platforms
where visual narratives are housed become significant arenas for the conduct of ideological

struggles and video activism.

Archives that represent subcultures are shaped by widely used archiving methods, including
video, rather than being dictated by political choices, as is the case with official archives. This
distinction highlights the advantage of video platforms as archival spaces. Berkhofer (1995, pp.
263-283) argues that diverse perspectives, contradictions, disagreements, and fragmentations
allow historical analysis to be approached through multiple explanatory frameworks. Similarly,
LeCompte (1981, p. 53) asserts that history belongs to those who write it, emphasizing that modern
techniques, including audiovisual records, offer more inclusive and dynamic methods for docu-

menting history.

Historical Roots and Conceptual Approaches to Video Activism

The origins of video activism can be traced back to early forms of political cinema, particularly
the practices of Soviet filmmaker Dziga Vertov and the Kinok collective. Vertov's revolutionary
vision positioned the camera as an active political agent rather than a passive recording device
(Depeli, 2017, pp. 111-114). He disrupted the industrial logic of filmmaking by placing cameras in
the hands of workers and peasants emphasizing collective image production without professional
mediation (Berensel, 2017, p. 122; Sener, 2018, p. 87). This democratizing gesture anticipated the
ethos of contemporary video activism, wherein the production of visual content becomes a form

of direct political engagement.

Historically, video activism emerged as a distinct communicative strategy in the 1960s and
1970s, when lightweight video technologies such as the Sony Portapak enabled grassroots move-
ments to document protests and disseminate counter-narratives (Sener & Emre, 2019, p. 205).
Movements involving environmentalists, feminists, labor activists, and anti-war protesters inte-
grated video as part of their advocacy and identity-building strategies. The second wave in the
1980s-1990s was marked by the popularization of handheld video cameras and the appearance of
landmark events such as the Rodney King incident in 1991, which signaled a turning point in public

witnessing and the visual documentation of human rights violations (Widgington, 2015, p. 113;
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Sener, 2018, p. 100). The circulation of the 81-second amateur footage catalyzed mass mobilizations

and judicial proceedings, indicating the growing political power of citizen-filmed content.

The next wave of video activism coincided with the rise of the internet and social media,
transforming practices of production, distribution, and reception. Sousa (2019, p. 190) identifies
the 1999 Seattle protests as a pivotal moment when video and online platforms converged,
launching “video activism 2.0." In this phase, the ubiquity of mobile technologies, digital editing
tools, and streaming platforms enabled broader participation in audiovisual storytelling, leading
to new formats such as livestreamed protests, political mash-ups, and collaborative montage
videos (Sener, 2018, pp. 88-97).

While there is no universal definition of video activism, several conceptual frameworks offer
insight into its communicative and political dimensions. Harding (2001, pp. 1-2) defines it as the
tactical use of video for the purposes of social justice and environmental protection. Askanius
(2012) emphasizes its counter-hegemonic potential, describing it as a communicative practice
that can empower marginalized groups, expose human rights violations, and offer alternative
representations. Similarly, Mateos and Gaona (2015, p. 2) conceptualize video activism as a
form of audiovisual discourse conducted outside dominant power structures, aimed at resisting
discursive oppression. Typologies of video activism further illustrate its diversity. Askanius (2012,
2013) identifies categories such as mobilization videos, testimony videos, documentation videos,
archival radical video, and political remix video. Martin and Pisonero (2015, p. 6) offer an alter-
native schema that includes witness, action, interpretation, identity, and empowerment videos
—each reflecting distinct strategies of engagement. These typologies help differentiate between
spontaneous documentation and more curated, interpretive content, which may include collaged

footage from multiple sources (Michael, 2011).

In the Turkish context, video activism has gained traction particularly after the 2013 Gezi Park
protests, which catalyzed a surge in academic interest (Doganay & Kara, 2014; Ozdiizen, 2020;
Kotaman & Sener, 2023). Early examples from the 1990s focused on guerrilla television and human
rights documentation (Berensel, 2012), while recent scholarship highlights feminist video activism,
digital counter-surveillance, and intersectional struggles (Akmese & Deniz, 2016; Sener & Isikman,
2018)."

The mapping of representation patterns in rights-based video activism in Tiirkiye is the main goal of this study: For this
reason, the theoretical literature review has been kept constrained. Yet, for those social scientists desiring a deeper theoretical,
ethical, legal, technical and practical examination of video activism, the edited volume by Sener and Isikman (2018), Video
ARtivizmde Kavramlar, Sorunlar ve Uygulamalar (Concepts, Challenges, and Practices in Video Activism) will likely be a useful
resource. The book is among the limited few providing a wide range of topics of crucial significance to the Turkish context
with comparable practices from Tiirkiye and the rest of the world, including but not limited to alternative media, ethical
responsibilities, legal frameworks, verification practices and civil society-oriented interventions.
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Video activism thus emerges as a hybrid practice rooted in political cinema, experimental art,
and social movement media. Its power lies not only in representation but in enabling collective
agency, constructing alternative archives, and reshaping the public sphere. By foregrounding
lived experience and subaltern narratives, it offers a critical intervention into dominant media
discourses and contributes to a democratization of audiovisual culture. All through these, in this
study, video activism is approached not only as a mode of visual resistance but also as a tool for
documenting grassroots human rights struggles and mapping underrepresented social realities
in Turkiye. By focusing on rights-based digital filmmaking through the CAM platform, the research
emphasizes video activism’s dual role as both a narrative and archival mechanism that amplifies
marginalized voices within local socio-political contexts. Drawing from critical media theory and
cultural studies, the study conceptualizes video activism as a counter-hegemonic communicative
practice that enables subaltern expression, challenges dominant ideologies, and democratizes the
means of audiovisual production. Methodologically, this research situates video activism at the
intersection of discourse, representation, and advocacy, using thematic content analysis to reveal
how digital storytelling facilitates both civic engagement and the formation of alternative public
memory. The study highlights video activism not only as a media practice but also as a socially
transformative process with the potential to influence public discourse, foster collective agency,

and contribute to long-term cultural and political change.

Digital Video Platforms as Archives

The digital age has transformed the ways in which information is stored, managed, and
accessed. Digital video platforms enable convenient long-term storage of films and other audiovi-
sual materials in formats that can be accessed, retrieved, and searched effortlessly with computers
and other digital devices. By using metadata to systematically organize and search these mate-
rials, these platforms improve the discoverability of millions of hours of visual content. Their
introduction and development have been pivotal steps towards the preservation and accessibility
of millions of hours of audiovisual material, ensuring that the records of culture and history can
be accessed and viewed in the future. Serving as digital archives, these platforms eliminate the
risk of deterioration and loss of material that traditional film storage often entails. They also
eliminate the geographical barrier, allowing people from all over the world to engage with the
centuries-old heritage and stories from history that would otherwise be inaccessible. Moreover,
with the development of artificial intelligence and machine learning technology, these platforms
have become increasingly sophisticated in terms of indexing, tagging and recommending content

for individual users. Given their ability to safeguard, organize, and democratize access to audio-
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visual content, digital video platforms are poised to play an increasingly crucial role in cultural
preservation, education, and historical documentation in the digital age. Their growing influence
underscores the need for sustainable digital archiving strategies and continued investment in
technological infrastructure to ensure long-term accessibility and integrity of stored materials.
Beyond traditional categories such as fictional feature films and documentaries, digital video
platforms collect a diverse range of materials, including amateur formats, local television content,
amateur videos, and even historical visual archives. As Christie (2023, p. 29) remarks despite often
being underfunded and operating under more precarious conditions than national archives, their

broader scope allows them to serve as a crucial resource for new forms of visual narratives.

As Uricchio (1995, pp. 256, 260) explains, the recordings of marginalized groups are often
excluded from the archival processes of official film and television institutions, while materials
reinforcing the dominant narrative are systematically preserved. He draws a parallel between
the selective choices made in official history writing and those in archiving. In this context, he
underscores the advantages of video-sharing platforms such as YouTube as alternative archives.
Unlike official archives shaped by political decisions, these platforms facilitate the representation

of subcultures through popular forms of archiving, such as video.

Digital video platforms offer significant advantages over traditional film mediums, particularly
in preservation, accessibility, cost efficiency, interactivity, and participatory culture. First and
foremost, the above issue applies to secure storage. Physical film is prone to deterioration and
loss, while even if not burglary-proof, digital files can be safely stored online or backed up in
different ways. This ensures that the materials are preserved and stable for a long time. Digital
platforms are also accessible. While physical archives require direct access to them, online files
can be accessed from any place globally. This removes territorial restrictions for researchers,
filmmakers, and audiences. There is also an option to quickly find video clips using the “search”
option, where it is also possible to search by metadata, through keywords, or using the filter tool to
narrow a whole range of materials to find a specific one. Looking at the economic aspect, digital is
also much cheaper. Physical archives take up space, need to be air-conditioned, and need special
treatment. There is less need for this online, and in digital archives, several people can use the
same content at the same time. There is no need to distribute anything or duplicate, which is also
impractical both physically and financially. Finally, digitized collections, in addition to being more
entertaining, engage the user. It is possible to index metadata, make their annotations, features,
or incorporated subtitles, and also comfortable recommendation algorithms that anticipate the

viewer's use. Users can also upload their content, chat, or create forums. The user is not just
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fed with content, but his activity is encouraged. All in all, this democratization of film access and
production diversifies access to media archives and allows people to participate in producing
cultural heritage and history. With the development of artificial intelligence, machine learning,
and cloud computing, digital video will be preserved, sorted, and shared even more effectively.
Combining secure storage, continuous access, and user resource, digital video platforms are not
only archival or film culture equivalents but also dynamic places such as they alter the way people
think about films and record cultural history (Fossati, 2012, pp. 177-184).

Unfortunately, in addition to its advantages, the use of digital video platforms as archives
presents a number of challenges. One of the biggest concerns is that the archives will need to
be maintained constantly. This will also help avoid the risk of losing archive data in case of
technical disruptions or hacker attacks. Sustainable long-term access will require regular updates
and secure storage, including regular backup copies to preserve the integrity and originality of
digital material. In addition, the digitization process is resource-consumption. These include the
high costs for specialized equipment and qualified personnel, which are necessary to process and
convert audio-visual materials for preservation and cataloging in the highest quality possible.
Thus, these issues require environmentally friendly digital archiving and financial resource strate-
gies to address them (Wengstrom, 2013, pp. 125-137).

CAM by Sivil Duisiin

Sivil Dusiin is a program of the European Union available, which supports civil society organiza-
tions and activists, by offering in-kind contributions and expert support to rights-based initiatives,
and empowering its beneficiaries to implement them efficiently. The program aims to ensure the
availability of resources, strengthen the advocacy capacities of individuals and organizations,
support the beneficiaries’ capacity to act when rights violations are detected, and promote a

vibrant and inclusive civil society that can engage with all aspects of political and social life.

Sivil Dusun has been providing this necessary support for years to individual and collective
efforts to awareness-raising about rights, documentation of violations, accountability, and com-
munity mobilization. Including in-kind support and expert guidance, civil society actors can
effectively advocate for various rights-related claims. Since March 2020, CAM, has put these films,
produced with the support of Sivil Diisiin, into play (CAM, n.d.). In total, films have been produced
based on 22 areas of rights. These films lead to more in-depth reflection and demonstrate how

these rights are reflected in daily life. At the moment, there are 143 films stored on CAM. This
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platform contributes valuable work to the film archive by offering the chance to discover various

human rights narratives and amplifying the voice of those who would otherwise be silenced.

The primary research method used in the study is thematic content analysis, which enables
the exploration of the audiovisual narratives offered on the CAM platform. To accomplish this,
a systematic review is conducted to determine the filmmaking and coding data, which is based
on identification of a number of key themes, characters, rights categories, and filming locations.
Thematic content analysis is the most suitable instrument to collect the latent and manifest
content of the films to detect the common social problems and interpret the subtextual simulation

of the ideological framework assumed by the narratives.

This methodological decision is underlain by the research question of the necessity to chart the
general representation tendencies that manifest in the broad spectrum of audiovisual material.
While on the one hand, the discourse analysis allows for delving deeper into the nuances of each
text, a more fitting framework for searching for connections between them might be thematic
content analysis. Through the number and variety of films that this research covers, thematic
analysis allows a more structured approach to coding, cross-comparing, and generalization of the
main patterns. Furthermore, although the conducted analysis is not formal discourse analysis, the
coding always remains sufficiently sensitive to the markers of ideology such as representation,
subjectivity, or exclusion, which means that it can uncover the hidden discursive links between

the narratives.

In conclusion, the methodological approach functions as a tool for a systematic analysis of
how video activism from Turkiye deals with a wide range of social issues, as well as dominant and
sparse narratives. Based on coding, the content analysis systematically examines the manner in
which digital video platforms support rights-focused narratives and offers empirical observations
about the interaction between media, activism, and representation. The findings do not only
disclose the principal subject of activism and the groups of society portrayed in the films but
also serve a valuable insight into the different spatial aspects of video activism. Specifically, the
geographic dispersion of this type of video makers underscores the significance of documenting

several rights fighting stemming from diverse locations across the country.

Coding was done manually using the qualitative content analysis framework. All the films
available in the CAM platform were reviewed, and data were extracted in categories that had been
developed a priori, such as character representation, human rights categories, and the geographic
distribution of cases. Also, a coding sheet was developed to keep track of recurrent patterns, and

multiple codes were assigned to each film when necessary. An inductive approach was used to
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identify new themes during the analysis. This manual procedure was highly tailored to the content
of audiovisual narratives and allowed for a deeper context-rich understanding of their content; it
was also indispensable to catch the nuances of representation in various social and geographic

contexts.

Table 1

Number of Films by Character

Character Number of Films
1 Women 21
2 Civil Society Activists 20
3 Environmental Activists 15
4 Workers 13
5 Agricultural Workers 9
6 Ethnic Minorities 12
7 Earthquake Victims 8
8 Refugees 7
9 Children 6
10 LGBTQ+ Individuals 5

These areas emphatically help identify certain communities and show which human rights
activist receives the most and which the least attention through the characters’ frequency repre-
sentation. The portrayal of different characters does not only put different struggles into the

picture for different people but also positions them differently on the activist field.

The most frequently represented character groups in the sample are women and civil society
activists. Films that show women are more in number -21- but not far are those that portray civil
society activists. This high level of representation suggests an extreme focus on gender in video

activism.

The fact that environmental activists (15/20) hold a large place among civil society activists in
Tlrkiye's video activism is an essential fact-based component reflecting the environmental and
ecological problems of the country. There are many environmental and ecological issues Turkiye
struggles with, such as deforestation, pollution, impact of industrialization, and transformative
climatic change. Massive infrastructure projects like dams, mining explorations or developments,
and large-scale urbanization have been popular among the public resistances that are usually
led by rural communities and supported by environmental activists. Moreover, it is also pertinent
to note that the general and global rise of environmental activist movements based on climate

change and general sustainability and brought Tlirkiye activists within the global context. In other
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words, environmental concerns in Turkiye are similar for the global planet developments and how

activist groups have been emerging for environmental protection causes.

Workers, especially agricultural workers (9/13), also receive considerable representation, which
indicates attention to ecological and labor-related concerns. Agricultural workers are often
directly affected by environmental changes and policies, such as droughts, deforestation, and
industrial farming practices. As environmental activism grows, there is increasing awareness of
how ecological issues intersect with the livelihoods of agricultural workers. This overlap between
environmental and labor concerns makes agricultural workers key figures in activism focused
on sustainability, environmental justice, and rural development. Also, we have to mention that
agricultural workers, especially seasonal laborers, often belong to vulnerable groups such as
ethnic minorities or migrant workers who face significant socio-economic discrimination. Their
marginalization makes them a focus of advocacy and activism aimed at improving labor conditions

and addressing structural inequalities.

There is relatively less representation of vulnerable groups such as refugees, children, and
LGBTQ+ individuals, with only 5 to 7 films featuring these groups. This could point to the need for

more advocacy and visibility for these communities in video activism.

Table 2
Number of Films by Rights Categories

Rights Category Number of Films
1 Environmental and Ecological Rights 34
2 Women's Rights and Gender Equality 19
3 Refugee and Asylum Seeker Rights 14
4 Right to Housing 8
5 Cultural Rights 7
6 Right to the City 7
7 Anti-Discrimination and Equality 6
8 Right to Health 5
9 Business and Human Rights 5
10 LGBTQI+ Rights 5
1 Animal Rights 5
12 Children’s Rights 4
13 Right to Work, Fair Income, and Union Formation 4
14 Sustainable Rural and Human Development 4
15 Youth Rights 3
16 Disability Rights 2
17 Elderly Rights 2
18 Freedom of Thought, Conscience, and Religion 2
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Rights Category Number of Films
19 Right to Education and Learning 1
20 Right to Development 1
21 Right to Communication, Freedom of Expression, Media, 1
and Press
22 Transparency and Right to Access Information 1

The subjects addressed in video activism reflect the socio-political priorities and human rights
struggles within Tiirkiye. Certain rights categories receive extensive attention, while others remain
underrepresented, indicating disparities in advocacy focus and public awareness. The distribution
of films across different rights categories provides insight into which issues are most frequently

documented and which areas may require greater visibility and activism.

Films focusing on environmental and ecological rights (34 films) and women'’s rights and gender
equality (19 films) dominate the landscape of video activism in Tiirkiye. This indicates that issues

of environmental justice and gender equality are central concerns within the activist community.

Refugee and asylum seeker rights (14 films) also garner significant attention, likely due to

Tirkiye's geopolitical position and the ongoing refugee crisis.

Other categories, such as health rights, LGBTQ+ rights, animal rights, and anti-discrimination,
have relatively lower representation, with 5 or fewer films each. This might suggest that these
areas, while recognized, have yet to become major focal points in the broader spectrum of video

activism.

Table 3
Number of Films by Region and City

Region City Number of Films Regional Total

Diyarbakir
Kahramanmaras
Adiyaman

Mardin
1 Southeastern Anatolia 32

Gaziantep

w w o NN

Malatya
Siirt

-

Batman

Tunceli
Van
2 Eastern Anatolia Bingol 24
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N N WO N

Agri

Filmvisio, (5): 46-65



Audiovisual Narratives, Video Activism and Social Representations: Analyzing... ¥ Can Giirbiiz & Gider Istkman, 2025

Region City Number of Films Regional Total

Kars 2
Bitlis 1

-

Erzurum

Hatay
Adana

3 Mediterranean Antalya 17

N W BN

Mugla

Osmaniye 1

izmir
Mugla
4 Aegean Aydin 16
Manisa

Afyon

OIN W W N~

istanbul

5 Marmara Kirklareli

—_

1
Canakkale 1

Samsun
Ordu

Rize

N NN W

6 Black Sea 1

Artvin

Karablik

- -

Diizce

Ankara

N W

7 Central Anatolia Eskisehir
Konya 1

The distribution of video activism across Turkiye reflects the socio-political and environmental
challenges faced by different regions. The production of rights-based films is not evenly spread
across the country, as certain areas with ongoing struggles, historical tensions, or major crises
tend to receive greater attention. This uneven distribution highlights both the potential and the

limitations of video activism in capturing diverse social realities.

Southeastern Anatolia and Eastern Anatolia lead in terms of film production, with 32 and 24
films respectively. Cities like Diyarbakir (7 films), Tunceli (7 films), and Van (6 films) are prominent,
reflecting a focus on regions that experience significant social, political, and environmental

challenges.

The February 6th Earthquake significantly shaped the distribution of films in Tiirkiye's video
activism scene, with provinces such as Kahramanmaras, Hatay, Adiyaman, Gaziantep, and Malatya

being central to the narratives of earthquake victims. These regions, already facing socio-economic
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challenges, became the focal point for documenting the human impact of the disaster, illustrating
the importance of video activism in capturing the stories of survival, resilience, and the long-term

process of recovery.

Alongside the Earthquake, the intersection of ethnic identity with broader issues of human
rights, cultural preservation, and political advocacy makes Diyarbakir a focal point for films that
aim to not only reflect the local experience but also contribute to the global discourse on minority

rights and social justice.

Marmara, especially Istanbul (9 films), also plays a key role, which is unsurprising given its
status as Tiirkiye's cultural and media hub. Other regions like Central Anatolia and the Black Sea
have lower overall film production, suggesting either fewer activist initiatives in these areas or

less representation in video activism narratives.

Concluding Remarks

In the realm of audiovisual narratives, video activism, social representations, cultural ideology,
and digital video platforms, media emerges as a powerful force in shaping and transforming social
discourse. The correlation between image and reality retained in the narratives studied above
allows for the production of deeper meaning, question the status quo of dominant cultural ideolo-
gies, and articulates a voice for the marginalized. The very nature of the digital facilitates enables
the documentation of movies, fostering more diverse narratives and countering mainstream media
representations that are often selective and influenced by political ideologies. Consistent with
previous findings, the highlighted cases demonstrate the importance of feminist movements and
environmental struggles that have profoundly influenced video activism in Tiirkiye, especially in
the context of post-Gezi Park protests (Kotaman & Sener, 2023; Sener & Emre, 2019). Furthermore,
Fossati (2012) and Uricchio (1995) reading of digital platforms as participatory archives where
overlooked archives are brought back to life to shape alternative historical memories is supported
by the analysis of such sites as CAM. First, the video activism of LGBTQ+ persons and refugees
revealed the importance of such an alternative platform, proving that Askanius (2012), Doganay &
Kara (2014) conclusions as even the media explicitly oriented on alternative topics such as CAM
may and do marginalize certain themes. Moreover, the regional concentration of the number of
works focused on Southeastern and Eastern Anatolia corresponds with the past of Tiirkiye, in
which the combination of ethnic awareness, activism, and visual medium was frequently observed
(Berensel, 2012; Akmese & Deniz, 2016).
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The ability to document human rights struggles, environmental movements, and social justice
issues is one of the most important contributions of video activism. This is because these dimen-
sions of social life are not often captured by traditional media or are simply ignored, negating their
existence. Video platforms create an epistemic alternative — a counter-memory, which provides
an opportunity to resist socially dominant discourses, drawing strength in the non-represented.
Based on the findings of this study and the CAM platform analysis, the study found that women,
environmental activists, and civil society movements remain central to the legalization landscape
in Turkiye. Thus, the subject of the emerging consciousness from the presented data is that gender

equality and ecological struggle remain crucial.

The study also underlines the potential role of digital platforms as extensive archives that
contribute to the long-term preservation of archival material. It is noteworthy that platforms such
as CAM, as a repository of rights-based filmmaking, contribute not only to media activism but also
historical documentation. In this way, current and future generations will have access to human
rights narratives. However, the use of digital archives also implies certain risks, including ques-
tions of sustainability, digital data security, and the risk of censorship. The underrepresentation
of specific groups, solemnizing refugees, LGBTQ+ people, or children and young people, proves

certain opportunities for expanding the scope of video activism.

The general practice of the regional distribution of video activism content was another key
finding of the study. The regional consolidation of films in the Southeastern and Eastern Anatolia
regions, which, among other things, have historically been associated with social and political
resistance, is a vivid example of how ethnic identity and economic vulnerability are closely linked
with rights issues. The case of the February 6th Earthquake demonstrates how video activism can
document the crisis and demonstrate human rights abuse and struggle. At the same time, the
limited production of films in such regions as the Black Sea and Central Anatolia suggests potential

inequalities in the access to video activism content and representation.

As it may be seen from the examples of Tirkiye, there is considerable room for further
diversification, both thematically and geographically, of rights-based video activism. It should
be improved, for more content should be covering topics such as disability rights, freedom of
expression, and labor rights. Production in underrepresented regions should increase to boost
the impact of video activism further. As digital technologies develop, video activism should evolve
as well, incorporating new media tools such as artificial intelligence, interactive storytelling, and

immersive experiences to increase its efficacy and reach.
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To develop further in the context of Tiirkiye, rights-based video activism needs a prioritized
focus on multidisciplinary strategies that bridge academic research, civil society promotion,
and policy advocacy. From an academic perspective, more interdisciplinary research integrating
human rights law and communication studies, sociology, digital archiving studies, affecting theory,
discourse analysis, and digital ethnography will be needed. Additionally, film, media, and commu-
nication departments at universities should be encouraged to promote rights-based filmmaking

in their curriculum to foster media literacy and knowledge of production among their students.

The continued success of video activism from the civil society and policy perspectives demands
specialized and lifelong support including enriched training programs, technical support systems,
and funding channels for ant experts of various grassroots activists. Responsible organizations
need to develop teaching materials on efficient and ethically sound video narratives, digital free-
doms and abuse, and stakeholder representation for this area, particularly for activists who work
with predisposed groups. Besides, open access to inexpensive software and secure digital spaces
would make it simpler to enter the public sphere. Policy should also tackle concerns like editing
and monitoring so that digital sites remain secure forums for advocacy. Through cross-functional
integration between academia, civil society, and public institutions, Tlirkiye would create a more

efficient and representative ecosystem.

In conclusion, this study centers on the digital video platforms’ transformative possibility to
document, preserve, and enlarge human rights activities. As digital activism grows, distant and
independent open media places would play an essential role in allowing diverse voices — most
crucially, the minorities’ voices - to structure public influences. Further inquiries could look at the
many films’ impact on audiences and comparative previews with video activism in other systems,
providing an increase insensitive and understanding of the global consequences of digital rights-

specific filmmaking.
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Abstract In this article, | move beyond the usual human-centred perspectives that so often possess film analysis, directing attention
instead to the significance and agency of objects themselves. By anchoring this discussion in the framework of object-
oriented ontology (000), | argue that every object in a film can act not merely as part of the backdrop but also as an
agentic presence in its own right. | propose conceptualising the object as an ontological unit existing beyond its outward
attributes, independent of human experience. Focusing on Stanley Kubrick’s The Shining (1980), | contend that the Overlook
Hotel is depicted as an almost living, ominous entity, enveloping the audience in a way that aesthetically reveals the film's
phenomenal-noumenal duality. | then connect O0Q'’s ideas—such as the tension between object and its qualities, the
asymmetry of metaphor, and vicarious causation—to the film's visual and auditory components. | summarise this approach
as the film’s process of reframing itself as a new object and thereby making the viewer's experience a constitutive element
of its ontology. Therefore, in the case of The Shining, | argue that the Overlook Hotel—laden with cultural codes—operates
as an independent subject within the cinematic universe, thereby prompting a thorough re-evaluation of the ontological
position of objects.

0z Bu makalede, film analizini siklikla egemenligi altina alan alisildik insan merkezli bakis agilarinin dtesine geciyor ve bunun
yerine nesnelerin kendilerinin nemine ve failligine dikkat ¢ekiyorum. Tartisma nesne-yonelimli ontoloji (NYO) gergevesine
yerlestirildiginde, bir filmdeki her nesnenin yalnizca dekorun bir parcasi olmakla kalmayip ayni zamanda kendi basina faal
birvarlik olarak hareket edebilir. Bu yizden nesneyi dis niteliklerinin otesinde, insan deneyiminden bagimsiz olarak var olan
ontolojik bir birim seklinde kavramsallastirmayi 6neriyorum. Stanley Kubrick'in The Shining (1980) filmi Uzerinde, Overlook
Oteli'nin neredeyse yasayan varlik gibi yansitildigini ve filmin “fenomen-numen” ikiligini estetik agidan ortaya koyacak
sekilde izleyiciyi kusattigini savunuyorum. Ardindan, NYO'nun nesne-nitelik arasindaki gerilim, metaforik asimetri ve dolayli
nedensellik gibi kavramlarini filmin gorsel ve isitsel dgeleriyle iliskilendiriyorum. Bu yaklasimi, filmin kendisini yeni bir
nesne olarak yeniden konumlandirmasi ve izleyicinin deneyimini onun ontolojisinin kurucu bir unsuru haline getirmesi
siireci olarak tanimliyorum. Dolayisiyla The Shining 6rneginde, kiiltiirel kodlarla yikli Overlook Oteli'nin, sinematik evrende
bagimsiz bir 6zne gibi davranarak nesnelerin ontolojik konumuna dair kapsamli bir yeniden degerlendirme yapilmasini
tesvik ettigini iddia ediyorum.
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The Overlook Hotel as an Ontological Agent: Object-Oriented Ontology

and Film Analysis

Agency is closely associated with human beings, largely due to our inherently anthropocentric
tendencies. At first glance, talking about the agency of objects in film analysis may strike one as
rather far-fetched.? Indeed, as the concept of object agency has not been widely recognised as a
topic of philosophical inquiry, it might seem all the more unexpected to consider it in the context
of film studies. Yet in this article, | propose that object agency not only deserves our attention but
also fits fruitfully within the theoretical framework of object-oriented ontology (000) applied to
film studies. When we factor object agency into our consideration of film, cinema itself becomes a
metaphorical lens that draws our focus to various cinematic techniques—vibrant colour palettes,
lighting, make-up, and other elements. Infusing a scene with agency is a way of highlighting and
clarifying it. Thus, the presumed disjunction between object agency and film studies actually
opens the door to rich metaphysical speculation, especially if we are willing to re-examine what
cinema does best: animate objects and endow them with a sense of presence. Filmmakers achieve
this through techniques such as dynamic camera movements, evocative lighting, or meticulous
mise en scéne. Take Stanley Kubrick’s The Shining (1980), in which the Overlook Hotel comes across
as a living, almost breathing entity marked by an unsettling, malevolent agency (Olivier, 2020).
Kubrick’s use of sinister symmetry, haunting soundtrack, and shifting spatial dynamics invests
the hotel with a palpable life of its own—showing us how film can extend beyond conventional

representation to touch upon the essence of agency.

This is, of course, not simply a question of foregrounding objects. Research focusing on objects
in cinema has already been carried out. Siegfried Kracauer (1960) underlined film’s documentary
function, noting that the frame confers no special privilege on human beings over inanimate things
(p. 218). Likewise, André Bazin's idea of ontological realism is founded on the conviction that the
cinematic image directly captures the very existence of objects. Bazin especially praised deep
focus and the long take, arguing that these techniques allow objects and characters to appear
simultaneously and with equal weight in a single shot. Erwin Panofsky (1947) similarly maintained

that one of cinema’s core traits is the ‘dynamisation of space’, whereby sets and props cease to

10bject-Oriented Ontology (000) first took root in architectural discourse, yet its reach is edging ever further afield. Take
Zora Poposki's reading of Hans Holbein's The Ambassadors: Though the painting seems to crystallise the Renaissance’s
unapologetically human-centred outlook, Poposki contends that it also gestures towards the autonomy of things and, more
broadly, to a ramifying network of objects in which people are but one node (Poposki, 2024, p. 15). In a similar vein, Andrzej
Marzec (2020) argues that the films of directors such as Quentin Dupieux and Peter Strickland cultivate a fresh cinematic idiom
—one that allows objects to speak for their own modes of being rather than merely propping up human drama.
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be a static backdrop and instead acquire movement and meaning. Yet none of these approaches
tackles Jean Epstein’s (2012) claim that cinema brings forth the feeling inherent in objects, granting
them a reality that transcends everyday life—nor do they suggest that an object’s essence can ever

be fully revealed.

By placing objects as vital entities at the centre of film readings, | aim to transform object-
oriented ontology into a theory of cinema. Although 000 has yet to engage film theory in any
sustained conversation, Levi R. Bryant (2023) argues that science-fiction cinema is tailor-made for
the job: few genres expose the independence—and the capacity for surprise—of things so vividly.
Approaching a film through an 000’s methodology invites us to ask “What do the things do? How
do they redraw the web of relations, and which unexpected communications spring from their
presence?” Such questions, Bryant suggests, help audience and critics grasp the dramatic weight
objects carry on-screen. In The Mist (2007), a creeping fog—and the creatures concealed within
it—shatters the town’s social bonds, forcing the survivors to rebuild their moral universe from
scratch. Steven Spielberg’s Minority Report (2002) strands John Anderton in a mesh of surveillance
devices—iris scanners, advertising screens, spider-like drones—that repeatedly shuts down any
avenue of escape. Jan Svankmajer’s short film Byt [The Flat] (1968) prises open a drab apartment
to reveal cutlery that revolts, doors that refuse to open, and physics gone delightfully awry; the
everyday objects we normally overlook suddenly dictate the rules of the game. Yet, for all its
insight, Bryant’s brief essay stops short of tying these ontological claims to concrete questions of
cinematic form—camera movement, framing, sound design, and so on. In that respect, Kubrick’s
Overlook Hotel would be an ideal test case: a building whose very architecture seems to think,
remember, and scheme. Tracking how the hotel’s corridors, carpets, and typewriters commandeer
the film's grammar could push the dialogue between OOO and cinema further than a purely

thematic reading ever could.

Inthis article, | adopt a concept-driven, fine-grained formal analysis whose theoretical pedigree
lies in Graham Harman’s object-oriented ontology and Levi R. Bryant's onticology. In my exposition,
| focus on O00Q’s key terms—the divide between real and sensual objects, the notion of withdrawal,
and the mechanism of vicarious causation. | begin by breaking The Shining into semantically
meaningful sequences and, for each one, | systematically code camera movement, lens or focal
length, diegetic and extra-diegetic sound layers, spatial layout, and editing transitions. Through-
out the analysis | relate both the actions of the human characters—Jack, Wendy, and Danny—and
the ways the hotel, the carpet, the typewriter, and even the doors become quasi-subjects to the

theoretical vocabulary. When probing the interplay between objects—for instance, the relationship
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the Overlook Hotel forges with Danny’s “shine”—I ask how each object preserves its withdrawn
aspect and which of its sensual qualities it brings to the table in the act of interaction. All the
while, the discussion keeps up a dialogue with more established approaches in film studies. By
briefly setting 000 alongside neo-formalismi phenomenological film theory, and new materialist
readings, | demonstrate how OO0 can meaningfully enrich these perspectives. Finally, | read the
findings in parallel with the theoretical framework to explore how the objects’ withdrawn essences

on screen are completed by a third object’s (audience) ontological presence.

Approaches such as formalism and neo-formalism, which accord greater importance to objects
in order to foreground their agency, are no longer sufficient in terms of objects; ontology, too,
must be brought into the discussion. My central claim is that the mise en scéne and metaphors of
The Shining secure its theatrical impact only when the real object—initially withdrawn in the mise
en scéne—is completed by another real object: the audience. The Overlook, the carpets and the
ever-present typewriter withdraw into what object-oriented ontology calls their real status: they
withhold the plenitude of their being, offering instead a set of shifting, merely sensual facades.
Those facades, however, are fragile. They flicker into coherence only when a second real object, the
audience, appropriates them, organises them, and, crucially, bears the excess that the film itself
cannot stage. In this sense, the spectator is neither an external interpreter nor a passive recipient,
but the very locus where Kubrick’s metaphors complete their detour from the withdrawn to the
manifest. The spectacle, then, is doubly theatrical: first in the meticulous arrangement of halls,
mirrors and Steadicam glides, and again in the darkened auditorium where those elements are

re-animated, vicariously, by the audience’s own ontological heft.
More Than Just a Setting

The Overlook Hotel stands out as a memorable icon in our memory, having been featured in
countless moments of popular culture, myths, and conspiracy theories alike. In fact, film critic
Dale Schneck (1980) famously remarked: “The real star of The Shining is the set of the Overlook
Hotel” (p. 49). Indeed, the carefully designed sets and haunting visuals of The Shining have
imprinted themselves on the hearts and minds of horror film lovers worldwide. From the very start,
the film repeatedly shows us these establishing shots culminate in the first on-screen character
or object: the Overlook Hotel itself. Understanding how space is presented in a scene offers vital
context for the audience. In this instance, each shot in the opening sequence employs a panning
movement, making it difficult for the audience to perceive the film’s broader meaning so early
(Luckhurst, 2013, p. 7). Yet one way the film hints at its horror leanings is via its non-diegetic

soundtrack, which contributes a palpable air of mystery and a terrifying vitality that may even
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seem incongruous with the otherwise scenic shots (McQuiston, 2013, p. 72).2 For instance, you can
hear a motif reminiscent of an Indigenous rallying cry woven into the soundtrack—an element
that, although peculiar at first, serves the film’s underlying narrative, pointing to the notion that
the story’s antagonistic forces are only revealed gradually, and that the hotel’s isolation is doubly

emphasised by its remoteness.

Since the film is now an instant classic, | give a very short summary for those who have not
seen it yet. The narrative of the film mostly follows Jack Torrance, an aspiring writer and recovering
alcoholic, who takes a job as the winter caretaker of the Overlook Hotel. He settles in with his wife,
Wendy, and his young son, Danny—who possesses a psychic ability known as ‘shining. Tensions rise
as the hotel’s haunting legacy collides with Jack’s unravelling sanity, culminating in a notorious,
chilling finale. At one point, Danny asks Tony (an embodiment of his psychic power or imaginary
friend) about the Overlook Hotel, and a grisly vision unfolds: a river of blood flows onto the screen,
directly towards the audience. Though we are all inundated with myriad images day in and day
out, some images nourish us differently, functioning as instruments of memory and generating
layered narratives. Thus, if every object is believed to carry its own notion or symbolise its own
concept, even a simple story can be remembered and retold through unexpected twists. The key is
placing these images in familiar spaces—a mnemonic approach also known as memory placement.
Cinema’s power lies in making the invisible visible through the tangible presence of objects on the
screen. As Hallorann tells Danny, “When something happens, it can leave a trace of itself behind,
say, like, if someone burns toast. Well, maybe things that happened leave other kind of traces

behind—not things that anyone can notice, but things that people who shine can see.”

Right from the beginning, Danny sees frightening visions, and the overhead shots that follow
the road to the hotel give the film a gloomy, unsettling feel. He experiences an uncanny dread and
a speechless terror that lurk behind day-to-day life with his family—emotions that he cannot easily
tell. Forced to bear psychic sensations well beyond his years, Danny is acutely aware of the sinister
past of the Overlook, long before he treads its spectral corridors. In fact, the imposing hotel can
be seen as a monument to shame, saturated with violent acts that underpin the foundations of a
nation. Acknowledging such horrors is no small feat. Thus, we might regard The Shining not only as

a landmark horror film but also as a deeper critique of history that resonates with half-forgotten,

2Jane Bennett defines vitality as follows: “By vitality | mean the capacity of things edibles, commodities, storms, metals—not
only to impede or block the will and designs of humans but also to act as quasi agents or forces with trajectories, propensities,
or tendencies of their own” (Bennett, 2009, p. 8). The hotel clings to entities that interact with it, especially those that shine.
Timothy Morton (2013) quotes William Wordsworth to describe this sensation as follows: “As he rows away from a mountain, it
seems for a while to loom ever larger in his field of vision, as if it were pursuing him, due to a strange parallax effect in which
more of a suitably massive object is revealed as one goes farther away from it” (Morton, 2013, p. 52). The more the Torrance
family tries to distance themselves emotionally or physically from the hotel’s sinister aura, the more intense and insistent its
grip becomes.
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silent memories, echoing like a ‘hive of angry bees.” Even from the outset, when Jack steps into the
manager’s office, we spot a Native American image on the left (03:29-03:37). Similar symbols adorn
the curtains, the coffee mug on the principal’s desk, and various artefacts. As Bill Blakemore (1987)
argues, The Shining openly critiques the genocide of Native Americans, embedding their imagery
into nearly every shot, line, or sound (p. 58). Blakemore also emphasises that the hotel’s name
implies the way the United States has ‘overlooked’ these atrocities. Herein lies the puzzle: the past
is often an enigma, invisible and mislaid, which is precisely why the hotel is called the ‘Overlook.
A tapestry and the blood spilling from the elevator both convey a disturbing reality—a narrative

of devastation and a dire warning to those who dare inhabit this place.

However, the film is not solely a critique of consumer society or an indictment of genocide.
By ascribing overly human emotions and psychological states to images, one risks ‘overlooking’
their concrete, material, or ontological features. Despite what you might think, psychic abilities
(were they to exist)—including telepathy, telekinesis, and precognition—are morally neutral. They
can be used for good or ill. This is something Hallorann clarifies for Danny, stressing that ‘shining’
can serve benevolent ends. Yet in Danny’s case, shining exposes him to dark emotions, latent
family tensions, and the lingering energies of horrific episodes at the Overlook. Moreover, some
locations may indeed harbour their own form of life—a vitality not necessarily equivalent to human
consciousness (Trigg, 2015). In Stephen King's fictional universe, Rose Red (2002) is just such a
place. It is described as ‘born bad, and many suspect that certain lands themselves—like that
under Rose Red—are inherently tainted, driving individuals to the brink. The Overlook belongs to
that same class. If a malign consciousness exists, it was present even before construction began;
it was in the land. The presence of characters like Danny, who effectively provide the psychic
electricity, animates such haunted locations, a bit like sending currents through a deceased frog’s
muscles and seeing them twitch. Here, the Overlook, half-alive already, leaps far beyond a mere

twitch. It devours Danny'’s energy.
Overlook Hotel and Object-Oriented Ontology

Before we dive into how this relationship might be addressed in a film analysis, let’s first
consider how it is even possible in the first place. Object-oriented ontology is a philosophical
stance that attributes equal ontological status to all objects. Elsaesser and Hagener (2015)
introduce 00O as a “return to things,” saying that: “Inspired by [Martin] Heidegger and staunchly
anti-Kantian in its thrust, these schools of thought try to take seriously the objects, the matter,
the entities that surround us in their diversity” (p. 210). Meanwhile, Jeffrey Jerome Cohen (2012)

describes 000 as a non-anthropocentric philosophy in which “things possess agency, autonomy,
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and ultimate mystery” (p. 407). For Harman, an object is something that cannot be entirely reduced
to its components or to its effects on other entities (Harman, 2017, p. 43). One can also glean the
following from this definition: anything that can be considered on its own counts as an object.
After all, if we don’t reduce a thing to its components or its effects, we either end up with nothing
whatsoever or we're left with something—and that ‘something’ is what we call an object; in other
words, it's a thing that can stand on its own. A primary motivation is to avoid correlationism,
which, in brief, is the idea that we cannot speak about the world without referring to humans, nor
can we speak about humans without referring to the world, so that we can only ever discuss the
correlation between the two (Meillassoux, 2008, pp. 9-10; Young, 2020, p. 43; Birks, 2021, p. 71).

According to Graham Harman, there is a profound tension between an object and its qualities.
The bundle theory—which views an object as merely the sum of its qualities—proves inadequate
for explaining this tension. Harman suggests that an object cannot simply be reduced to its
qualities and that there is a ‘fixed’ essence in the mix (Harman, 2017, p. 76). Departing from the
traditional Husserlian interpretation and taking inspiration from José Ortega y Gasset, Harman
turns his attention to Immanuel Kant's distinction between the phenomenal and the noumenal.
According to Harman, José Ortega y Gasset takes Kant's well-known distinction between the
phenomenal and the noumenal, traditionally confined to ethics, and extends it intriguingly into the
domain of aesthetics. Starting from Kant's ethical imperative—that one should treat others as ends
in themselves rather than mere means—Gasset expands this principle to aesthetic experience.
In his view, the interiority of things is their noumenal side, what he terms the self, which does
not have to be conscious or personal but simply an inward essence. Thus, the self can apply to
any entity, not just human beings. Instrumentalising or reducing objects merely to their external,
phenomenal properties is to overlook this inwardness. Gasset argues that metaphor provides a
glimpse into this inner aspect—not by direct access, but by offering a tantalising suggestion of its
existence. Harman appreciates Gasset’s effort but criticises him for assuming that metaphorical
relationships are symmetrical, whereas Harman insists these relationships are inherently asym-
metrical, marked by a tension between an object’'s withdrawn reality and its apparent qualities
(Harman, 2017, p. 78). In a metaphorical context, the statement “A is like B” does not convey the
same meaning as “Bis like A”. For instance, there is a clear difference between saying “The blue in
my eyes is the sea’s tears.” and “The sea’s tears is the blue in my eyes.” According to Harman, this
difference shows that metaphor does not set up a symmetrical relation but instead creates a new
object—a new domain of meaning. Therefore, although Harman largely adopts Gasset’s expansion,

he highlights the asymmetry at play in metaphor, carving out his own distinct stance in the process.
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If the metaphor were symmetrical, objects would lose their autonomy and be reduced solely
to mutual referential relations or interchangeable perceptions. Instead, the inherent imbalance
between the metaphor's components suggests that each object has a withdrawn reality that resists
complete capture by perception or language. Therefore, what Harman implicitly emphasises by
stressing this asymmetry is the independence and irreducibility of objects themselves. Objects
do not merely exist as reflections of one another; they persist independently, each with a unique,
irreducible reality (Harman, 2017, p. 43). Metaphor, then, is not simply a poetic flourish but a
mechanism by which aesthetic discourse resists reductionism, maintaining the tension between
objects and their qualities, and thereby preserving their ontological autonomy. This move is
crucial because it allows the film critic to regard the elements of mise en scéne not just as
passive reflections of narrative or symbolic meaning, but as autonomous entities with their own
independent existence, significance, and influence. It calls attention to the limits of traditional
cinematic interpretation, where props, settings, and cinematographic elements are often subor-
dinated entirely to narrative or characterisation. Harman’s concept of objects as having withdrawn
realities, which exceed or escape immediate perception, suggests that films—particularly those
that rely on ambiguity, such as Stanley Kubrick’s The Shining—deliberately exploit this ontological
tension. The film’s objects (such as Overlook Hotel, its hallways, carpets, and typewriter) resist
complete interpretation, continually withdrawing into their own hidden essences. Audiences
engage precisely because they sense that there is something deeper to these objects, something
that remains beyond their grasp. Therefore, the tension between visible appearances and hidden
meanings, between the film's surface and its elusive depth, can be better comprehended through

Harman’s ontological lens.

If we allow that an object’s untranslatable dimension is akin to a parapsychic capacity, why
not consider the audience as also possessing a psychic side of sorts? In Danny’s vision, the blood
pours out of the screen, as though flooding towards the audience. Since no physical entity in the
mise en scéne represents the violent history of the hotel, the audience stands in its place. We get
the impression that we are stealing a quick peek at its internal side. The recurring vision of an
elevator gushing blood can be seen as one of the key appearances of real American ghosts—the
suppressed past bursting forth (Hill, 2021, p. 530; Naremore, 2007, p. 193). The red torrent breaches
tightly shut elevator doors framed by Native American motifs, silently spattering its crimson tide.
It is a horrifying reminder of the bloodshed upon which the nation, and the Overlook itself, were
founded. From the elevator’s perspective, it's almost as though the past, long buried and glossed
over, cannot be contained any longer and is now seeping back into our present. Consequently, the

elevator’s flood of blood metamorphoses into something more than mere fake gore. It symbolises
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real events. It has become a real object, with sensual properties that are simultaneously supported
by another real object: the audience. Indeed, when the film shows us the river of blood, it is
offering an analogy brimming with infinite sensual qualities. The blood is thereby transformed
into a ‘sensual object’ existing in tension with its underlying reality. In Harman’s words, all objects

possess infinite qualities, and we interact with only a subset in our immediate experience:

“It follows from the insights of phenomenology that for every object there is always a tension
between that object and its own qualities: “tension” meaning that the object both has and does
not have those qualities, since within certain vaguely defined limits the object can exchange its
current qualities for others. In the normal case of sensual objects, a tree can have countless
different properties depending on how and from what angle and distance we confront it, and both
the sensual tree and its sensual qualities are confronted directly in experience.” (Harman, 2020,
p. 68)

When this object in the film withdraws, the only real object still present is the audience, which
steps in to host its qualities. In that sense, we—the audience—complete the metaphor, bridging
the gap left by the filmic object’s inaccessibility. One might say that it's impossible to speak of art
without an audience, because art demands that its perceivers do the work of the absent object. In
short, film is teeming with metaphors and mise en scéne, generating new objects in the minds of its
audience. Because these objects exceed the purely literal, film criticism must accept that objects
are steeped in mystery, and we can only engage indirectly with what they truly are. In summary,
Harman'’s theory develops into a broader aesthetic philosophy. Within 000, the Overlook Hotel is
both a real object and a sensual one. Real objects persist independently, even if they are not acting
upon anything right now (just as a rock still exists outside the Overlook’s immediate influence). By
contrast, sensual objects spring forth from interactions between real objects, which is especially
pertinent to the Overlook. How, though, do real objects interact with one another if, per 000, they
never make direct contact? Vicarious mediation steps in, which is what Harman terms “vicarious
causation” (Bryant, 2010; Harman, 2012, p. 188). We only grasp any object with the help of another
mediator. Hence, in this case, the Overlook Hotel's interactions are mediated by certain visitors or

staff with ‘the shining. Those are the people upon whom it feeds.

During an aesthetic experience, the real object vanishes, its qualities scatter, and the audience
organises them into a new object. This is somewhat analogous to endosymbiosis in biology,
whereby evolution emerges from the fusing of two previously independent organisms that merge
into a single new living entity. Within the cells of every human being, there are components that

originally began as external intruders but have become indispensable to our survival (Harman,
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2017, p. 112). The reason for this parallel is that human experience is always sensual rather than
sensible: we sense, rather than rationally deduce, the full reality of things. And within the sensual
realm, 000 emphasises two distinctions. The first is between objects and their qualities; the
second is between medium and mediator. Our medium might be a particular historical era or a
specific technological environment. Our mediators are the objects we interact with in order to
establish contact with the real. The aesthetic experience, whether found in painting or cinema,

plays with this scenario by revealing the gap between an object’s presence and its qualities:

“Either we encounter a mere object with literal qualities, in which case itis simply not something
aesthetic, or we are made to perform the work of an absent object that we have been convinced

is missing, in which case we do have an aesthetic experience.” (Harman, 2020, p. 140)

To illustrate, consider one of Harman's examples from Object-Oriented Ontology: A New Theory
of Everything: Homer's metaphor of the “wine-dark sea.” According to Harman, this metaphor is
not merely saying that the sea is as dark as wine. It suggests that the sea also carries some
of wine's other qualities—its capacity for intoxication, danger, and that sense of losing control
(Harman, 2017, p. 83). By employing “wine-dark” rather than “dark blue,” Homer imbues the sea
with qualities it normally doesn’t have. All metaphors, as Harman notes, split an object from its
usual attributes and relocate those attributes into an unexpected context. And such metaphors
are not reversible: “wine-dark sea” and “sea-dark wine” are completely different, each forging
separate tensions between objects and qualities. In short, the usual representation of “sea” is
suspended and made strange. The real object “sea” withdraws, requiring the only real object left
—the perceiver—to step in and hold onto the sea’s new qualities (Harman, 2017, p. 82-83). Another
feature that highlights the Overlook’s agency is the presence of so-called ghosts, all of which cast
reflections on doors, mirrors, or on floors. But are not these reflections ghosts as well? And if not,
what on earth might they be? Consider how Danny, in the Games Room, sees the twins’ reflections
on the door (14:30). Kubrick is famous for his precision and symmetry, so this is very unlikely to be
a casual oversight. These apparitions may be read as manifestations of the Overlook’s presence.
Their emergence after Danny arrives underscores how he provides the psychic energy the hotel is

hungry for—an invisible but very real kind of life force.

Yet there is an additional detail that underscores the Overlook’s liveliness and its deceptive
maze-like character. When Wendy, Danny, and Hallorann are touring the kitchen, they step into
the freezer that houses the meat (16:08). We see a special area for cooks near the door they enter.
Hallorann promptly lists the enormous stocks of food—dozens of turkeys, steaks, roasts, and so

on. However, the moment they exit (16:39), the background has changed completely. Rather than

=
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emerging back into the cook’s area, they stand at the exit structure. Even if this were a continuity
error, it fosters a distinct impression that the hotel is toying with spatial consistency, growing ever
more labyrinthine and untrustworthy. Meanwhile, Ullman explains that the hotel was constructed
on what was once believed to be a Native American burial ground, requiring builders to fight off
the occasional attack. Immediately after this, the film introduces the snowcat (15:30)—a vehicle
crucial to Wendy and Danny’s eventual escape. During these scenes, lateral tracking shots give
the feeling that the hotel itself is watching the newcomers. Kubrick masterfully translated onto
the screen those fleeting instances where an object or an experience suddenly takes the reins
and propels the action. Another vital secret behind his success is the deft use of editing—indeed,

Vsevolod Pudovkin’s approach to editing remains one of Kubrick’s golden rules:

“The foundation of film art is editing. [...] The film is not shot, but built, built up from the
separate strips of celluloid that are its raw material. Things recorded by the camera, Pudovkin
said, were only so many dead objects: The man photographed is only raw material for the future

composition of his image in the film, arranged in editing.” (Luckhurst, 2013, p. 37)

Kubrick’s particular liking for wide-angle lenses amplifies that sense of the Overlook’s watch-
fulness, though he had to hold the camera perfectly level to avoid distortion. His famously
painstaking approach is reminiscent of a medieval craftsman labouring over every detail until the
image matches his imagination. Moreover, Kubrick demanded a shooting ratio of 102-to-1(whereas
a typical film might use 5:1 or 15:1), and he emphasised low camera angles when filming Danny on
his bicycle so that we would inhabit the child’s point of view (Mather, p. 209).3 He also embraced
the then-new Steadicam technology, remarking, “It's like a magic carpet. The fast, flowing camera
movements in the maze would have been impossible to do without the Steadicam” (Gallese and
Guerra, 2020, p. 101). In effect, the Steadicam shots, the wide angles, the careful mise en scéne, the
seamless editing, and the unnerving soundtrack all conspire to help viewers construct dazzling
“artful objects” (Warner, 2019, p. 129). Although some early critics were a bit sceptical, The Shining
aged like a fine wine, maturing in the cultural memory. As The New York Times succinctly put it
in 1993: “In some eerie fashion, it gets better every year” (Luckhurst, 2013, p. 8). These stylistic
elements vividly convey Harman’s notion of objects as entities with independent existence,
whose deeper qualities always elude complete comprehension. Indeed, through these techniques,
Kubrick transforms cinematic objects into powerful actors in their own right, entities capable of

exerting influence beyond their immediate qualities.

3Since the camera is positioned as a technological subject in the film, it becomes an eye that guides the audience around
the hotel (Sunderland, 2013).
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Objects, Forms, and Experiences

000 is, of course, hardly the first theoretical approach to insist that form and object matter;
yet it nudges the debate a decisive step further. Earlier schools, neo-formalism and Herbert Zettl's
applied media aesthetics chief among them, already scrutinise how a film’'s formal elements
mould the audience’s experience, opening the door to the thought that objects might count as
autonomous entities. At this point the two camps converge and both fix their gaze on the film's
concrete, material side, stressing the significance of objects ranging from props and décor to
lighting and sound. Neo-formalism, however, tends to treat these constituents as devices that
steer perception, whereas OO0 maintains that each possesses its own ontological heft. Here the
paths begin to diverge. Neo-formalists ask, in effect, ‘What does this element do to the audience?’;
000 retorts, ‘What does it do full stop, not only to viewers but also to the other objects with
which it interacts?’ Put differently, OO0 displaces Bordwell and Thompson’s familiar paradigm
of “contribution to narrative” by foregrounding the object’s withdrawn, in-itself dimension—an
aspect that eludes any merely human accounting. For 000, the chandelier does not exist merely
to cast an ominous glow over the ballroom; it also enters into alliances and stand-offs with dust,
gravity, and passing drafts, weaving networks that do not terminate at the spectator’s retina. A
similar tension surfaces when Zettl's emphasis on sensuous experience meets O0Q’s principles of
withdrawal and self-sufficiency. Zettl, in the last analysis, grants priority to the perceiving subject:
the shot’s colour palette works because it elicits emotional resonance (Zettl, 2011, pp. 74-76). 000,
by contrast, levels the playing field, insisting that every component (camera, curtain, cigarette
smoke) enjoys an existence that is meaningful even when no one is looking. This is a bracing
reminder, if one were needed, that cinema is not just a mirror held up to the human condition but

a menagerie of recalcitrant things, each carrying on in its own obstinate fashion.

On the other hand, phenomenological film theory treats the cinematic encounter as a bodily
lived experience and, up to a point, finds common ground with 00O, for both schools ultimately
urge us to pull the camera back and broaden the frame. Drawing on Maurice Merleau-Ponty’s
notion of the ‘living body, Vivian Sobchack (2004) recasts the audience as a subject who thinks and
feels through flesh, rather than a disembodied mind merely housed in it. For her, movie-going is
a two-way exchange: the eyes operate like fingertips, so that the screen is at once something that
touches and is touched (p. 63). The viewing body is therefore both sensible and sentient—what
Sobchack (2004) calls an “embodied intelligence” in which cognition and sensation dovetail (p.
84). This stance flies in the face of older film theory, which tended to seat the audience passively

in front of an image stripped down to the purely optical. Laura Marks advances almost an erotic
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idea with her notion of haptic visuality, an aesthetic in which sight bleeds into touch. Blurred,
grainy shots without a clear subject make us feel the picture instead of just looking at it. In such
moments, Marks suggests, viewers half-imagine a picture’s texture, warmth, or weight; the very
blur or blank space on screen reaches out to other senses, summoning memories and associa-
tions that conventional, sharply defined imagery would leave dormant (Marks, 2000, pp. 162-163).
Phenomenological theorists frequently note that cinema smudges the line between thinking and
feeling. Tarja Laine makes a similar point. Watching a film, she argues, is an unpremeditated act of
meaning-making carried out through emotion. In Feeling Cinema she proposes a shift in method:
instead of standing outside the work and assigning it significance, we forge meaning with the film
(Laine, 2011, p. 7). To understand a picture, then, is not to parse it as a neutral text but to enter
into an affective dialogue—sharing its pulse, breathing its atmosphere, participating in a lived

encounter.

Both 000 and phenomenological affect theory offer an alternative to approaches that treat
cinema as nothing more than a system of signs and messages. By foregrounding film’s material,
sensuous dimension, each line of thought draws attention to what actually enriches the viewing
experience. Yet crucial philosophical differences remain—chiefly over the status of subject and
object. For phenomenological theorists, meaning arises in the encounter between spectator-
subject and film-object; a film acquires significance only insofar as it is lived within the spectator’s
field of consciousness. 000, by contrast, treats meaning itself as part of ontology and refuses to
accord any special status to the subject-object split. From this angle, audience and film are simply
two distinct entities—one a human object, the other a cinematic object—entering into interaction
while retaining their own autonomous realities. The audience apprehends certain sensory quali-
ties, the film impresses various affects upon the viewer, yet the film continues to exist whether
or not anyone is watching. Phenomenology thus regards a film’s being as inseparable from its
appearance in lived experience, whereas 000 rejects that correlationist stance and insists on the
film’s independence from the audience. In short, phenomenology focuses on how a film shows

itself; 000 on the fact that it is—and remains—regardless of who looks.

Another point of divergence lies in how the two camps treat representation and meaning. Some
phenomenological theorists, reacting against the abstractions of semiotic-psychoanalytic film
theory, seek meaning not in systems of signs but in bodily intuition and intersubjective encounter.
000 creates a deeper critique because every act of representation reveals only one face of an
object and can never grasp it in full. Accordingly, an 00O turnsto a film's intrinsic properties and to

the relations it strikes up with other things. In this respect it converges with Marks’s and Sobchack’s
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insistence on colour, texture and camera movement—all concrete features that register first of all in
the body. 000, however, tries to consider those features without falling back on human experience
as the final court of appeal. Even so, a fruitful middle ground is emerging where phenomenology
and 000 can converse—namely in new materialism and relational aesthetics. Recent work in
film theory often brings body-centred phenomenology into dialogue with post-human thought,
expanding the notion of body to include technological extensions and environmental forces as
well as flesh-and-blood humanity. Hermeneutically, the stance is synthetic rather than adversar-
ial. Neo-formalism and phenomenological affect theory are treated not as straw targets but as
interlocutors; their insights are retained wherever they illuminate the film’s sensuous textures or
perceptual rhythms. Nonetheless, by insisting on the autonomy of cinematic things, the present
approach seeks to press beyond interpretations that ultimately yoke every prop and palette to
human meaning-making alone. The argument may be falsified empirically (if the formal evidence
contradicts the proposed object relations) or conceptually, should 00Q’s tenets prove inapposite

to questions of cinematic agency.

The Limits and Possibilities of Object-Oriented Film Philosophy

Object-oriented philosophy widens the scope of what we call a figure, inviting us to treat
everything that appears on screen as a figure in its own right and, in so doing, to sidestep the
familiar subject-object split that has long haunted film theory. Conventional approaches still
home in on the human protagonist, pushing chairs, lamps, or camera rigs to the margins as mere
scenery or tools. 000, by contrast, insists that we venture beyond the plane of expression—
language, meaning, signs—and give equal weight to whatever lies outside the frame (BolSakovas,
2024). Where semiotics tracks chains of signification, machinic assemblages ask how entities rub
up against one another. Think, for instance, of the opening of The Shining: the camera drifts over
mountains and forest as though it were Nature itself doing the looking (Bryant, 2010). The sequence
flatly contradicts Edmund Husserl's and Merleau-Ponty’s body-bound models of perception. More
generally, cinema can leap from the yawning vastness of the cosmos to the crawl-space of the
microscopic in a single cut, unsettling any body-centred sense of experience. From an 000 stand-
point, such moments oblige us to foreground not only the vistas on display but also the kit that
makes them possible—the helicopter rig, the motorised mount, the lens that bends light just so.
These things, once switched on, conjure a vantage point that owes nothing to flesh and bone. The

film’s inhuman gaze, then, arises precisely because its machines are up and running.

Recent scholarship, however, often skates over the blind spots of 000, especially when the

object of study is cinema —a medium stitched together through human choices at every stage.
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The foremost sticking-point is the role of human agency: a film’s framing, cutting and colour
grading all hinge on people. Do objects truly see? Can a camera possess its own viewpoint, or does
every perspective ultimately belong to the person wielding it? And when 000 speaks of relations
between objects and their qualities, is that relation assessed from the outside, or from within
the very nexus that is doing the relating? (Taxier, 2020, p. 601). Even Graham Harman, at present,
suggests that film is a hot medium because each scene’s framing is predetermined: there are no
truly autonomous objects or multiple angles for us to freely choose. Every time we see Humphrey
Bogart, we see him from the same vantage, with no variation (Harman, 2020, p. 178). Answering such
questions means returning to 000’s founding premises. For Harman, human experience is not
the privileged perch from which the universe is surveyed; indeed, no relation—whether between
persons, rocks or radio signals—ever exhausts the object it encounters (Harman, 2002, p. 5; 2017,
p. 181; 2020, p. 68). Likewise, when the Overlook Hotel resurrects ghosts of the past, it does not
apprehend them in their full complexity. The colour of the walls, the smell of visitors, the feel of
the carpet, even the hotel's room rates—all these traits are surplus to what the building notices.
In any exchange, an object discloses only those facets another entity can register, offering a local,
selective manifestation of itself (Bryant, 2011, p. 31). Perspective, then, is not a uniquely human
state of consciousness; it is a structural feature of reality. Every encounter reduces the partners to
caricatures of their deeper essence (Harman, 2017, p. 9). Rather than positing a yawning ontological
distance between people and things, 000 contends that both labour under the same built-in

limitation whenever they grapple with the world.

An object, Levi R. Bryant argues, is not simply the sum of its external ties; it harbours a virtual
proper being—a store of latent capacities—that surfaces only as local manifestations when it
collides with other things (Bryant, 2011, pp. 30-31; 2014, p. 40). The claim parallels Graham Harman’s
notion of withdrawal: in every encounter a thing discloses some traits while holding others in
reserve, so no single gaze can exhaust its reality. Bryant illustrates the idea with a polystyrene
coffee cup. Lower the cup several hundred metres into the ocean and the pressure crushes it.
Under those conditions the cup unveils a property—compressibility—that everyday use keeps
hidden. The same artefact, in short, presents different faces in different milieus (Bryant, 2010). In
onticological terms, perspective means that each entity reveals a selective profile to whatever it
meets, concealing the rest (Bryant, 2011, p. 31). Every encounter is therefore an exchange of partial
caricatures (Harman, 2017, p. 100). This is relational ontology—but only up to a point, because
Bryant also insists on an irreducible core that persists beyond any relation (Bryant, 2011, pp. 170-
71). The rainbow of perspectives is possible precisely because each object carries a reservoir of

potential qualities that need no witness to exist. Bryant's ontological stance is therefore clear:
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perspectives are local, plural and shaped by the internal make-up of each entity. One need not
posit a human-style subject to speak of them; anything that both affects and is affected within a
web of relations fashions a world of its own (Bryant, 2011, pp. 170-71). 000 thus redefines viewpoint

as relational yet non-subjective: an event of interaction rather than a privilege of consciousness.

Dziga Vertov's (1984) Kino-Eye manifesto already lionised the camera as an autonomous eye—
an optical device that vaults over the limits of ordinary sight. By treating the lens as a stand-in for
the human eye, Vertov implied that the camera is itself a perceptual agent, it can roam through
space at will, warp time through slow and fast motion, and in doing so disclose a world we could
never grasp unaided. Lens distortion, film-stock (or sensor) sensitivity and the fixed cadence of
the shutter all mean the machine sees in ways our retinas cannot. Brenton ). Malin (2021) makes
a similar claim, arguing that unusual camera placements embody an object-oriented aesthetics.*
The Catalan director Albert Serra goes further: he wants the camera to reveal what the naked eye
misses, and he dismisses film-makers who watch the monitor during a take—treating the lens as a
mere prosthesis of their own vision—as guilty of “tautology” (Goi, 2023). For Serra, once the camera
is forced to overlap with human sight, it squanders its singular power. Yet it is @ human hand
that chooses the footage the camera has captured, splices it together and turns it into a coherent

viewpoint. Does that fact mean a truly subject-free perspective is impossible?

Object-oriented ontology offers a two-part answer. First, the raw image the camera records
is produced, in part, independently of anyone’s intentions. Set the camera on the ground, press
record, walk away, and it will keep registering whatever drifts across its frame, bound only by its
own optical and mechanical limits. It sees and leaves an inscription even when no one is looking.
Second, when that raw material is shaped into something an audience can watch, a human intel-
ligence certainly steps in—but the resulting perspective is a joint creation of person and machine.
The striking angles in Vertov's films, for example, owe as much to cranes, lenses and film stock
as to creative inspiration. 000 therefore counts the camera and its attendant gear as full-fledged
actants. To speak of a camera’s point of view is, from this angle, a legitimate shorthand, because a
viewpoint is never the emanation of a lone consciousness; it crystallises out of an entire network
of relations. Graham Harman and Levi R. Bryant emphasise that, although objects remain closed
boxes, the instant they interact they throw off fleeting, phenomenal fagcades of one another. Those
facades are, in effect, their viewpoints: to fire, cotton shows up as nothing but fuel (Harman, 2020,

p. 20); to a bat, the world resolves into echo-maps; to a camera, it dissolves into pixels framed by

“Bob Ryan and Alison Price (2022) likewise argue that the camera, unlike the typical forms of human perception, freezes the
continuous flow of time into a single instant, translates three-dimensional experience onto a two-dimensional surface, and
carries no a priori intention or interpretive layer (pp. 137-38). In their view, then, the camera is more than a mimesis device: by
minimising the space-time schema, it discreetly offers us hidden noumenal clues.

N -
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glass. At no stage do 00O thinkers simply anthropomorphise things; on the contrary, they treat
human consciousness as a highly specialised—perhaps baroque—variation on the same relational
business that binds every entity to every other. Even so, the question of how 000 might finally
dissolve the subject-object divide in debates over cinematic perspective remains open—and calls

for further work.

At the centre of film theory, the dialectical relationship between reality and appearance—inter-
woven with the moving image’s temporal and spatial dimensions—confines any strictly ontological
approach (Arsenjuk, 2016). 000’s notion of the withdrawal of objects does not so much exclude
transformation and historicity as call on us to grasp them in a different key. Because an object
is never wholly exhausted by its relations, each new encounter can activate hitherto unseen
aspects. Shielded by this withdrawn depth, an object may register only superficial alterations
through minor interactions, while deeper, structural forces can effect lasting transformations in
its reality. Moreover, objects generate their own temporality. Classical film theory has generally
centred on the problem of the image’s relation to reality. André Bazin, for instance, claimed that
the photographic image leaves a trace of the real, whereas formalist theorists viewed the image
as essentially constructed and illusory (Bazin, 2004, p. 10). Yet the cinematic image possesses an
ontological density that exceeds its visible properties. Alongside the image’s bodily or phenom-
enological impact, the audience also touches a reality that the image itself cannot fully capture
but nonetheless intimates. Thus the relation between cinema and visible reality operates on more
than the familiar axis of representation versus illusion; the image functions with at least two strata,
the manifest and the withdrawn. In this sense, certain qualities of the object can be lifted from
their customary unity and reassembled on another plane, and this new constellation hints at the

object’s hidden dimension.

Conclusion

000 provides a potent framework for understanding how objects—both animate and inanimate
—relate to one another within a cinematic frame. This perspective expands our appreciation for
how agency is attributed to objects in a film, not solely because humans interact with them, but
because these objects possess their own inherent qualities, existing in relational networks with
other objects and with the audience. If we grant the central claim of object-oriented ontology—that
each entity harbours a withdrawn core irreducible to its relations—then anything that slips into
the film frame, whether a sliver of light or the sweep of a Steadicam, warrants the same ontological
gravity as Jack Torrance and his family. When you look at cameras, sets, metaphors, and so on, it

becomes clear that they are more than inert props waiting for human intention; they transform,

Filmvisio, (5): 66-86



The Overlook Hotel as an Ontological Agent: Object-Oriented Ontology and Film Analysis £  Tiirkan, 2025

manipulate, and reinterpret meaning on their own terms. Nonetheless, a persistent assumption
in some strains of film criticism is that objects do not speak unless we interpret them as a kind
of meta-language. An essential premise in an object-oriented reading of film is that aesthetic
language creates new objects. Indeed, even the audience occupies the position of a mediating
object, since it is never fully in control. Cinema, by its very nature, links audience to the aesthetic
object, forging a novel composite entity—one that overcomes our inability to access the object’s
core by compensating for the object’s partial withdrawal. When we watch a film, we effectively
become part of the aesthetic object, standing in for whatever has receded in Heideggerian fashion.
Objects emerge from the interplay of their roles as parts of a coherent structure and the potential
qualities they hold. As | worked through The Shining scene by scene, | hunted for that withdrawn
core not in the overt drama but along the fault-lines of the mise en scéne itself; in the process, |

spliced neo-formalism’s device-function logic with 00Q’s real/sensual object divide.

To begin with, the idea that the Overlook Hotel slips its role as mere backdrop and behaves
like an active agent gives cinematic flesh to 000Q’s principle of object autonomy. No thing ever
lays itself completely bare; hence the Overlook offers only a set of sensuous, metaphor-laden
qualities while keeping its substance in reserve. Film analysis—and, by extension, the audience’s
encounter—steps in at this gap, fleshing out the hotel with the attributes it stubbornly withholds.
The aesthetic objects in the film function as intermediaries, conveying the sensory qualities of real
objects to the audience (BolSakovas, 2024, p. 3-4). In this sense, the audience effectively replaces
the withdrawn real object in the mise en scéne, thereby forming a third object. Consequently,
metaphors and mise en scénes acquire a two-stage structure through this reciprocal interaction
between the intra-diegetic objects and the viewer: in the first stage, the production team'’s tech-
nical choices render the objects sensuously salient; in the second, the spectator relates these
sensory data to their own cognitive schemata, thereby unveiling the objects’ latent ontological
dimension. The film foregrounds the ontological weight of objects by exposing this tension through
Steadicam drifts, lens choices, spatial discontinuities, and auditory motifs. In doing so, it unsettles

cinema’s anthropocentric frame of perception.

However, bringing this ontological expansion into film theory does more than place objects at
the centre of the scene; it also opens a critical dialogue with neo-formalism, phenomenological
film theory and new materialist readings. Whereas neo-formalism (Bordwell and Thompson) treats
objects as devices that steer perception, object-oriented ontology underscores that these devices
persist as withdrawn wholes beyond human experience. In a similar vein, Vivian Sobchack’s and
Laura Marks’'s body- and affect-centred approaches echo 00Q'’s principle of object autonomy,

e
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yet they may not fully overcome the object-subject divide, for in OO0 meaning is rooted not in
the subject’s experience but in the ontological fabric of being. Accordingly, this study proposes
an intermediate, perhaps shifting yet fertile, space between object phenomenology and object
ontology. Of course, removing human agency entirely is neither possible nor desirable; editing
decisions, montage, and perceptual emphases still arise from human hands. Even so, the filmic
world that emerges results from the joint labour of apparatuses—lenses, cranes, Steadicams—and
extra-diegetic forces such as light, air currents, and gravity. At this point object-oriented ontology
classifies the camera, the loudspeaker, and even empty spaces as autonomous actors, freeing
perspective from its status as an exclusive privilege of human consciousness. Cinema therefore
renders perceptible a mesh of more-than-human relations, as new materialist discourse also
observes, yet 000’s distinctive contribution is to frame these relations not as fleeting perceptual

effects but as enduring ontological tensions.

In light of these findings, a three-pronged research programme could deepen the debate on
object agency within film studies: (1) broadening the formal itinerary by investigating how cine-
matic languages, from long takes to colour palettes, modulate the objective existence of things;
(2) encouraging theoretical plurality by cross-reading object-oriented ontology with phenomeno-
logical film approaches and new materialism in order to develop a shared conceptual toolkit;
and (3) providing historical contextualisation by relating the ontological claims of object-centred
readings to production circumstances, technological shifts and audience practices. 000 gains an
empirical foothold, while film scholarship inherits a fresh sense of ontological depth. Naturally,
new questions crop up. In a post-cinema landscape where Al-driven virtual cameras roam digital
sets, do objects still retain a hidden core, or does simulation flatten everything into code? And how
does vicarious causation operate when viewers experience a work through telepresence rather
than bodily immersion? In the end every corridor of the Overlook doubles as a passage into theory:
the film is no mere phantom projected on a screen, but a thing that insists on its own ontological
heft.
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0z Melankoli, ilk kez Antik Yunan filozoflari tarafindan ele alinmis, kisinin diinyadan kopmasi ve karamsar bir ruh haline
biriinmesi durumu viicutta kara safranin artisina baglanmis ve tedavi yontemleri arastirilmistir. Erken Orta Cag'da kisiyi yedi
blylk giinahtan biri olan tembellige (‘acedia’) ittigi disinilen ve olumsuzlanan melankoli, Geg Orta Cag'da, Ronesans'in
da etkisiyle ayricalikli bir konuma yukselmis, melankoliklerin ilahi diizeni ve dogayr anlamaya calisan dahiler olduklari
duslntlmustur. Aydinlanma Cagi ve sonrasinda toplumlarin dinsel inanglar yerine rasyonel ilkeler ile yonetilmeye baslan-
masl ve buna paralel olarak tip biliminin hizla gelismesi sonucunda melankolinin kisiyi tretime katilmaktan alikoyan bir
hastalik olarak gorulme egilimi artmistir. Bugiine dek uzanan suregte, melankoliyi depresyonun bir ¢esidi olarak kabul
eden gorus basat olmakla birlikte, bu ruh durumunu deha ve yaraticilik ile iliskilendirmeye devam eden disunurler ve
bilim insanlar da bulunmaktadir. Lars von Trier'in 2011 yapimi filmi Melankoli (Melancholia) birbirine zit karakterdeki iki
kiz kardesin oykusuni anlatmakta, karakterleri bir kiyamet atmosferi igine yerlestirerek, dinyanin yok olusuna verdikleri
tepkileri analiz etmektedir. Kiz kardeslerden biri olan ve melankolik bir karakter olarak tanimlanan Justine, bu calismanin
ana konusudur. Trier, Justine'i melankolinin tarihsel sireg icerisinde var olan tim tanimlarini kendinde barindiran bir
karakter olarak kurgulamis, onu kimi zaman hasta, kimi zaman glinahkar ve nihayetinde bilge bir kadin olarak resmetmistir.
Galisma sirasinda dramatik ¢cozumlemenin énemli bir parcasi olan t¢ boyutlu karakter analizi yontemi kullanilarak, Justine'in
fiziksel/biyolojik, ruhsal ve sosyal/kiltiirel ozellikleri, kendisine 6zgli duygu, davranis ve tepkileri, diger karakterlerle
iliskileri, yonetmenin karakteri betimlemede rol oynayan sinematografik secimleri ve basvurdugu referanslar incelenmistir.
Galismanin amaci Trier'nin melankoliye bakis agisini ortaya koymaktir.

Abstract Melancholia was first discussed by Ancient Greek philosophers, as a state of detachment from the world and a pessimistic
mood, attributed to the increase in black bile in the body, and treatment methods were investigated. Melancholia, initially
viewed as a condition that led to laziness (acedia), one of the seven deadly sins, and was negated in the Early Medieval
period. However, it gained a privileged status in the Late Medieval period—under the influence of the Renaissance—when
melancholics came to be seen as geniuses seeking to understand divine order and nature. During and after the Age of
Enlightenment, societies began to be governed by rational principles instead of religious beliefs, and as a result of the rapid
development of medical science, melancholia tended to be seen as a disease that prevented people from participating in
production. Although the view that accepts melancholia as a type of depression has been dominant throughout the period
to date, there are also philosophers and scientists who continue to associate this mood with genius and creativity. Lars von
Trier's 2011 film Melancholia tells the story of two sisters with opposite characters, placing them in an apocalyptic setting
to explore their psychological responses to the end of the world. Justine, one of the sisters and described as a melancholic
character, is the main subject of this study. Trier constructs Justine as a character who embodies historical conceptions of
melancholia —depicting her at various points as a sick woman, a sinner, and ultimately a figure of wisdom. Employing the
three-dimensional character analysis method, the study examines Justine's physical/biological, spiritual, and socio-cultural
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traits; her emotions, behaviors, and relationships; and the director’'s cinematographic choices and intertextual references
that contribute to her characterization. The aim of the study is to reveal Trier's perspective on melancholy.

Anahtar Lars von Trier - melankoli - Depresyon Uclemesi - Avrupa Sinemasi - kadin karakterler
Kelimeler

Keywords  Lars von Trier - melancholia - Depression Trilogy - European Cinema - female characters

Extended Summary

Melancholia has been studied by many different philosophers and scientists from Ancient Greece to the present day
and is generally defined as a mental state characterized by emotions and behaviors such as pessimism, introversion,
and isolation from society. Melancholia, which was first discussed by Ancient Greek philosophers, was thought to
be a symptom caused by an increase in black bile in the body, and attempts were made to cure it with purifying
physical treatments. In the Early Medieval Period, melancholy—associated with laziness, one of the seven major
sins in the Christian faith—was defined as a demonic delusion that prevented a person from working. In the Late
Medieval Period, with the influence of the Renaissance movement, completely different attributes were added to
melancholy. Melancholics who turned inward and meditated were thought to be geniuses who had the ability to
connect with the divine. After the Age of Enlightenment, melancholics who isolated themselves from society and were
reluctant to participate in the workforce were again classified as an undesirable group. Although the view that accepts
melancholia as a type of depression has been dominant in modern psychiatry to date, there are also philosophers
and scientists who continue to associate this mood with genius.

Lars von Trier's 2011 film Melancholia presents the story of two sisters, one of whom is tightly attached to the world,
and the other is a melancholic character who has had problems with adaptation since her early years, in a pre-
apocalyptic atmosphere. While Claire tries to add meaning to her life by fulfilling the requirements of bourgeois life,
Justine is in deep melancholy. Trier constructed Justine as a “timeless” character who embodies all known definitions
of melancholy. Thanks to this fiction, the film presents not only a state of emotion but also an existential state of
consciousness to its audience.

The audience, who has information about different periods of Justine’s life, first recognizes her as a woman in love
who is about to get married. The venue where the wedding takes place, the profile of the guests, and the table rules
expected to be followed reveal that she grew up in a bourgeois family and belongs to the upper-middle economic
class. In parallel, it is also stated that she works as a copywriter in an advertising company and that she is a successful
and creative personality. However, from the first moments of the wedding, it becomes clear that Justine is not very
comfortable in this perfect picture and is making an extreme effort to adapt to her surroundings. Justine first presents
a profile corresponding to the definition of melancholia in Ancient Greece. She doesn’t like crowds and noise, finds
the rules to be followed annoying, and tries to calm herself down by being alone in nature, sleeping, and taking a
bath with hot water. Her sister and brother-in-law think that she is sick, but her mother believes that Justine has had
this adaptation problem since her early years and that it is not an illness but her nature. While most philosophers
in Ancient Greece defined melancholy as a disease, philosophers such as Aristotle and Plato associated this mood
with genius and saw it as a blessing that led a person to superior understanding.

While Justine's melancholy initially manifests itself through silence and introspection, it evolves into a state
compatible with Medieval melancholia later during the wedding. Justine, who begins to express the anger and lust
accumulated inside her, argues with her boss and has sex with someone else, knowing that her husband might see it.

The third aspect of melancholy experienced by Justine is a state of ecstasy that allows one to grasp the universal
truth through intuition and to reach divine knowledge, which belongs to the Late Medieval Period. As the planet
Melancholia approaches Earth, it is seen that Justine first gets rid of the “disease,” then leaves behind the “sinfulness”
presented by anger and lust, and becomes calm and even finds peace. Extinction is not a terrible end for her. As
much as it is painful to exist, it is also comforting to disappear. Moreover, it is not possible to understand what is
the end and what is the beginning in the universal plan. She calmly watches her sister’'s desperate struggle and her
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nephew’s uneasiness and builds the Magic Cave, the most concrete symbol of her wisdom. Of course, the Magic Cave,
which refers to Plato’s allegory of the cave, will not be able to save anyone from the apocalypse, but for her sister
and nephew, who have never left the cave and have been dealing with shadows throughout their lives, the action
that will minimize the pain of facing extinction is to return to the cave.

While Lars von Trier presents all aspects of melancholy with the character of Justine, in the finale he takes her
to the highest level of wisdom in a Baroque manner and reveals his perspective on this state of mind. For Trier,
melancholy is neither just darkness, nor just indifference, nor just despair. For him, melancholy is the courage to
face the most naked state of existence, beyond all these appearances. The pain of extinction can only be relieved by
feeling the meaninglessness of existence in one’'s bones. Moreover, the person who attributes meaning to existence
and nonexistence in her own way must also accept her helplessness in the face of divine knowledge and surrender
to this mysterious flow—like Ophelia, who threw herself into the water singing songs at the moment of death, or
Justine, who met the moment of the collision of two planets without blinking her eyes.

Lars von Trier Sinemasinda Melankolinin Goriiniimleri: Hastalik,

Giinahkarlik ve Bilgelik Ucgeninde Bir Kadin - Justine

Antik Yunan filozoflar tarafindan beden-doga-karakter baglaminda ele alinan melankolinin;
bedende kara safra olarak adlandirilan salginin fazlalagsmasi ile ortaya ¢iktigi diisiinilmis ve fizik-
selyontemler ile tedavi edilmeye calisilmistir (Akin, 2014, s. 115). Erken Orta Cag’da kisiyi yedi biiyiik
glinahtan biri olan tembellige (acedia) ittigi diisiiniilen melankoli hali, 16. ylizyil ve sonrasinda,
Aziz Pavlus'un diinyanin acilariyla karsilasmanin insani Tanri'ya yaklastiracagl inancina yaslanan
kutlu bir hiizne evirilmis ve vecde gecisin tek yolu olarak tanimlanmistir (Huizinga, 2019, s. 41). Geg
Orta Cag'da, Ronesans’in da etkisiyle melankoliklere bambaska ozellikler atfedilmis, ilahi diizeni
ve dogayl anlamaya ¢alisan seckin karakterler olduklari fikri agir basmis; Aristotelesci bir tavir ile
melankoliklere saygi duyulmustur (Huizinga, 2019, s. 43). Aydinlanma Cagi ile birlikte, toplumlar
dinsel inanclardan ziyade, rasyonel ilkeler ile yonetilmeye baslanmis ve bu noktada melankolik-
lerin tanimlanmasinda da radikal degisimler yasanmistir. Topluma uyum saglamakta zorlanan,
is gliciine katilmayan bu insanlar, diizeni bozan, kaynaklari bosa tiiketen ‘anormal’ kisiler olarak
goriilmiislerdir. Once ingiltere’de, daha sonra diger Avrupa iilkelerinde melankoliklerin de icinde
bulundugu ruh sagligini yitirmis kisilerin yatirildigi hastaneler, bakimevleri agilmaya baslanmistir.
Delilik artik bireysel bir hastalik, glinahkarlik veya dahilik ile iliskili degildir; basli basina toplumsal
bir sorundur (Teber, 2009, s. 222). Psikiyatri bilimi, Aydinlanma Cagi’'nin sonlarinda hizla gelismis,
ruh ve beden ayrismasi tamamen ortadan kalkmis, ruhsal hastaliklarin mutlaka bedensel bir
nedeni olacagl gorlisii hakim olmustur. Depresyona evirilmeye baslayan melankolinin nedeni
beynin yapisal veya islevsel bozukluklarina veya kansiz kalmasina baglanmistir (Teber, 2009, s.

231). Sigmund Freud, 1917 tarihli Yas ve Melankoli adli makalesinde, belirtiler acisindan benzerlik
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gosteren ancak farkli olusum dinamiklerine sahip bu iki durumu karsilastirmis, her ikisinde de
bir kaybin acisi s6z konusuyken, bu aciyla basa ¢ikma siireclerinin farkli isledigini ifade etmistir
(Freud, 2021, s. 10). Yas! bir kayip karsisinda yasanan normal bir siire¢ olarak tanimlayan Freud,

melankolinin patolojik bir durum oldugu gériisiindedir (Ozkan ve Baltaci, 2020, s. 323).

Aydinlanma Cagl sonrasinda melankoliyi ilham ve deha ile iliskilendiren diisuiniir ve bilim
insanlari da bulunmaktadir. 19. yiizyilin 6nemli dislinurlerinden S¢ren Kierkegaard melankoliyi
“Ruhun histerisi” olarak tanimlarken, Freud ile benzer sekilde, yasta neyin kaybedildigi agik¢a
ortadayken, melankolide bu kaybin ne oldugunun tam olarak anlasilamadigi lizerinde durur. Bu
durumda acinin siirekliligi s6z konusudur (Kierkegaard, 2013, s. 34). Ancak Kierkegaard igin bu din-
meyen aci ve umutsuzluk, insani hayvanin tizerinde bir konuma yerlestiren ayricalikli bir zihinsel
durumdur (Kierkegaard, 1997, s. 27). Walter Benjamin i¢in de melankoli iyilestirilmesi gereken bir
hastalik degildir. Melankoli diinyaya yonelik bir ruh hali, bir algilayis bicimidir (Ferber, 2016, s. 3).
Melankoliyi anne kaybi ile iliskilendiren ve bireysel olmanin otesinde, sosyal ve kiltiirel dinamik-
lerin bir yansimasi olarak goren Julia Kristeva, Kara Giines adli eserinde melankoliyi “Goriinmez
ve agir isinlariyla kim bilir hangi yolunu kaybetmis gezegenden gelip insani yere, yataga, dilsizlige,
vazgecise saplayan kara bir giines” olarak tanimlar. Ancak bu giines, hala giinestir ve kisiyi yaratici
kilan bir glicii vardir (Kristeva, 2009, s. 11). Konuyu toplumsal cinsiyet baglaminda ele alan Judith
Butler ise melankoliyi kisinin icinde yasadigl toplumun normlarina uyma zorunlulugu ve sakli

kalan arzularinin yarattigi catisma ekseninde ele alir (Seven, 2024, s. 153).

Sinema alanindaki ayriksi calismalari ile dikkat ¢eken, hatta ¢ogu zaman provokatif tavri ne-
deniyle elestirilere maruz kalan Danimarkali yonetmen Lars von Trier, Endustri Devrimi sonrasinda
yeniden sekillenen modern diinyanin handikaplarini sert bir tslupla ele alir ve seyircisine gormek-
ten pek de haz almayacagi aynalar tutar. Onciiliik ettigi Dogma 95 akimi manifestosu® ile sekillenen
bicemi de, icerik kadar sira disi ve harekete geciricidir. 2011 yapimi Melankoli (Melancholia), Lars
von Trier'nin “Depresyon Uclemesi"nin ikinci filmidir. ilk film Deccal (Antichrist) 2008'de, u¢lemenin
son eseri olan ve iki boliimden olusan itiraf (N\ymphomaniac) ise 2013'te cekilmistir. Yonetmen
bu liclemede, oliimli oldugunun bilincinde olan insanin yasamin anlamsizligl karsisindaki ¢are-
sizligini ele almis, depresyonun diinyevi ve ruhani katmanlarini oldukca genis referanslar ile

donatarak irdelemistir.

TManifesto, Lars von Trier ve Thomas Vinterberg tarafindan yazilan “The Vow of Chastity” (Erdem Yemini) baslig altindaki
on maddeden olusmaktadir. 1. Cekimler stiidyo disinda yapilmalidir. Sahne donanimi ve setler iceri tasinmamalidir. 2. Ses,
kesinlikle goriintiilerden ayri olarak uiretilmemelidir ya da tersi. 3. Kamera, elde tasiniyor olmalidir. Elde tasinan kamera ile elde
edilecek hareketlilik ya da hareketsizlikler serbesttir. 4. Film, renkli olmalidir. Ozel isiklandirma kullanilamaz. 5. Optik numaralar
ve filtreler kesinlikle yasaktir. 6. Film, gelisiglizel aksiyon icermemelidir. 7. Zamansal ve cografi yabancilastirmalar yasaktir. 8. Tur
filmleri kabul edilemez. 9. Film formati 35 mm olmalidir. 10. Yonetmen, jenerikte belirtilmemelidir (Stevenson, 2005, s. 100).
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Bu calismaya konu olan Melankoli birbirinden farkli karakter 6zelliklerine sahip iki kiz kardesin
iliskisi tizerine kuruludur. Film, kardeslerin isimlerini tasiyan (Justine ve Claire) iki ana epizoda
boliinmis, prolog kisminda ise filmde ele alinacak temel fikirler, gorsel diizenlemeler ve miizik
araciligi ile seyirciye sunulmustur. Film evreni, diinyanin tahmin edilemez bir gok olayi ile yok olus
arifesini betimler ve Justine ile Claire’in bu yok olus karsisinda verdikleri tepkilere odaklanir. Kuiglik
yaslardan beriicinde yasadigi topluma uyum saglayamayan, bu ugurda gosterdigi her cabada daha
dayorgun diisen ve melankolinin derinliklerine gomiilen Justine ve burjuva diizeninin kendisinden
beklentilerini yerine getirerek fiziksel diinyaya siki sikiya baglanan ablasi Claire’in oykiisu, gezegen
sona yaklastikca tamamen zit yonde ilerlemeye baslar. Justine i¢in diinya, arkasindan aglanmasi
gereken bir yer degildir; insan tarafindan coktan tahrip edilmis, can cekisen bir gezegendir ve
6lim hig kuskusuz tiim acilari sonlandiracaktir. Basindan beri diinyanin ruhu (anima mundi)? ile
baglanti halinde olan, diinyanin acisini icinde duyumsayan Justine, bu yok olusu git gide artan
bir coskuyla karsilar. Claire icinse durum cok farklidir. insani evrenin merkezine yerlestiren tavri
ile Claire, diinyanin acilarini duyumsamaktan ¢ok uzaktir. Baslangicta topluma uyumu zorlastiran
bir hastalik olarak sunulan melankoli, dengeler degistikce arinmanin sancili bir evresine, hatta

mutlak olanla yoklukta birlesmenin vecdine donustir.

Bu calismanin amaci, Justine karakterini inceleyerek, bir auteur yonetmen olarak Lars von
Trier'nin melankoliye bakis acisini ¢oziimlemektir. Oncelikle melankolinin farkli dénemlerde nasil
tanimlandigi arastirilmistir. Tarihsel siireg, bu ¢alismaya 0zel olarak; Antik Yunan, Orta Cag, Geg
Orta Cag, Aydinlanma Cagi ve Sonrasi olarak dort ana baslikta incelenmistir. Calisma sirasinda,
dramatik ¢oziimlemenin onemli bir parcasi olan l¢ boyutlu karakter analizi yonteminden fay-
dalanilmistir (Foss, 2016, s. 128-129). Yontem dahilinde karakter, fiziksel/biyolojik, ruhsal ve sosyal/
kiilturel ozellikleri, kendisine 0zgli duygu, davranis ve tepkileri ve diger karakterlerle iliskileri
cercevesinde analiz edilmektedir (Yanat Bagci, 2021, 153). Calismada yonetmenin karakteri tanim-
lamaya yonelik sinematografik secimlerine (cekim acisi, dlcek, hareket, mizansen vb.) ve esere

yerlestirdigi sanat tarihi ve felsefe referanslarina da deginilmistir.
Antik Yunan’da Melankoli ve Kara Safra

Bugun genel cercevede depresif bir duygu durumunu ifade etmek amaciyla kullanilan
‘melankoli’ kelimesi, Yunanca Melan-Méhav (kara, koyu, i¢ karartici, ugursuz) ve Holi - XoAn
(6fke, kin, safra) anlamina gelen tibbi bir tanimlamayi isaret etmektedir (Celgin, 2010, s. 420).

Kelimenin butunlesik anlami kara safradir ve ilk defa Hipokrates tarafindan olusturulmus, Corpus

2Anima Mundi, diinyanin iizerindeki canli-cansiz tiim varliklardan bagimsiz olarak, kendi basina yasayan bir organizma oldugu
fikrini ifade eder. Platon’dan bu yana tartisilan bu fikir, teozofide de kendisine yer bulmustur (Gokhan, 2013, s. 25).
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Hippocratium'un en erken derlemesi olarak kabul edilen, M.O. 5. yiizyil tarihli De Aeribus Aquis
Locis (Hava, Su ve Yerler Uzerine) baslikli kitapta kullanilmistir (Akin, 2014, s. 115). Hipokrates'e
gore kara safra, salya, kan ve sari safra ile birlikte bedeni yoneten dort ana sividan biridir (Teber,
2009, s. 102). Endise bozuklugu ve hiiziin ile belirginlesen melankoli, bedenin giinliik islevlerinde
yavaslama, toplumdan izole olma istegi, konusma yitimi, dalginlik, korku nobetleri gibi belirtiler ile
tanimlanmaktadir ve bedendeki kara safra tiretiminin dengesiz boyutlarda olmasi ile baglantilidir.
Viicutta anormal bicimde ¢ogalan kara safra kurumakta, acilasmakta ve zehirli hale gelmekte, bu da
hastanin mizacinda negatif bir etki yaratarak onun “kara safrali” yani melankolik olmasina neden
olmaktadir (Teber, 2009, s. 100-101). Antik Yunan’da melankoli Asklepios Kiiltii ile iyilestirilmeye
calisilir.

Aristoteles Mizaglar 0gretisinde, temel elementler olarak tanimlanan ates, su, toprak ve havayi
niteliklerine gore siniflandirmis buna gore, atesi sicak ve kuru, havayi sicak ve nemli, suyu soguk
ve nemli, topragi ise soguk ve kuru olarak belirlemistir. Bu siniflandirma Aristoteles sonrasinda
Efesli Rufus ve Arateeus tarafindan gelistirilmis, Bergamali Galenus da insan viicudundaki temel
salgilari benzer sekilde siniflandirmistir. Ona gore kan sicak ve nemli, sari safra sicak ve kuru, kara
safra soguk ve kuru, salya ise soguk ve nemlidir. Yaptigl calismalar sonucunda melankoli ile iliskili
goriilen kara safranin dengede kaldig siirece faydali, dengesi bozuldugu noktada ise yikici bir hal

alacagini vurgulamistir (Akin, 2014, s. 95).

Bu donemde melankolinin bir hastalik olarak goriildiigi agiktir ancak bu hastaligin yaraticilik
ve deha ile iliskisi lizerinde de durulmustur. Aristoteles tarafindan dogrudan melankoliden yana
aci ceken kisi olarak isaret edilen Herakles, Hera’nin kendisine verdigi bir ceza ile mani krizleri
gecirmeye baslamis, bu krizler sirasinda ailesini oldirmus ve pismanligindan kurtulmak, arinmak
icin uzun bir miicadele vermis ancak sonunda intihari segmis melankolik bir yari tanridir (Comert,
2010, s. 106-114). Benzer sekilde Antik Yunan tragedyalari icindeki Bellerophones, Aias, Agamemnon
gibi hezeyanlar yasayan, calkantili ruh durumlari olan, kaygili, ofkeli, dik dik bakan ve her an
saldiriya hazirlikli tedirgin duruslari ile tasvir edilen gliclu karakterler, Aristotales’'in melankolik
yapi hakkindaki olumlu yaklagimina zemin hazirlamistir (Akin, 2014, s. 156). Platon ise melankolik
karakterlerin yasadigl mani ataklarinin tanrilar tarafindan verilmis bir durum oldugunu savunmus

ve melankoliyi saf delilikten ayristirmistir (Akin, 2014, s. 146).

3Asklepios kiltu icinde, ozellikle termal su kaynaklarina yakin bolgelerde insa edilen Asklepieion tapinaklarinda, bedensel
ve ruhsal temizlik ve arinma hedeflenmektedir. Burada en dikkat ¢eken uygulamalar, orug yahut diyet uygulamak, yag ile bedeni
ovmak ve derin uyku haline gecmektir. insanlarin uykudayken tanrilardan sifa alacagina inanilmaktadir. Gériilen riiyalarin
istenen sifa adina birer 6neri niteliginde oldugu kabul edilmektedir (Alakus, 2021, s. 569).
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Acedia Giinahi ve Erken Orta Cag'da Melankoli

Melankoliyi bedensel bir hastalik olarak Antik diinyadan miras alan Orta Cag icin, ana sekil-
lendirici olan Hristiyanlik, bedenin ve ruhun iki farkli kavram olarak ele alindigi bir temele
dayanmaktadir. Platoncu bir yaklasimla beden diinyaya, ruh Tanri'ya aittir (Kaya, 2013, s. 173)
Bedenin hastalanmasi normal karsilanir. Hatta hastaligin Tanr’nin uygun gordugu bir sinav
oldugu diisiindliir. Ancak ruhun hastalanmasi dogrudan Seytan'in isi olarak yorumlanir (Dilizgiiner,
2013, s. 257). Hristiyanlik, isa’yi 6rnek alan bir hayat siirmek iizerine insa edilmistir. isa’nin
diinyevilikten uzak, ilahilige yakin olma doktrini, glinaha dair yorumlarin sekillenmesinde onemli
rol oynamistir. ilahi dogrulara (aversio) tutunmak ve diinya malindan (conversio) uzaklasmak
makbuldiir ve inancli bir kisinin 6zgiir iradesi ile dogru karari vermesi beklenir (Casagrande, 2012,
s. 317). Hristiyanlikta Platon’un ideal hayat anlayisi ve meditasyona verdigi deger miras alinarak
sekillenen dua yontemleri ile tefekkir basat 6ge haline gelmis, ruhun ancak tefekkiir yoluyla
diinyevi diisiincelerden arinip kurtulusa erecegi yorumu yapilmistir (Tural, 2017, s. 259). Boylelikle
Dogu’da hakim olan asketizim“ ve cilecilik formundaki ibadet sekli ortaya ¢ikmistir. Kendisini
Tanri'ya adamak lizere yola cikan kesisin, diinyadan tamamen uzaklasip, ginahtan uzak durmayi
hedefleyen asketik yasam sekli icinde, yedi biiyiik glinahtan biri olan acedia (tembellik) ile yliz ylize
kalmasi olasidir. Cok katmanli bir kavram olan acedia, tembelligin yani sira, ihmal, savsaklama,
onem vermeme, kayitsizlik, duyarsizlik, liziintii, aci gibi anlamlari da icerisinde barindirmaktadir
(Celgin, 2010, s. 32).

Antik Yunan’dan Orta Cag Hristiyanlik anlayisina dogru ilerleyen siire¢ icinde melankolinin
tedavi edilebilir bedensel bir hastalik olmakla baslayan, zaman zaman dahilere 0zgl bir ruh
hali olarak kabul goren, sonrasinda ise seytani bir giinaha evirilen yolculugu oldukga ilgingtir
(Starobinski, 2007, s. 224). Starobinski, acediay: tarif ederken su ifadeleri kullanmaktadir: “Acedia,
bedensel bir agirlik, yavaslama, hicbir sey yapmama, kurtulusa dair tam bir umutsuzluktur...
Acedia, i¢sel konusma ve ibadet yetimizi yok eder. Varlik dilsizlesir, icine kapanir ve dis diinyayla
iletisimi reddeder” (Starobinski, 2007, s. 225).

Johannes Cassianus ise i¢ sikintisinin giin icinde hep ayni saatte gelen bir ateslenme hali ile
ortaya ¢iktigini, kisinin bir kagma arzusu icine girmesine, karanliga, uyumaya ve yalniz kalmaya
egilimli olmasina sebebiyet verdigini agiklamaktadir (Akin, 2014, s. 190) Benzer bigcimde Evagrios

Ponticus ¢ileci miinzevilerin giinesin yiikseldigi 0gle saatlerinde icine dustukleri acedia halinden,

“Asketizm, ruhun manevi kotiliiklerden arindirilmasi amaciyla, mesru seylerden dahi feragat edilip, diinyadan el etek ¢ceke-
rek glinahlardan uzak durma hedefini ifade eder. Cinsel yonden iffeti koruma, perhiz, mal edinmeme, meditasyon ve siirekli
ibadet halinde olma yoluyla Tanri'nin sevgisine ulagsmayi gaye edinen bir ¢aba olarak kabul edilir (Cetin, 2020, s. 317).

P
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baslarina musallat olan 6gle seytanini sorumlu tutmus, bu ifade teolojik literatiire ‘acedia demonu’

kavramini yerlestirmistir (Akin, 2014, s. 180).

Orta Cag Avrupa manastir sisteminin kurucusu olarak kabul edilen Aziz Benedikt, 516 yilinda
yazdigl ve Avrupa manastirlarinin neredeyse tamaminda kullanilan Regula Benedicti (Benedikt
Kurallari) metni ile asketik ibadet sekline yeni bir yorum getirmistir. Temel anlamda “Ora et
Labora / Dua et ve calis” diisturu iizerine insa edilmis olan bu manastir sistemi, calismayi da
bir ibadet olarak yorumlamakta, aylakliga izin vermemektedir (Taspinar ve Giizeldal, 2020, s. 40).
Bu asamada artik kesislerin acedia demonlarinin tuzagina diiserek melankolik olma riskleri en
aza indirgenmistir. Bu donemden sonra ¢ol, orman, kayalik gibi toplumdan uzak yerlerde, tek
basina yasayan kesis formu, istisnalar olmakla birlikte, yavas yavas yerini manastira bagli kesislige

birakmistir.

Orta Cag'da yedi glinahtan biri olan acedia ile iliskilendirilen melankolinin, yine yedi sakra-
mentten® biri ile ¢cozime ulastirilabilecegi duslincesi hakimdir. Bu da melankoliyi, seytanin alt

edilmesi icin bir vesileye donustiirmis, melankoliklere ozel bir konum kazandirmistir.

Papa Gregorius, Latin diinyasi icinde din1 yapiyi olustururken, Hieronymus tarafindan Yunan-
cadan Latinceye yapilan incil cevirisinde acedia kelimesi yerine “taedium” tercih edilmistir. Acedia
daha cok bikkinlik, yoksunluk anlamlarini ifade eden bir kavramken, taedium huzin, keder
anlamini da tasimaktadir. Bu tercihin nedeni, acedia giinahinin artik sadece miinzevi kesislere
musallat olan bir 6gle demonu degil, daha genis cercevede her inangli kisinin karsilasabilecegi bir
durum haline gelmis olmasi olarak yorumlanmistir (Akin, 2014, s. 199). Burada elbette ki yasanan
siyasi olaylarin etkisi biiyiiktiir. Bati Roma imparatorlugunun siyasi biitiinligiiniin bozulmasi,
halklarin gogleri gibi hareketlilikler nedeniyle Latin diinya insani kendisini buhranli, korku icinde
ve hayati sorgulayan bir durumda bulmaktadir. Diinyevi bir melankoliye karsi ilahi bir savasi
ongoren Pavlus icin yasanan hiiziin, bir noktada ayristirilmis ve lizerine Aristoteles benzeri bir
olumlama yuklenmistir. Bu durumda Hristiyanligin ilk yillari ile erken Orta Cag insani, acl ve
hiiziin ortak paydasinda bulusur. Ote taraftan, Orta Cag insani icin melankolik durumun sadece
dinile iliskilendirilen karakteri zayiflamis, yerini diinyevilige duyulan kuskulu ve kederli bir bakisa
birakmistir (Huizinga, 2019, s. 44).

SHristiyanlikta Yedi Kutsal Ayin: Vaftiz (Kutsal su ile takdis), Evharistiya (Ekmek - sarap ayini), Krizmasyon (Kutsal yag ile
kuvvetlendirmg), Tovbe (Gilinahlari itiraf etme, pismanlik gosterme, af dileme), Ruhbanlik (Kendini Kilise’ye hizmete adama),
Son Yaglama (Oliim aninda kutsal yag ile takdis) ve Evlilik (Tanri adiyla birlesme) (Seyfeli, 2021, s. 333)

s
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Ge¢ Orta Cag: Melankolinin Deha ile iliskisi

Robert Burton, 1621 yilinda yazdigi Anatomy of Melancholy (Melankolinin Anatomisi) adli eserde,
melankoliyi tarihsel suireg icerisinde inceledikten sonra, elestirel bir bakis agisiyla ask melankolisi
ve dinsel melankoli olarak ikiye ayirmaktadir. Ona gore, zorunlu yalnizlik ile segilmis bilingli
yalnizlik arasinda da onemli bir ayrim vardir. Secilmis bir yalnizlik icinde, Tanri vergisi olan hayal
giiciinin olaganistii sonuclar yaratabilecek oldugunu savunmus, melankoliklerin de bu hayal

glicline sahip oldugunu belirtmistir (Burton, 2009, s. 157).

Ficino (1433-1499), Yasam Uzerine U¢ Kitap (1489) adli temel eserinin giris paragraflarinda,
melankolinin kara safrasi ile ilham, yiice ruh hali ve dehanin basardiklari arasinda bir baglanti
kurmus (Karbay, 2015, s. 70), bilgiye ulasmak icin ice donmenin 6nemini vurgulamis, kisinin dissal
her seyden soyutlanarak kendi merkezine, dolayisiyla evrenin merkezine odaklanmasi gerektigini
belirtmistir (Ficino, 2007, s. 146). Ficino, insani ilahi akla katilan ve bir bedeni kullanan rasyonel ruh
olarak tanimlamakta, insani Tanri ile diinya arasindaki baglanti halkasi konumuna yerlestirmek-
tedir. Bu asamada insan evrenin merkezi olmustur (Panofsky, 2012, s. 225). Kara safranin verdigi
sikintiya en ¢ok maruz kalanlarin filozoflar oldugunu ifade eden Ficino, Aristoteles’in melankolik
dehayorumunu yinelemektedir. “Kendini siirekli ve yogun bir bicimde ilahi olani incelemeye veren
ruh bununla oylesine beslenir ve guclenir ki, bedeninden ayrilir ve geride kalan beden ¢ozulur”

diyerek, melankolik halin ruhta yarattig yiikselise dikkat cekmektedir (Ficino, 2007, s. 147).

1510 yilindan itibaren hiimanist dustlin literaturiine girmeye baslayan Agrippa imzali Occulta
Philosoplia (Gizli Felsefe) metinlerinde melankoli, homojen bir karisim olarak yorumlanmis; mikro
kozmik olan bu karisimin, makro kozmik olaylara gore sekillenerek u¢ buyiik kimede yogunlastigi
ifade edilmistir (Teber, 2009, s. 40). S6z konusu kiimeler, hiyerarsik diizen iginde su sekilde siralan-

maktadir:

1. Grup (Melancholia Imaginationis): Bu gruptaki melankoliklerin imgelem giicleri yiiksektir ve

yaratici etkinlikler icindedirler (resim, mimari, teknik yaratim vb).

2. Grup (Melancholia Rationis): Bu gruptaki melankolikler doga bilimleri, biyoloji, tip ve poli-

tikaya egilimlidir. Dogayi ve evrenin diizenini anlamak isterler.

3. Grup (Melancholia Mentis): Bu gruptaki melankolikler tanrisal gizemi anlamaya, sezinlemeye

odaklanirlar. Din ve felsefe ile ilgilenirler (Teber, 2009, s. 40).

Bu ayirim, melankolinin getirdigi hiiziin ve derin duslincelere dalma eylemini tamamen mesru-

lastirmis, bir giinah olmaktan ¢ikartmis ve lretime hizmet eden bir se¢im olarak tanimlamistir.
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Orta Cag boyunca eylemde bulunarak ustesinden gelinebilecegine inanilan melankoli ya da acedia
giinahi, artik eylemin yaraticisi, bilginin kaynagina ulasmanin en belirgin yolu olarak goriilmeye

baslanmistir.

Dengesiz, hastalikli, hatta deli olarak tanimlanan melankolik kisiliklerin 16. yiizyil yazininda
siklikla baskarakter olarak ortaya ¢ikmasi, Barok doneme 6zgi yeni bir melankoli kurgusunun
dogmasina neden olmustur. Geleneksel melankoli kavramindan kopus gerceklesmis, yasamin fani
ve nafile olusunu anlatan “vanitas” tanimi, melankoli ile birlikte anilmaya baslanmistir (Akin, 2014,
s. 457). Shakespeare’'in Prens Hamlet karakteri, meshur sorgulayisi olan “Olmak ya da olmamak iste
mesele tam da bu” ciimlesi ile bilge ve melankolik bir filozof portresi ¢cizmektedir. Melankolinin, 16.
ylizyilin son ¢eyreginden itibaren, kisiyi var olusu sorgulamaya yonlendiren bir ice doniis olarak
gorlldugu, bu noktada intihar eyleminin de yasamdan kagis degil, yasamin bilingli reddi olarak
algilandigi belirginlesmektedir (Akin, 2014, s. 462).

Aydinlanma Cagi ve Sonrasi: Toplumun Safrasi Deliler

18. yuzyila gelindiginde, toplumlarin artik dinsel inanclara degil, rasyonel ilkelere bagli kali-
narak yonetilmeye baslandigi goriilmektedir. Pozitif bilimin hizla gelismesi, kentlerde nuifusun
artmasi, dinsel otoritenin ve monarsinin sorgulanmaya baslanmasi Avrupa toplumlarini hizla
donistiirmektedir. Bu yeni diizen icinde topluma uyum saglamayan ve lretime katilmayanlar
dislanmaya; once genel hastanelerde, daha sonra ise psikiyatri kliniklerinde toplanmaya baslan-
mistir (Foucault, 2017, s. 554). Once ingiltere’de kabul goren, ardindan ¢ogu Avrupa llkesine
yayilan bu anlayis, sadece ruh sagligi bozuk olanlari degil, dilencileri, alkolikleri, evsizleri, issizleri,
isyankarlari; her anlamda uyum sorunu yasayanlari da kapsamaktadir. Deli sinifinda gorulen

melankolikler, artik toplumun safralari arasindadir.

18. yiizyilda ruhsal ve zihinsel hastaliklar ‘delilik’ basligi altinda, tek kalemde incelenirken, 19.
yuzyilda, ¢ikis noktasi ayni olsa bile goriintimleri ve tedavi yontemleri farkli olan rahatsizliklar
olarak goriilmeye baslanmis, bu anlamda ilk kategorizasyonlar psikiyatri biliminin oncilerinden
Philippe Pinel ve o6grencisi Jean-Etienne Esquirol tarafindan gerceklestirilmistir. 20. Yiizyilin
baslarinda ise ruhsal ve zihinsel hastaliklar, sebebi ve goruiniimleri farkli olan ana kategorilere
ve bu kategorilere bagli alt basliklara ayrilmaya baslanmistir. Melankoliyi Manik Depresif Psikoz
basligl altinda degerlendiren Emil Kraepelin, ruhsal rahatsizliklarin beyinde meydana gelen pa-

tolojiler ile baglantili olabilecegini savunmustur (Hochmann, 2013, s. 63).

Bu donemde melankoliyi bir hastalik olarak gormeyen, Ge¢ Orta Cag anlayisini koruyarak,

bu ruhsal durumu yaraticilik, deha ve ahlak ile iliskilendiren Kierkegaard, Kant, Schopenhauer,

g
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Benjamin gibi dustintrler de bulunmakla birlikte, melankolinin patolojik bir durum oldugu fikri
basattir. Freud, 1917 tarihli Yas ve Melankoli adli makalesinde, yasin sevilen bir kisinin ya da bir
idealin kaybina verilen normal bir tepki oldugunu ifade eder (Freud, 2021, s. 10). Yas siirecinde
ego, kaybi deneyimledikge, libido yavas yavas bu nesneyle olan baglarini ¢ozer ve baska nesnelere
yonelebilecek sekilde 6zgiirlesir (Freud, 2021, s. 11). Melankolide ise benzer bir kayip yasanmasina
ragmen, kisi neyi kaybettigini tam olarak bilemeyebilir ya da bu kaybin kendisinde yarattigi
eksikligi kavrayamayabilir (Freud, 2021, s. 11). Bu durumda libido, kayip nesnenin yerini alacak
baska bir nesneye yonelmek yerine, egoya geri cekilir. Ego, vazgecilen nesneyle 6zdeslesir; boylece
kaybedilen nesneyle birlikte ego da yara alir (Freud, 2021, s. 15). Freud’a goére melankolik kisi,
egosunu degersiz, yetersiz, ahlaken asagilik olarak gorur ve kendini acimasizca elestirir. Freud
bu durumu soyle aciklar: “Yasta diinya fakir ve bos olmustur. Melankolide ise boyle olan egonun
kendisidir” (Freud, 2021, s. 12). Freud melankolinin ayirici 6zelliklerini s6yle siralamaktadir; “Aci
veren derin bir keyifsizlik, dis diinyaya yonelik ilginin kaybolmasi, sevme becerisinin yitirilmesi,
her tirlu etkinligin ketlenmesi ve benlik saygisinin, 6zgiivenin zayiflamasi. Bu zayiflama kendini
suclama, kotiileme ve azarlama seklinde disa vurulur ve hezeyanli cezalandirilma beklentisine

kadar varir” (Freud, 2021, s. 10).

Kisinin kendisini degersizlestirmesi, onun gibi birine sevgi ve ilgi gosterdikleri icin yakinlarina;
ese, arkadaslara, aile bireylerine acimasina ve zaman zaman diismanca davranmasina neden
olabilir. Ayrica uykusuzluk, yemeden igmeden kesilme, zararli davranislara yonelme ve hayatta
kalma giidiisiiniin zayiflamasi gibi bedensel sagligi tehdit eden durumlara yol agabilir (Freud, 2021,
s. 12).

Melankoli uzerine calisan bir baska bilim insani olan Julia Kristeva, Kara Giines Melankoli
ve Depresyon adli eserinde melankolinin tedavi edilmesi gereken bir hastalik olup olmadigini
sorgulamaktadir. Freud’un kayip nesnenin ardindan tutulan yas ve nesnenin yerine yenisi kona-
madiginda libidonun egoya geri ¢ekilmesi dinamigini kabul etmis ancak toplumsal cinsiyet
baglaminda tekrar ele almistir. Kristeva'ya gore melankoli, bireyin ilk kaybi olan anne memesi ya
da kucagina duyulan yasi, bu kaybin ardindan kendiligini de yitirmis olmanin huzniini ve acisini
ifade eder (Seven, 2024, s. 169). Kristeva bu kopusun ve yerine yeni bir erotik nesne yerlestirme
surrecinin kiz ¢ocuklarda, erkek ¢cocuklara gore ¢ok daha zorlu oldugunu diisiinmekte, bu noktada
melankoli ve kadin arasinda daha siki bir bag kurmaktadir (Kristeva, 2009, s. 43-45). Melankolinin
aciklanamayan hiizniini ise bu kaybin, cocugun heniiz sembollestirme ve dile dokme kapasitesine

sahip olmadigi ¢ok erken bir donemde, yani bebeklikte yasanmasina baglar. Kristeva, melankoliyi

I -
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tanimlarken su ifadeyi kullanir: “Kendini anlamlandirmayi basaramayan ve anlamini yitirdigi icin

yasami yitiren dipsiz bir istirap” (Kristeva, 2009, s. 227).

Kristeva gibi, Judith Butler'in calismalari da melankoliye sadece bireysel degil, toplumsal bir
perspektif ile yaklasilmasini saglamistir. Butler melankoliyi toplumsal cinsiyet baglaminda ele
almis, kimlik olusumu sirasinda toplumsal cinsiyet normlarina uymayan yasaklanmis arzularin
bastirilmasi ve i¢sellestirilmesi sonucunda ortaya ¢ikan, kisinin hem kendisi hem de cevresi ile

iliskilerini belirleyen bir durum olarak tanimlamistir (Butler, 2014, s. 124).

Psikiyatrik rahatsizliklarin teshis ve tedavisinde oncu bir kurum olan Amerikan Psikiyatri Birligi
(APA), melankoliye ilk kez 1968 yilinda yayinlanan DSM-2'de® yer vermis, rahatsizligi depresyon
basligi altinda, involiisyonel melankoli olarak adlandirmistir. 1980’de yayinlanan DSM-3'te ise
melankolinin major depresyonun ug¢ alt basligindan biri oldugu gorulmektedir. Modern psikiyatri,
melankolik depresyonun teshisinde bazi duygu ve davranislarin siklik, stureklilik ve yogunlugunu
belirleyen olcekler kullanmaktadir. Hamilton Depresyon Olcegi (Max Hamilton, 1960), New Castle
Olcegi (M. Roth, 1983), Tanisal Melankoli Olcegi (Aaron T. Beck, 1988) bu 6lceklerden bazilaridir.
DSM-3'te melankolinin bedensel belirtilerle karakterize olduguna ve ozellikle farmakoterapiye ve

elektrokonviilsif tedaviye cevap verdigine dair bilgiler de bulunmaktadir (Tiirkgapar, 2004, s. 21).
Tiim Zamanlarin Melankoligi Justine

Trier, Melankoli’nin iki ana karakterinden biri olan Justine’i melankoli kavrayisinin tim katman-
larini icerecek sekilde kurgulamis ve beraberinde, Ficino merkezli bir Yeni Platoncu okuyus ile iki
kiz kardesi, hakikate ulasmanin iki ayri yolu olarak isaret etmistir. Oyle ki, kiz kardeslerin hem kendi
i¢c dinamikleri hem de birbirleriile olan iletisimlerinde ortaya ¢ikan ¢atismalar, Yeni Platonculugun

onerdigi melankoli kavrayisinin gorsel temsili niteligindedir.

Gorsel 1
Melankoli (2011), zaman kodu: 00:03:30

5DSM (The Diagnostic and Statistical Manual of Mental Disorders): Mental Bozukluklarin Tanisal ve istatistiksel El Kitab.
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Gorsel 2
Kutsal ve Profan Ask (Tiziano, 1514)

Prolog boliimiinde kullanilan kiz kardeslerin iki yanda ve oglan cocugunun merkezde yer aldigi
sahne, Tiziano'nun Kutsal ve Profan Ask tablosunu referans almaktadir. Tablo, cok katmanli bir an-
lamsal butunluk icinde Yeni Platoncu diistincede askin tanimini ve hakikate giden yolun yontemini
sunmaktadir. Platon Solen adli eserinde Ourania’nin temsil ettigi goksel ask ile Polymnia’nin temsil
ettigi diinyevi hazlara yonelik askin karsilastirmasini yapmakta ve her ikisine de deger atfetmek-
tedir (Platon, 2005b, s. 29). Ficino’ya gore de, her iki ask bicimi de saygin ve takdire degerdir (Ficino,
2007, s. 231). ilahi ve beseri sevgi olarak adlandirilan bu ikili durum icinde kisi yollardan birini
arag olarak kullanarak hakikate ulasmayr amaclar. Bu asamada tabloda yer alan giyinik ve ¢iplak
olarak farkli goriinimde temsil edilmis ikiz tipolojideki kadinlar, ikiz Veniisleri isaret etmektedir. iki
kadin arasindaki Eros figuiru ise hakikate ulasmadaki araci, yol gosterici olarak yorumlanmaktadir
(Ondin, 2020, s. 76). Filmde goksel ask ve melankoli, her ne kadar Justine’in sahsinda yiiceltilmis
olsa da, dunyevi kaygilara tutunarak hayatta kalmayi basaran bir karakter olarak Claire de takdir

edilmektedir.

Gorsel 3
Melankoli (2011), zaman kodu: 00:04:58
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Gorsel 4
Melankoli (2011), zaman kRodu: 00:04:18

Prologda yer alan bu iki gorselde de Justine’in goksel aski temsil eden dogasi belirgindir. Diiglin-
den kagan gelinin agac koklerine dolanmasi, onun asil evliligi doga ile yaptigi (yapmasi gerektigi)
yoniinde yorumlanabilirken, gokyiiziinden diinyaya inen elektrik akimini kendi bedeninde hisset-
tigi ikinci sahne, diinyeviligin ¢ok oOtesinde; ilahi olanla direkt baglanti halinde oldugunu isaret

eder.

Gorsel 5
Melankoli (2011), zaman kodu: 00:06:19

=]
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Gorsel 6
Ophelia (J. E. Millais, 1881)

Prolog bolimiiniin en onemli gorsellerinden biri ise W. Shakespeare’'in Hamlet eserinde yer
alan Ophelia karakteri ile Justine arasinda kurulan bagi icermektedir. Gorsel olarak Millais'nin
eserini referans alan sahnede Justine, lizerinde gelinligi ve gogsiinde tuttugu buket ile oliime
teslim olmus sekilde resmedilmektedir. Oyunda Hamlet'e duydugu kara sevdanin siddeti ile akli
dengesini kaybeden bir erotoman? olarak ¢izilen Ophelia i¢in Horatio soyle der: “Oyunlar donuyor
bu diinyada, Hmmm! Duyuyorum” diyor. Bagrini doviyor, hingla otlari tekmeliyor. Belirsiz, yari
anlasilir seyler soyliiyor, sagmaliyor. Ama parca boliik konusmasini duyanlar, parcalari birlestirip

anlam cikariyor sozlerinden” (Shakespeare, 2007, s. 164).

Bu ifadeler, kadinin zihninin daginik olusuna, konusma bozuklugu yasadigina, gizli bir takim
bilgilere sahip oldugunu diisiindigiine, aydinlanma ve ofke hali arasinda gidip geldigine isaret
etmektedir. Ophelia derenin akintisina kapildiginda da beklenen tepkileri vermez; sarkilar soyle-
meye devam ederek olim karsisindaki aldirmazligini ortaya koyar. Hamlet'in annesi Gertrude,

Ophelia'nin olimunu su sozlerle anlatmaktadir:

“Cesit cesit celenkler yapmis kizcagiz kendine orda. Sarkan dallara celenklerini asmaya
cabalarken, hain bir dal kirilivermis. O da ¢icekten andaclariyla birlikte aglayan dereye kapilmis.
Yanlara acgilan etekleri bir siire denizkizi gibi su ylziinde tasimis onu. Eski ezgilerden parcalar
okuyormus hep. Basina gelenden habersiz gibiymis. Suda hi¢ yabancilik gekmiyormus. Ama uzun
surememis bu durum; Suyu ictikce agirlasan giysileri zavalli kizcagizi tatli nagmelerinden koparip,

6llimiin balgigina cekmis” (Shakespeare, 2007, s. 184).

’Erotomani, hastanin bir baska kisinin kendisini tutkuyla sevdigine iliskin sanrilar gelistirdigi bir sendrom olarak
tanimlanmaktadir (Topguoglu vd., 1997, s. 61).
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Ophelia'nin dengesiz ruh hali; Antik Donem melankolisi ile uyumludur. Genellikle karamsardir,
kendini toplumdan izole etmekte, glinluk islere adapte olamamaktadir. Zaman zaman karamsarligi
ofkeye doniismekte ve mani ataklari gecirmektedir. Ustelik 6liime karsi kayitsiz tavri ile Ophelia,
Antik Donem melankoliklerinin intihara egilimli dogasi ile de uyumludur. Onun ruh hali, Justine'in
filmin ilk epizodunda sergiledigi davranislar ile ortisur. “Justine” adini tasiyan ilk epizot, Claire
ve esi John'un malikanesinde duzenlenen dugun sekansini icermektedir. Beyaz gelinligi icinde
oldukca giizel goriinen Justine, ona asik oldugu her halinden belli olan nisanlisi Michael ile
diinya evine girmektedir. ilk bakista miilkemmel goriinen dii§lin, gelinin tuhaf davranislari ile bir
felakete dogru evrilir. Justine, bir neseli, bir hiizlinlu, bir ofkelidir. Yegenini yatirmaya gittiginde
onun yaninda uyuyakalir, kendisini rahatlatmak icin sicak kiivette zaman gegirir, golf sahasinda
amacsizca dolasir, cimenlere iser ve gelinliginin yirtilmasina neden olur. Ofkesini veya karamsar-
lgini yendigi anlarda diglne kaldigl yerden devam etmek i¢in asiri caba gosterir. Davetliler
durumun tuhafligini ilk sahnelerde anlamasa da Claire, John ve kiz kardeslerin annesi Gaby
icin Justine’in dengesiz ruh hali tanidiktir. Bu evliligin biyiik bir hata oldugunu diisiinen Gaby,
Justine'in ¢ocuklugundan beri huzursuz ve tahmin edilemez bir ruh oldugundan bahseder. Her
zaman cevresine uyum saglamakta zorlanmistir. Ona gore Justine’in gercekligi budur ve kendisini
burjuva yasaminin gerekliliklerine sigdirma c¢abasi bosunadir. Claire, kardesinin mutlu olmasi
icin elinden geleni ortaya koymakta, ancak mutlulugun tanimini Justine’e degil, kendisine gore
yapmaktadir. Yakisikli ve basarili bir es, glizel bir diigiin, parlak bir gelecek dilemistir. Ancak
tim bunlar hem fiziksel hem de ruhsal olarak aci cekmekte olan Justine icin anlamsiz, yorucu
ve can sikicidir. Justine ablasina ¢ok cabaladigini soyler. Mutlu olmaya cabalamis, ¢ok dua
etmis ama kendi deyimiyle ayaklarina dolanan bu korkung agirlik ile bas etmeye calismaktan
yorgun dusmustur. Justine’in caresizligi sahte normallik ile cevrelenmis bir aleksitimi® tablosunu
cagristinir. icinde kivranmakta oldugu acinin nedenini, nasil sona erecegini, sona ererse elinde ne
kalacagini bilmemektedir. Belki de sirf bu belirsizligi gogiislemekten korktugu i¢in kendisini ait ol-
madigl bir yerde var olmaya zorlamaktadir. Claire, rahatsiz edici duygularini Michael’a agmamasini
soylediginde Justine “Beni aptal mi saniyorsun?” der. Melankolik ruh halinin modern diinyada bir

hastalik olarak etiketleneceginin, kesinlikle kabul gormeyeceginin kendisi de farkindadir.

Justine'in melankolisi, diiglinlin erken saatlerinde icine kapanma, uyku istegi, su ile sakinlesm-
eye calisma, dogada yalniz kalma gibi Antik Donemde tanimlanan semptomlar ile uyumludur. Bu
asamada ablasindan, annesinden ve babasindan ilgi bekledigi ama ihtiyaci olan destegi alamadigi

gorilur. Ablasi melankoliyi gormezden gelmekte, John onun “zirdeli” oldugunu diisiinmekte, babasi

8Aleksitimi, kisinin duygularini ifade edecek sozleri yitirmesi olarak 6zetlenebilir. Aleksitimik hastalar, ilk bakista
toplumla uyum icinde goriinmekle birlikte otomatiklesmis bir diizene bagli olarak yasarlar. Kendilerini rahatsiz eden
duygulari tanimlayamazlar. Aleksitimiye, psikosomatik hastaliklara sahip kisilerde sikga rastlanir (Sayar, 2017, s. 42).

ol
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kendi bencil istekleri ile daha fazla ilgilenmektedir. Justine en zorlu deneyimi annesi ile yasar. Sert
bir mizaca sahip olan Gaby, evliligi sagma bulmakta, sonu gelmeyen burjuva torenlerine katlana-
mamakta, Justine’i olmadik hayallere kapildigi icin su¢lamaktadir. Soguk, mesafeli ve hatta ofkeli
tavri ile Gaby, Kristeva'nin isaret ettigi anne — bebek kopusunu hatirlatir. Bebegini memesinden

kopartan anne, tavizsiz yaklasimi ile melankolik ruh durumunu kériikler (Kristeva, 2009, s. 14).

Zaman ilerledikce ofkesini disa vurmaya baslayan Justine, diigiline ¢ok biiyik para harcadigini
soyleyerek bir rezalet ¢cikartmamasini isteyen John’un ¢alisma odasini dagitir. John'un kiitiiphaneye

secerek yerlestirdigi Malevich tablolarini Caravaggio, Bruegel, Millais ve Hill tablolari ile degistirir.

Gorsel 7
Melankoli (2011), zaman kodu: 00:43:02

Gorsel 8
Karda Avcilar (P. Bruegel, 1565)

.=
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Gorsel 9

Golyat'in Kafasi ile Davut (Caravaggio, 1610)

Gorsel 10
Kiikreyen Kizil Geyik (C. F. Hill, 1883-1911)
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Bu eylemi ile Justine, hem melankolinin deha ile iliskilendirildigi Barok doneme geri donme
arzusunu ortaya koymakta, hem de Hill 6zelinde modern diinyada delilik sanilanin baska tur
bir bilgelik olarak okunabilecegini ima etmektedir.® Malevich’in icinde yer aldigi Slipermatizm
akimi, hikayeci ogeleri resmin disinda tutar, bilincli aklin kavramlarini degersizlestirir ve saf bir
duygu diinyasinin insasini ifade eder (Antmen, 2008, s. 90). Justine bu anlayisin alternatifi olarak
dosdogru ele gecirmek ve boyun egdirmek icin coskunun giciine cagrida bulunan, saskinliga,
esrimeye ve sarhosluga yol acan Barok anlayisini gormektedir (W6lfflin, 2019, s. 47). Geg Orta Cag'in
melankolikleri ilahi olani kavramaya calisan, bilim ve sanatta ilham dolu kisiler olarak gormesi,
onun Barok sanati yeglemesinin ana sebebidir. Caravaggio’'nun Golyat’in Kafasi ile Davut tablosu,
dini bir oykuye atifta bulunur. Davut, 0mri boyunca ¢obanlik yapmis ve siirliye yaklasan kurtlan
tas atarak kovmustur. Yenilmez bir savascl olan Golyat ile karsi karsiya geldiginde, bildigi en iyi
seyi yapar ve ona sapani ile bir tas firlatir. Alninin ortasindan vurulan Golyat yere yigildiginda
ise basini keserek, herkesi korkutan bu savasciyr 6ldiriir (Tercanli, 2022, s. 112). Justine’in bu
se¢imi, seyirciye onunla ilgili bir ipucu verir. Cevresine uyum saglamakta zorlanan ve hasta olarak
etiketlenen bu kadinin, herkesin gormedigi bir giicu vardir. Yillardir icinde debelendigi melankolik
ruh hali, giin gelecek onu kiyamet karsisinda en giigli kisi yapacaktir. Millais'ten sectigi iki tablo
da benzer sekilde karakterin i¢ diinyasini yansitir. Ophelia ile halihazirda giigli bir 6zdeslik kurul-
mustur. Buna ek olarak ressamin Oduncunun Kizi tablosu, bir toprak agasinin oglu ile yoksul koylu
kizinin felakete doniisen askini anlatir. Justine’in yeni adim attigi evliligi de hiisrana donusmeye
mahkumdur. Justine’in bir diger se¢imi olan Bruegel, siradan goriinenin i¢ine gizlenmis tuhafligi
ve esikte bekleyen tehlikeleri ele almasi baglaminda anlamlidir. Karda Avcilar tablosu, koye eli
bos donen avcilari ve yeni baslamis bir yangini resmederken, heniiz her iki felaketten de haberdar
olmayan koyliilerin glindelik yasamina odaklanir. Bu satafatli burjuva diigliniinde eglenen insanlar

da yakinda kopacak olan kiyametten habersizdir.

Gece ilerledikge, Justine'in 0fkesi baska hedeflere yonelir. Diiglin boyunca yeni reklam kampa-
nyasl icin slogan liretmesini isteyen patronuna kin kusar ve isinden istifa eder. Michael'in sig
hayalleri ve anlamsiz beklentilerine bir son vermek ister ve onun gorebilecegi sekilde gencg stajyer
Tim ile birlikte olur. Justine’in hem kariyerini hem de evliligini sabote ettigi bu boliim Orta Cag
melankolisi ile uyumludur. Melankoli ile giinahkarlik arasinda bag kuran, bu tekinsiz ruh halini
seytani varliklarin kisiye musallat olusu ile iliskilendiren Orta Cag anlayisina gore Justine, akli
melekelerini yitirmis olmalidir! Ancak o, bu deliligi ozgurlestirici bulur; tipki Ophelia’nin olime

aldirmayisi gibi, o da yaklasan kaosa gozlerini kapatir.

°isvecli ressam C. F. Hill, 6zellikle peyzajlari ile iinlenmis, ekspresyonizmin dnciil 6rneklerini vermistir. Yasami
boyunca ruhsal sorunlar ile bogusan ve zaman zaman yatarak tedavi goren sanatgi, yasaminin son yillarinda ruhsal
dengesini tamamen yitirmistir.
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“Claire” adini tasiyan ikinci epizotta Melankoli adli dev bir gezegenin, beklenmedik sekilde
Diinya'ya yaklastig goriilmektedir. Bazi bilim insanlari bir carpisma olacagindan endise ederken,
bazilari da Melankoli’'nin Dlinya’ya teget gececegini iddia eder. Claire endiselidir. John ise ¢arpisma
olmayacagina, sadece muhtesem bir gok olayina taniklik edeceklerine inanir. Ogullari Leo ile
birlikte teleskopla gozlem yapar, heyecanla yakinlasan Melankoli'yi izler. Ruhsal bir ¢okiintu
yasamakta olan Justine ise bir slire ablasinin yanina siginmistir. Gunliik rutinlerini yerine getirme,
0z bakimini yapma, karar verme gibi yetilerini biiylik ol¢lide kaybetmis olan Justine, neredeyse
katatonik'® bir haldedir. Yuzu bembeyazdir, hayli kilo kaybetmis, uzun sari saglarini kesmistir.
Surekli uyumak istemektedir. Banyo yapmaktan kacinir zira suyun tenine temas etmesine dayana-
maz. Cevresinde olup bitenlere karsi kayitsizdir. istahsizlik yasamaktadir; hatta yiyeceklerin tadini
alamamaktadir. Agiz tadindaki degisimin ozellikle vurgulandigi goriilmektedir. En sevdigi yemegi
bile yiyemez; etin tadinin kil gibi oldugunu soyler. Tat degisimi, melankolinin Antik Donemdeki
karsiligl olan kara safra salgisinin dengesizligini akla getirmektedir. Paraguzi olarak adlandirilan
tat yitimi, karaciger problemlerine, bazen de tiroid bezlerindeki diizensizlige bagl olarak ortaya

ctkmakta, bozuklugun psikosomatik goriiniimlerine de rastlanmaktadir (Kurtuldu vd., 2016, s. 279).

Zaman ilerledikce, Melankoli gezegeninin Diinya'ya yaklasmasi filmin ana konusu haline gelir.
Claire’in endiseleri korkuya ve hatta panige donlsurken, John'un heyecani yiikselir. Justine ise
bambaska bir yone dogru ilerleyerek, Antik Cag’dan Orta Cag melankolisine yakinlasir. Hala
halsizdir ama yavas yavas hayata karismaya baslamistir. Claire, kardesinin ruh halini kot etkileye-
cegini duslinerek, onun yaninda olasi carpismadan bahsetmemeye calisir. Justine ise “Gezegenden
korktugumu saniyorsan aptalsin” diyerek cevap verir. Dlinyanin sonunun gelecegi duslincesi
onu rahatsiz etmemektedir. Diinya ¢oktan clirimis, kot bir yerdir ve yok olusuna uzilmeye
degmez. Aksine bu yok olus, belki de acilarin sona erecegi bir kurtulus olarak goriilebilir. Claire,
oglu Leo'nun geleceginden endise ederken, baska gezegenlerde hayat olup olmadigini sorgular.
Justine, olmadigindan emindir. insan evrende yapayalnizdir. Onun bu diisiincesi Diinya'yi evrenin
merkezine yerlestiren Orta Cag diisiincesi ile uyumlu olmasinin yani sira donemin melankoli

anlayisinin bir pargasi olan umutsuzluk hissi ile de ortusir.

Justine, Melankoli Diinya'ya yaklastikca onun etkisini daha derinden hissetmeye baslar.
Melankolinin deha ve bilgelik ile birlikte dusliniildigu Geg Orta Cag'a 6zgl belirtileri gostermeye,

nihayet ilk epizotta 0zlem duydugu Barok anlayisa yaklasmaya baslar. Bu donemde melankolinin

T°Katatoninin genel kabul gormis fizyopatolojik bir tanimlamasi yoktur. Yaklasik 60 civarinda katatonik belirti
tarif edilmistir DSMIV-TR katatonik sizofreni tanisindaki belirtileri; katalepsi ile ortaya ¢ikan motor hareketsizlik,
asiri motor aktivite, ileri derecede negativizm, hi¢c konusmama (mutizm), belirli bir durus (postur) alma, kaliplasmis
(sterotipik) hareketler, tekrarlanan garip hareketler (mannerizm), yineleyici yliz burusturma (grimas), karsinin s6z
ve davranislarinin tekrari (ekolali ve ekopraksi) olarak tanimlamistir (Virit vd. 2009, s. 52).
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insana sundugu en temel hediye olan bilgiyi edinme asamasina gelir. Artik gelecek hakkinda
kehanetlerde bulunmakta, doganin ona sunduklarini degerlendirirken insani beklentiler ile degil,
evrensel bir kavrayisla hareket etmektedir. Doga ile biitinlesme durumu, Justine’in Melankoli'nin
15181 altinda cirlgiplak uzanmasi, bah¢eden topladigi ahududulari afiyetle yemesi ve ahirdaki
atlara karsi daha duyarli hale gelmesi ile pekistirilir. Bu noktada akil ile kazanilan bilginin yerini
sezgiler yoluyla edinilmis ilahi bilgi alir. Justine’in Melankoli'nin 1si1g1 altinda ¢iplak uzandigi sahne,
belirgin bicimde Gian Lorenzo Bernini'nin 1647 tarihli Azize Ludovica heykeli referans alinarak

kurgulanmistir.

Gorsel 1
Melankoli (2011), zaman kRodu: 01:24:05

Gorsel 12
Azize Ludovica (G. L. Bernini, 1647)

w%{w“
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Azizenin vecd ile kendisinden gecerken gogsiine dokunus hareketini Justine de tekrarlar. Barok
donemde vecd hali, ilahi bilgiye ulasmak, bu aktarim sirasinda dogaiistii bir deneyim yasamak
olarak yorumlanmakta, kisiyi iistuin bir pozisyona tasimaktadir. Vecd durumundaki melankolik kisi,
artik bir glinahkar degildir. O herkesin bilmedigini bilen, ayricalikli bir varliktir. Justine Claire’e
digiin sirasinda oynanan kavanozdaki fasulye tanelerini tahmin etme oyunundan bahseder. “678
fasulye” der. “Kavanozda 678 fasulye vardi. Kimse tahmin edemedi ama ben basindan beri biliy-
ordum.” Claire bu iddiaylr anlamsiz bulur. “Neyi ispatlar bu?” diye sorar. Justine ayni ciddiyetle
yanit verir “Bir seyleri bildigimi...” Bilgiye haiz olma durumu, Justine’i hem Ge¢ Orta Cag'in, hem
de Antik Cag'in melankolik dahileri ile iliskilendirmektedir. Aristoteles Problemata’da melankoli
araciligiyla bazi insanlarin gelecegi okuyan sibyllalar (kadin kahinler) gibi ilahi varliklar haline
geldigini belirtmekte, herhangi bir bilgi dalinda seckinlik kazanmis bitin insanlarin genellikle

melankolik olduklarina vurgu yapmaktadir (Yates, 2007, s. 174).

Justine, kiyametin yaklastiginin bilincindedir. Ancak yok olus karsisinda sonsuz bir kayitsi-
zlik sergiler. Onun rahatlamasinin paralelinde Claire’in korkulari artar. Melankoli’'nin Diinya'ya
carpacagini anlayan John, bir sise uyku hapi icerek sessizce intihar eder. Oglunun sorumlulugunu
tasiyan Claire icinse intihar bir ¢oziim degildir. Son ana kadar, bir fayda saglamayacagini bile bile
kurtulus yolu aramaya devam eder. Oglunu kucaginda taslyarak kasabaya inmeye calistigl, ancak
golf sahasinin balgiga donlismiis zeminini asamadigl sahne, bosa ¢abalayisinin en etkili goster-

gesidir.

Bu asamada iki kiz kardesin rol degistirdigi gozlemlenir. Justine’in bilgece kabullenisine karsilik,
Claire Dante’nin cehennem tasviri icinde yer alan ve melankolik insanlarin cezalandirildig besinci

cemberin camurlu sulari ve insani dibe ¢eken balgigi icindedir (Alighieri, 2011, s. 427).

Gorsel 13
Melankoli (2011), zaman kRodu 00:02:44
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Gorsel 14
Melankoli (2011), zaman kRodu 02:09:50

Final sekansinda Justine, yegeninin korkusunu yatistirmak amaciyla kaginilmaz olan yok olusu
bir ritliele donistiirmeye calisir. Eger kendilerine sihirli bir magara yapar ve igine girerlerse,
kiyamet onlara dokunmayacaktir. Birka¢ aga¢ dalini yontarak yaptiklari bu magara, elbette fizik-
sel bir koruma saglamaktan uzaktir. Ancak Justine, inancin ve ritliellere tutunmanin insanlar
uzerindeki rahatlatici etkisinin farkindadir. Leo, cocuk olmanin safligi ile gercekten kurtulacak-
larina inanir, Claire icinse bu oyuna katilmaktan baska care kalmamistir. Sihirli magara, baska
bir agidan bakildiginda Platon’'un magara alegorisini ¢agristirir. Justine melankolisinin getirdigi
bilgelik ile uzun zamandir magaranin disinda yasamaktadir ve gercek ile yiizlesmistir. Ancak Claire
ve Leo icin magaranin disinda olmak korku ve aci vericidir. Platon’un deyisiyle, karanlik alandan
cikip aydinliga gecen ve nesnelerin gercek goriiniimleri ile yiizlesenlerin gozleri acir (Platon, 2005a,
s. 172). Justine, ablasi ve yegeni igin sihirli bir magara insa ederek onlarin acisina son vermek
istemistir. Zira gercegi gormeleri, algilamalari ve nihayetinde kabul etmeleri icin artik vakitleri

yoktur.

Gorsel 15
Melankoli (2011), zaman kodu 02:03:35

]
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Final sekansinda melankolik bilgelik, diinyadaki yasamin sinirlarini agmis, evrensel bir bilince
donusmustur. Dinya yasami, evrenin sonsuzlugu icinde okyanustaki bir damla kadar bile yer
kaplamamaktadir. Yok olus aninda insanlarin yarattigi ve adina ‘gercek’ dedigi bu yasamin pamuk
ipligine bagli ciddiyeti bir anda tuzla buz olmustur. Claire, Uzerine anlam insa ettigi her seyin
yitisi karsisinda dehset icindedir. Justine icinse bu ¢arpisma, bir yok olustan ziyade, yeni bir
birlesmeyi, baskalasimi ve belki de ilahi kavrayisi icinde barindirir. Prolog bolimiinde yer alan
carpisma gorseli, Diinya'nin boyut olarak kendisinden ¢ok blyuk olan Melankoli'nin iginde eriyisini
ifade eder. Spermin yumurta icinde kaybolmasini cagristiran bu gorsel, stuphesiz daha ustiin bir
baslangicin habercisidir. Bu noktada Dunya'yi yok eden gezegenin adinin Melankoli olmasi da
anlam kazanir. Melankoli, bir hastalik, bir lanet, istenmeyen bir anomali olarak goriilebilecegi gibi,

yeni bir biling dlizeyi ve Ustilin bir kavrayis olarak da algilanabilir.

Gorsel 16
Melankoli (2011), zaman kodu 00:07:40

Sonug

Melankoli, tarihsel stireg icinde farkli diistiniirler ve bilim insanlari tarafindan incelenmistir ve
genellikle karamsarlik, ice kapanma, toplumdan izole olma gibi duygu ve davranislarla karakterize
olan ruhsal bir durumu isaret eder. Melankoli hali, ilk kez Antik Yunan filozoflar tarafindan ele
alinmis, viicutta kara safranin yogunlasmasina bagli fiziksel bir sorun olarak gorilmiis, arindirici
bedensel tedaviler ile iyilestirilmeye calisilmistir. Orta Cag'a geciste Hristiyanligin basatligi net-
icesinde yedi biiylik glinahtan biri olan tembellik (acedia) ile iliskilendirilen melankoli, bedensel
bir araz olmaktan ote seytani bir vesvese olarak degerlendirilmistir. Orta Cag'in son donemlerinde
Ronesans’in da etkisiyle bambaska bir perspektifte ele alinan melankolikler, bu kez ilahi plani
anlama, ustiin bir kavrayisa sahip olma gibi yeteneklerle donanmis seckin bireyler; baska bir
deyiste dahiler olarak konumlandirilmis, onlarin ice donen zihinlerinin evrensel olani anlama
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giiciine ulastigi dustinilmistiir. Aydinlanma Cagi sonrasinda ise melankoliyi yaraticilik ve deha ile
iliskilendiren gorusler olsa bile, basat olan kendilerini toplumdan soyutlayan, is glicine katilma
konusunda isteksiz olan melankoliklerin tekrar hasta olarak siniflandirilmasidir. Psikiyatri bilim-
inin gelisimine paralel olarak depresyon ana basligi altinda degerlendirilen melankoliyi toplumsal

cinsiyet baglaminda ele alan farkli gorusler de mevcuttur.

Lars von Trier'nin 2011 yapimi filmi Melankoli, biri diinyaya siki sikiya bagli, digeri kiiglik
yaslardan beri uyum sorunlari yasayan melankolik bir karakter olan iki kiz kardesin oykusiind,
kiyamet oncesi bir atmosfer icinde sunar ve odak noktaya melankolik Justine’i yerlestirir. Trier,
Justine’i melankolinin bilinen tim tanimlamalarini 6ziinde barindiran ‘zamansiz’ bir karakter
olarak kurgulamistir. Bu kurgu sayesinde sadece bir duygu durumunu degil, varolussal bir biling

halini seyircisine sunmaktadir.

Justine, topluma uyumsuzlugu, izole olma istegi, kalabaliktan ve guriltiden kagma egilimi,
kendisini dogada tek basina kalarak, uyuyarak ve suyla temas ederek sakinlestirme ¢abasi ile Antik
Cag melankolisinin ozelliklerini sergiler. Tat alma duyusunun korelmesi, hareket etme gucligu
yasamasl, konusmaya mecali olmamasi gibi detaylar da bu ‘hastalik’ goruntusiini tamamlar.
Sergiledigi tablo, modern psikiyatri icin de bir hastaliga isaret etmektedir. Ablasi, kardesinin
‘hastaligl’ icin esi John’dan anlayis beklerken, John, Justine’in ‘zirdeli’ olduguna kanaat getirmistir

ve bunu yiiksek sesle soylemekten ¢cekinmez.

Orta Cag melankolisinin odak noktasinda bulunan giinahkarlik, 6zellikle diigiin sekansinda
karaktere eklemlenmektedir. Sosyal normlara uymak istemeyen, hatta baskaldiran Justine, hem
evliligini hem de kariyerini sabote eden bir dizi davranis sergilemekte, arzularina ve ofkesine ket
vurmayi reddetmektedir. Once patronunun somiiriicii tavrina isyan ederek onu diigiinden kovar,
ardindan o gece tanistigl geng stajyer Tim ile birlikte olarak Michael'in sundugu giiven dolu yuva
hayalini yerle bir eder. Bu iki eylemin ardindan gozle goriiniir bicimde rahatlamasi, sarap icip
dans etmesi, yaptiklarindan pismanlik duymadig, baska bir deyisle glinaha teslim oldugu seklinde

yorumlanabilir.

Justine'in sahsinda deneyimlenen Ugiinci melankoli goriiniimii ise Ge¢ Orta Cag'a ait olan
evrensel hakikati sezgiler yoluyla kavrama ve ilahi bilgiye ulasmayi saglayan bir vecd haline
gecme durumudur. Melankoli gezegeni Dlinya'ya yaklastikca Justine’in once ‘hastaliktan’ siyrildigi,
ardindan ofke ve sehvet ile sunulan ‘giinahkarligi’ geride biraktigl, dinginlestigi, hatta huzur
buldugu gorulir. Yok olus, onun icin korkung bir son degildir. Var olmak ne kadar aci vericiyse, yok
olmak da o kadar rahatlaticidir. Ayrica evrensel plan i¢cinde neyin son neyin baslangi¢ oldugunu

anlamak miimkiin degildir. Ablasinin caresizce ¢irpinisini, yegeninin tedirginligini stikinetle izler
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ve bilgeliginin en somut sembolii olan Sihirli Magara'yi insa eder. Sihirli Magara elbette kimseyi
kiyametten kurtaramayacaktir ama magaradan hig ¢ikmamis, dmri boyunca golgeler ile hasir nesir
olmus ablasi ve yegeni icin yok olusla yuzlesmenin acisini en aza indirgeyecek eylem magaraya

geri donmektir.

Lars von Trier, Justine karakteri ile melankolinin tiim goriiniimlerini sunarken, finalde Barok bir
tavirla onu bilgeligin en list mertebesine tasir ve bu ruh durumuna karsi bakis agisini da ortaya
koyar. Melankoli Trier i¢in ne sadece karanlik, ne sadece kayitsizlik, ne de sadece ¢aresizliktir. Onun
icin melankoli tim bu goriinlimlerin otesinde, var olusun en ¢iplak hali ile yiizlesme cesaretidir.
Yok olmanin acisi, ancak var olmanin anlamsizligini iliklerine kadar hissetmekle dinebilir. Ustelik
varliga ve yokluga kendince anlam yiikleyen insan, ilahi bilgi karsisindaki acizligini de kabullen-
meli, bu gizemli akisa teslim olmalidir; 6liim aninda kendisini sarkilar soyleyerek suya birakan

Ophelia veya iki gezegenin ¢arpisma anini gozlerini kirpmadan karsilayan Justine gibi.

P

Hakem Degerlendirmesi  Dis bagimsiz.
Cikar Catismasi  Yazarlar ¢ikar catismasi bildirmemistir.
Finansal Destek  Yazarlar bu calisma igin finansal destek almadigini beyan etmistir.

Peer Review  Externally peer-reviewed.
Conflict of Interest ~ The authors have no conflict of interest to declare.
Grant Support  The authors declared that this study has received no financial support.

Yazar Bilgileri  Pinar Tinaz (Dr. Ogr. Uyesi)
Author Details ' Fenerbahce Universitesi, iletisim Fakiiltesi, Radyo Televizyon ve Sinema Bélimii, istanbul, Tiirkiye

0000-0002-2169-4051 &4 pinartinaz@fbu.edu.tr

Isik Eflan Tinaz (Doktora Ogrencisi)
2 {stanbul Universitesi, Sosyal Bilimler Enstitiisi, Sanat Tarihi, istanbul, Tiirkiye
0000-0002-9755-3140

Kaynakca | References

Akin, H. (2014). Antikcag’dan Yenicag’a delilik, melankoli, ve cinlenme: Avrupa’da aykiri olma halleri iizerine tarihsel bir inceleme (Tez
No. 354735) [Doktora Tezi, Hacettepe Universitesi]. Yiiksekdgretim Kurulu Bagkanligi Tez Merkezi.

Alakus, A. (2021). Eski Yunan'da din ve sifa iliskisi iizerine bir arastirma. Erciyes Akademi Dergisi, Ozel Say!, 561-576.
Alighieri, D. (2011). ilahi Romedya (R. Teksoy, Gev.). Oglak Yayincilik.
Antmen, A. (2008). 20. Yiizyil sanatinda akimlar. Sel Yayincilik.

Filmvisio, (5): 87-114  [[]


https://orcid.org/0000-0002-2169-4051
mailto:pinar.tinaz@fbu.edu.tr
mailto:pinar.tinaz@fbu.edu.tr
https://orcid.org/0000-0002-9755-3140 

Lars von Trier Sinemasinda Melankolinin Goriiniimleri: Hastalik, Giinahkarlik ve Bilgelik Ucgeninde... £ Tinaz & Tinaz, 2025

Burton, R. (2009). The anatomy of melancholy. Ex Classics Project.

Casagrande, C. (2012). Giinah ve felsefe. U. Eco (Ed.), Orta Cag; katedraller, sévalyeler, sehirler icinde (s. 317-323). Alfa Yayinlari.

Comert, B. (2010). Mitoloji ve ikonografi. De Ki Basim Yayim.

Celgin, G. (2010). Eski Yunanca-Tiirkge sézliik. Kabalci Yayinlari.

Cetin, G. Y. (2020). Sosyal bir olgu olarak Hristiyanlik ve Hinduizmde asketizm. Mecmua Uluslararasi Sosyal Bilimler Dergisi, (10), 369-394.
Butler, J. (2014). Cinsiyet belasi (B. Ertiir, Cev.). Metis Yayinlari.

Diizgiiner S. (2013). Ruh-beden ve insan-askin varlik iliskisine yonelik psikolojik yaklasimin tarihi seriiveni. Marmara Universitesi ildhiyat
Fakiiltesi Dergisi, (45), 253-284.

Ferber, 1. (2016). Melankoli felsefesi: Sigmund Freud-Walter Benjamin (B. Denizci, Cev.). Sub Yayincilik.

Ficino, M. (2007). Alimlerin melankolik olmalarinin nedenleri ve bu hale nasil geldikleri. Cogito, (51), 146-155.
Foucault, M. (2017). Deliligin tarihi (M. A. Kilighay, Cev.). imge Kitabevi.

Foss, B. (2016). Sinema ve televizyon anlatim teknikleri ve dramaturji (M. Gerceker, Cev.). Hayalperest Yayincilik.
Freud, S. (2021). Yas ve melankoli (L. Uslu, Cev.). Cem Yayinevi.

Gokhan, H. (2013). 100 terimde biitiin felsefe, Kafe Kiiltiir Yayincilik.

Hochmann, J. (2013). Psikiyatri tarihi (1. Ergliden, Cev.). Dost Yayinevi.

Huizinga, ). (2019). Ortagagin sonbahari 14. ve 15. Yiizyillarda Fransa ve Hollanda’da yasam, diisiince ve sanat formlarina dair bir inceleme
(0. Diiz, Gev.). Alfa Yayinlari.

Karbay, M. (2015). Deha ile yas arasinda melankoli: antikiteden giiniimiize melankolinin muhtevalari, baskalasimlari ve politik islevleri.
(Tez No. 393429) [Yiiksek LisansTezi, Ankara Universitesi]. Yiiksek6gretim Kurulu Bagkanligi Tez Merkezi.

Kaya, M. (2013). Platon’un ruh kurami. Afyon Kocatepe Universitesi Sosyal Bilimler Dergisi, 15(1), 171-182.
Kierkegaard, S. (1997). Oliimciil hastalik umutsuzluk (M. M. Yakupoglu, Cev.). Ayrinti Yayinlari.
Kierkegaard, S. (2013). Kisiligin gelisiminde etik-estetik dengesi (i. Kapaklikaya, Cev.). Araf Yayinlari.
Kristeva, J. (2009). Kara giines depresyon ve melankoli (N. Demiryontan, Cev.). Baglam Yayinlar.

Kurtuldu, E., Derindag G., Miloglu 0., & Ozdogan, A. (2016). Tat duyu bozukluklarina genel bakis. Atatiirk Universitesi Dis Hekimligi
Fakiiltesi Dergisi, 28(2), 277-283.

Ondin, N. (2020). Rénesans diisiincesi ve resim sanati. Hayalperest Yayinlari.

Panofsky, E. (2012). ikonoloji arastirmalari R6nesans sanatinda insancil temalar (0. Diiz, Gev.). Pinhan Yayinlari.

Platon (2005a). Devlet (C. Saragoglu, Cev.). Bordo Siyah Yayinlari

Platon (2005b). Sélen (C. Cetinkaya, Gev.). Bordo Siyah Yayinlari

Sayar, K. (2017). Hiiziin hastaligi. Kapi Yayinlari.

Seven, R. (2024). Melankoli lizerine psikanalitik perspektifler: Freud’dan Butler'a. Disiplinlerarasi Sosyal Bilimler Dergisi, (16), 153-186.

Seyfeli, C. (2021). Mesih sirri: Sakramentler fikrinin kutsal kitaptaki dayanagi (Pavlus). Ortadogu ve Gé¢ Dergisi, 11(2), 332-375.

Shakespeare, W. (2007). Hamlet (B. Bozkurt, Gev.). Remzi Kitabevi.

Starobinski J. (2007). Aynada melankoli (M. E. Ozcan, Cev.). Dost Kitabevi.

Stevenson, J. (2005). Lars von Trier (S. Ozgiil, Gev.). Agora Kitapligi.

Taspinar, i., & Giizeldal, Y. (2020). Bati manastir geleneginin babasi Aziz Benedikt ve asketik 6gretileri. Akademiar Dergisi, (8), 11-45.

Teber, S. (2009). Melankoli: Normal bir anomali. Say Yayinlari.

Tercanli, A. (2022). Kral Davut ile Golyat ikonografisi lizerine karsilastirmali bir analiz. Ortadogu ve Gé¢ Dergisi, 12(1), 111-142.

Topguoglu V., Saribeyoglu S., & Goktepe, E. (1997). Bir olgu dolayisiyla erotomani kavraminin gozden gecirilmesi. Diigiinen Adam PsiRiyatri
ve Nérolojik Bilimler Dergisi, 10(3), 61-64.

Tural, M. (2017). Geg antik ¢ag’'da Hristiyan egitiminin ruhu ve manastirlarda egitim anlayisi. International Journal of Humanities and
Education, 3(2), 253-277.

Tiirkgapar, H. (2004). Melankolili depresyon. Klinik Psikiyatri Dergisi, 7(1), 20-31.

Vvirit, 0., Kokaycga, M. H., Kalenderoglu, A., Altindag A., & Savas, H. A. (2009), Karmasik bir katatoni olgusu. Klinik Psikiyatri Dergisi, (12),
51-55.

Yanat Bagcl, Y. (2021). Senaryonun yapisi. Platon Yayinlari.

Yates, F. A. (2007). Gizli felsefe ve melankoli: Diirer ve Agrippa. Cogito, (51), 170-179.

Filmvisio, (5): 87-114 [ ] 113




Lars von Trier Sinemasinda Melankolinin Goriiniimleri: Hastalik, Giinahkarlik ve Bilgelik Ucgeninde... £ Tinaz & Tinaz, 2025

Wofflin, H. (2019). Rénesans ve Barok italya’daki Barok iislubun ézii ve ortaya ¢ikisi lizerinde bir inceleme (A. Tiimertekin & N. Ulner,
Cev.). Janus Yayinlar.

Filmvisio, (5): 87-114




Filmvisio
2025, (5): 115-133

https://doi.org/10.26650/Filmvisio.2025.0002

Basvuru | Submitted 17.03.2025
Kabul | Accepted 01.06.2025

Filmvisio

Arastirma Makalesi | Research Article Agik Erisim | Open Access

Torino Ati: Nietzsche Felsefesinin Sinematografik Bir ifadesi .

The Turin Horse: A Cinematographic Expression of Nietzsche’s Philosophy ooy
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0z Bu makalede, Daniel Frampton'un Filmozofi yaklasimindan hareketle, yénetmen Béla Tarr'in Torino Ati (A torindi (6, 2011) filminde yaptig)
sinematografik tercihlerin, filmin felsefi distince Uretimine nasil katkida bulundugu incelenmistir. Calismanin temel amaci, kullanilan
sinematografik unsurlarin, film-zihin tarafindan film-disunceye nasil donusturtldigiina ve filmin felsefi boyutuna nasil katkida bulun-
dugunu belirlemektir. Bu amag dogrultusunda, filmdeki belirli sahneler iizerine ¢oziimlemeler yapilmistir. Bu ¢oziimlemeler sonucunda,
Tarr'in, Nietzsche'nin “bengi donus” kavramindaki zamansal yapiyi filmde yansitabilmek igin uzun plan-sekanslar ve tekrar eden imgeler
kullandig gorilmistir. Yonetmenin, bu tercihleriyle Deleuze'iin “kristal imge” olarak tanimladigi, kronolojik zamandan farkli olarak,
gegmis, gelecek ve simdinin i¢ ice gectigi bir zamansallig), film-dinya icerisinde gortntr kilmistir. Tarr, bu sinematografik tercihlere ek
olarak, hareketli kamera kullanimiyla sahnelere ritim ve mizansen kazandirmakta; disavurumcu isik kullanimi ve siyah-beyaz negatif
film tercihiyle ise film-dinyanin genel atmosferine karanlik ve tekinsiz bir boyut eklemektedir. Bunun gibi sinematografik tercihler,
filmin yalnizca gorsel-isitsel bir yapidan ibaret olmadigini, aksine film-zihin tarafindan felsefi bir diisinme alanina déntstirildigini
aclkca gostermektedir. Sonug olarak, Torino Ati filmi, Frampton'un filmlerin kendilerine 6zgu bicimde felsefe yapabilecegi yontndeki
savinin giiclli bir 6rnegini sunmaktadir. Tarr, minimalist ve avangart film anlayisiyla, Nietzsche'nin felsefi kavramlarini sinemasal diizleme
basariyla aktarmis; bu kavramlari film-zihin araciligiyla hem duyumsatmis hem de dustndirmustir.

Abstract This study examines how the cinematographic choices made by director Béla Tarr in The Turin Horse (A torindi (6, 2011) contribute to
philosophical thought production, drawing on Daniel Frampton’s Filmosophy approach. The primary aim of the study is to determine
how the cinematic elements employed in the film are transformed by the film-mind into film-thought and how this transformation
contributes to the film’s philosophical dimension. In line with this objective, selected scenes from the film have been analyzed. As a
result of these analyses, it has been observed that director employs long takes and recurring images in order to reflect the temporal
structure inherent in Nietzsche's concept of “eternal recurrence.” Through these stylistic choices, Tarr achieves what Deleuze describes
as the “crystal-image,” wherein the past, present, and future converge in a temporal structure that departs from linear chronological
time, rendered visible within the film-world. In addition to these choices, Tarr uses moving camera techniques to add rhythm and mise-
en-scéne to the scenes; furthermore, through expressionist lighting and the use of black-and-white negative film, he introduces a dark
and unsettling dimension to the overall atmosphere of the film-world. These cinematic strategies demonstrate that the film is not
merely an audio-visual construction, but rather, is transformed by the film-mind into a philosophical space of thought. Consequently, The
Turin Horse stands as a compelling example of Frampton'’s claim that films are capable of engaging in philosophy in their own unique
ways. Through his minimalist and avant-garde cinematic approach, Tarr successfully translates Nietzsche's philosophical concepts into
a cinematic form, and through the agency of the film-mind, both evokes and prompts reflection on these concepts.
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Extended Summary

In this study, the use of cinematography in Béla Tarr's film The Turin Horse (A torinoi 6, 2011) has been examined
within the framework of Daniel Frampton’s film-philosophy approach, known as Filmosophy. As part of this analysis,
selected scenes have been analyzed to investigate how the cinematic elements employed in the film are transformed
by the film-mind into film-thought, and how this transformation contributes to the film’s philosophical dimension.

The analysis reveals that the most prominent cinematic strategy in the film is Tarr's use of long takes and recurring
images to reflect the temporal structure inherent in Nietzsche's concept of “eternal recurrence.” Through this stylistic
choice, Tarr achieves a cinematic imagery that aligns with what Deleuze defines as the “crystal-image,” creating a
temporal experience in the film-world where the past, present, and future intertwine, departing from the linear flow
of chronological time. Consequently, Tarr effectively projects Nietzsche's concept of eternal recurrence into the film
through cinematic elements, establishing a philosophical space of inquiry via the film-mind.

Within the film’s narrative, the characters of the coachman Ohlsdorfer and his daughter, situated in an apocalyptic
world, persist in their struggle for existence despite diminishing resources and the relentless storm outside their
cabin. These characters, through their actions, reflect humanity's endless struggle against nature as portrayed within
the film-world. In this context, the characters embody Nietzsche’s concept of the “will to power” as a fundamental
affirmation of life. The daughter’s repeated act of drawing water from the well despite the storm serves as a
manifestation of amor fati (loving one’s fate and saying ‘ves’ to life) and the will to power directed toward nature.
Through the character of the daughter, the film-mind contemplates Nietzsche’s concept of the will to power. By
employing moving camera techniques and extended long takes, the film vividly captures the daughter’s routine of
drawing water amidst the violent storm, effectively reflecting her inner will to power.

Moreover, the characters symbolize the human condition in a world that, following Nietzsche’s proclamation of the
“death of god,” is deprived of any divine power that might halt the destructive flow of time. Thus, the film-mind
reflects on and visualizes the idea that time is not merely a passing phenomenon but, rather, a destructive force that
condemns humanity to eternal suffering. The use of expressionist lighting and the choice of black-and-white negative
film are also identified as key cinematic strategies contributing to the film's dark and unsettling atmosphere. The
diminishing light throughout the film is employed as an allegory of life itself, symbolizing the human descent into
darkness and helplessness in the face of time’s destructive power, following the “death of god,” within the framework
of the film-mind.

The study identifies that, through these cinematic choices, Tarr departs from classical narrative structures. Unlike
conventional narrative cinema, Tarr employs long takes, minimal camera movements, and sparse dialogue, guiding
the viewer toward a profound philosophical inquiry centered on Nietzschean concepts. By integrating these cinematic
elements, Tarr unites both realistic and poetic/lyrical qualities within the same filmic experience. While Tarr's long
takes offer a “realist” aesthetic consistent with Bazin’s theory of “deep focus,” the poetic and surreal construction of
the cinematic world simultaneously echoes the tradition of avant-garde filmmakers.

In contrast to the fast-paced editing and narrative continuity characteristic of classical cinema, Tarr's distinctive ap-
proach presents time and space with a unique rhythm, inviting viewers into a cinematic language that emphasizes the
internal dimension of events, evoking existential solitude and philosophical reflection through its poetic expression.
This article explicates this original formal structure by analyzing selected scenes from the film. The findings reveal
that Tarr deliberately distances himself from the formal conventions of classical narrative cinema in The Turin Horse.
Through the use of long takes, minimal camera movements, and sparse dialogue, Tarr transforms the viewer from a
passive recipient of narrative into an active participant engaged in philosophical reflection on Nietzsche's concepts
through film-thought. In this regard, The Turin Horse stands as a compelling example of Frampton’s claim that films
can engage in philosophy in their own distinctive ways. Tarr, by employing cinematic elements in a deliberate and
creative manner, demonstrates his position as an auteur who activates the practice of film-thinking and positions
cinema as an original medium for philosophical inquiry.
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Torino Ati: Nietzsche Felsefesinin Sinematografik Bir ifadesi

“Zaman, kekeleyen bir sonsuzluktur.”

- Umberto Eco

Bu makale calismasi film felsefesi baglaminda, Daniel Frampton’un Filmozofi yaklasimini temel
alarak, Torino Ati filmini analiz etmektedir. Bu kuramsal cerceve isiginda, ¢alismanin temel
sorunsall, Torino At filminin, sinematografik unsurlar araciligiyla kurulan film-diinya igerisinde,
Nietzsche'nin felsefe kavramlarini nasil disundigini ve bu kavramlari sahneler igerisinde nasil
yansittigini ortaya koymaktir. Bu dogrultuda, secilen sahneler, sinematografik agidan analiz
edilerek soz konusu aktarim ¢oziimlenecektir. Bu filmin amagsal orneklem olarak segilmesinin
temelinde ise, anlati yapisinin dogrudan Nietzsche'nin felsefi kavramlari Gizerine temellendirilmis
olmasi ve bu dustnsel altyapinin, film boyunca tutarli bicimde islenmis olmasi yatmaktadir.
Tarr, avangart ve minimalist Uslubuyla, Nietzsche'nin felsefesine bir¢ok filminde yer vermis olsa
da Torino Ati, bu filmler arasinda, bu dusiinsel temalari en acik ve yogun sekilde isleyen yapit

olmasiyla one ¢ikmaktadir.

Tarr, soz konusu avangart ve minimalist film anlayisiyla, Avrupa sanat sinemasi icerisinde yer
alan, onemli auteur yonetmenlerden birisidir. Andras Balint Kovacs (2010, s. 147), Modernizmi
Seyretmek eserinde Tarr'i; Jim Jarmusch, Aki Kaurismaki ve Abbas Kiyariistemi gibi minimalist
auteur yonetmenler icerisinde degerlendirir. Kovacs bu yonetmenlerin, 1990’larda modern mini-
malist sinemanin gerilemesine ragmen, bu gelenege uygun filmler iireterek, minimalist sinemayi
giinimiize tasidiklarini vurgular. Bu yonetmenlerden bircogu giiniinlizde de minimalist filmler
uretmeye devam etmekte ve bu filmleriyle uluslararasi film festivallerinden odiiller kazanmak-
tadirlar. Aki Kaurismaki’'nin Sararmis Yapraklar (Koulleet Lehdet) filmiyle, 2023 yilinda Cannes Film
Festivali’nde almis oldugu “Jiiri Odiili” buna bir 6rnektir. Tarr ise, 1977 yilinda cekmis oldugu ilk
uzun metraj filmi Aile Yuvasi (Csaladi tiizfészseR) ile basladigi yonetmenlik kariyerini siirdirmeme
kararini almistir. Tarr, Londra’daki Adam (A Londoni Férfi, 2007) filminden sonra yapmis oldugu
basin aciklamasiyla, gelecek uzun metraj filmi ile yonetmenlik kariyerini sonlandiracagini duyur-
mustur. Kariyerinin zirvesindeyken ve filmleri diinyanin onde gelen festivallerinde gosterilirken
yonetmenin boyle bir karari almasi, sinema dunyasinda saskinlikla karsilanmistir. Tarr'in son uzun
metraj filmi ise, 2011’de gosterime giren Torino Ati (A torindi 16) olmustur. Tarr, son filmi Torino

At'nin senaryosunu Macar yazar Laszlo Krasznahorkai ile yazmistir. Senaryo, filozof Friedrich
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Nietzsche'nin 3 Ocak 1889 tarihinde, Torino’da basina gelen bir olaydan ilham alinarak yazilmistir.

Filmin basinda bu olay, dis ses ile seyirciye aktarilir:

“Nietzsche postaneden mektuplarini almak amaciyla Carlo Alberto ile alti numarali evinden
disari gikar. Bu sirada ondan pek de uzak olmayan bir mesafede, iki tekerlekli bir at arabasi
surticlisi inatgl bir atla ugragsmaktadir. Suriiciiniin tim aceleciligine ragmen at, hareket etmeyi red-
deder. En sonunda suriicliniin sabri tasar ve ati kirbaclamaya baslar. Nietzsche, sinirden kopiiren
bu adamin gaddarligina bir nokta koymak ister; olayin gerceklestigi yere giderek kollarini atin
boynuna dolar ve aglamaya baslar. Alberto, Nietzsche'yi aceleyle eve goturiir. Nietzsche sonraki
iki giin boyunca divanin lizerinde sessiz bir sekilde yatar. iki giin sonunda ise son sozlerini soyler:
“Anne, ben bir aptalim” (Mutter, ich bin dumm). Bu sozlerinden sonra sessiz, uysal ve bunalmis bir

vaziyette annesi ve kiz kardesi ile bir 10 yil daha yasamistir. Ata gelince, bildigimiz bir sey yok.”

Marijeta Bradic’e gore (2024, s. 134), Tarr'in hayvan imgesi dahil belirli imgelere odaklanmasinda,
Krasznahorkai’'nin etkisi buyuktur. Bu iki sanatgl, uzun yillar suren is birliklerine imza atmislardir.
Tarr, olgunluk doneminde Krasznahorkai'nin bircok romanini sinemaya uyarlamistir. Bunlar
arasinda Seytan Tangosu (Satantango, 1985) ve Karanlik Armoniler (The Melancholy of Resistance,
1989) 6ne ¢ikmaktadir. Bu is birligi, Krasznahorkai'nin diizyazisina 6zgii belirgin unsurlari sinemaya
tasimistir. Bunlar kiyamet atmosferi, zamanin agir ilerleyisi ve yogun hayvan imgeleridir. Tarr bu
motifleri, kendi Uslubunca filmlerine yansitir. Torino At filminde ise kullanilan bu gibi motifler,

Nietzsche'nin felsefesine isaret etmektedir.

Filmde Nietzsche'nin felsefesi alegorik olarak, at arabacisi Ohlsdorfer, kizi ve atlariyla birlikte
her giin vermis olduklari varolus miicadelesi tizerinden aktarilir. Baba ve kizi, bozkirin ortasinda bir
kullibede yasarlar. Kuliibenin disarisinda bitmek bilmeyen bir firtina vardir ve siddetini her gecen
giin artar. Bununla birlikte, evin icerisindeki ates ve erzak her gecen giin azalir. Yok olusa dogru
suriiklenen ev ve onun sakinleri, tipki entropi tarafindan yok olmaya giden kozmosu animsatir.
Fransiz filozof Gaston Bachelard (2023, s. 35) da evin gercek anlamda bir kozmos olduguna deginir.
Bachelard, ev ile ilgili sunlari soyler: “Ev olmasa insan dagilmis bir varlik olurdu. Ev, insani gokten
inen firtinalara karsi korudugu gibi, yasamdaki firtinalara karsi da ayakta tutar” (Bachelard, 2023,
s. 38). Ev, tipki ana rahmi gibi, insani dis kotiiliiklerden korur. Ancak filmdeki kuliibe, zamanla bu
koruyucu islevini yitirir ve glivenli bir siginak olmaktan uzaklasir. Kése ve Alanka'ya gore (2014, s.
26), kuliibenin bu islev kaybi, Nietzsche’'nin “tanri 6ldi” soylemiyle dogrudan iliskilidir. Diizenin
ve anlamin yitirildigi, metafizik dayanaklarin ¢oziildigi bu diinyada, artik hicbir siginak mutlak

giivenli sayilamaz. Bu baglamda, bu metafizik ¢cokusi sinematografik bir dille nasil aktarildigini ele
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almadan once, filmin disiinsel temelini olusturan, Nietzsche’'nin kavramlarina deginmek yerinde

olacaktir.
Nietzsche Felsefesinde iki Temel Kavram: “Tanri Oldii” ve “Bengi Doniisii”

Nietzsche'nin felsefesi buyiik dl¢lide, “tanri 0ldi” soylemi lizerinden sekillenir. Nietzsche, “tanri
oldu” soylemine ilk defa Sen Bilim'de yer verir. Bununla birlikte, Boyle Buyurdu Zerdiist kitabinin
basinda da bu konuya deginir. Zerduist, ormanda karsilastigl ermise, ormanda ne yaptigini sor-
dugunda “Sarkilar yapar ve soylerim, sarkilar yaparken de giiler, aglar ve mirildanirim: boylece
tanriyl overim” cevabini alir; Zerdiist bu cevaptan sonra soyle distinir “Olacak is mi bu? Yasli
ermis, ormanda heniiz duymamis tanrinin 6ldigiini” (Nietzsche, 2022, s. 6). Nietzsche'ye gore
tanrinin olim, geleneksel metafizigin ve klasik ahlak anlayisinin ¢okiisi ifade etmektedir. Grayling
(2019, s. 317) The History of Philosophy kitabinda bu sozii, benzer sekilde, sdyle yorumlar: “(...)
Buna gore ‘Sen Bilim'de ‘tanri oldi’ agiklamasi sadece ateist bir iddia degildir, teizmin temelleri
uzerine insa edilen her seyin ¢oktuguniin de bir ilanidir” Bu degerlerin ¢okiisi, kaginilmaz olarak
nihilizmle sonuglanmistir. Nietzsche (2010, s. 48) bu durumu Gii¢ istenci’'nde “Nihilizm bir neden
degil, sadece ¢okiisiin mantiksal sonucudur” diyerek ifade eder. Bu mantiksal sonug ise Aydin-
lanma diistincesidir denilebilir. Bati’da ozellikle 18. yiizyilda ivme kazanan Aydinlanma dustincesi,
bircok siyasi ve dini otoritenin gliciini yitirmesine neden olmustur. Aydinlanma dustincesi, evreni
anlamlandirmak icin bilimsel bakis agisini benimsemistir; bununla birlikte, tanri kavrami ya tama-
men reddedilmistir ya da tanri evrene miidahale edemeyen bir seyirci konumuna yerlestirmistir
(Cevizci, 1999, s. 89). Boylece, Bati'daki bu dekadans, nihilizmi “mantiksal bir sonu¢” olarak ortaya

cikarmistir.

Nihilizm, bircok alanda oldugu gibi, zaman kavramini da koklu bir sekilde degistirmistir. Zaman
eskiden, tanridan akiyor ve ona geri donuyordu; daimi olusuyla tanri, zamanin manasizligina
son veriyordu (Savater, 2008, s. 117). Hristiyanlar diinyadaki acilari, tanrinin birer sinavi olarak
goruyorlardi; onlar bu sinavdan gecerek, zamanin yikiciigindan mureffeh, cennette sonsuz bir
yasama kavusacaklarina inaniyorlardi. Nietzsche, Hristiyanlik inancindaki bu varligin askin ve
degismez metafizik kabuliiniin kokenini, Platon ve Sokrates'e dayandirir; ona gore, Sokrates'le
birlikte baslayan bu metafizik “yanilg”, 6grencisi Platon araciligiyla aktarilmis ve surdiriulmustir.
Nietzsche (2023, s. 25) Putlarin Alacakaranligi eserinde bu durumu su sozlerle dile getirir:
“Sokrates bir yanilgiydi: tum iyilesme ahlaki, Hristiyanlarinki dahil, bir yanilgiydi..” Platoncu-
Hristiyan metafizik kabuliine karsit olarak Nietzsche, “bengi donus” anlayisini koyar. Nietzsche bu
distincesiyle, daimi hareket eden, degisen bir enerji anlayisini benimser. Boylece, aktivite ve siireg

Nietzsche'nin anlayisinda, temel kavramlar haline gelir. Nietzsche'nin bu teorisinin sonucu, sonsuz
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zaman igerisinde her seyin -clinkli atom sayilari ve onlarin konfigiirasyonlari sonlu- mutlak bir
sekilde, kendine 6zdes olarak, tekerriir edecegi fikridir (Pfeffer, 1965, s. 179). Nietzsche (2022, s. 155)
bu “sonsuz tekrar” fikrine, edebi bir dille, Béyle Buyurdu Zerdiist'te yer verir: “(...) Geriye uzanan bu
uzun sokak: bir sonsuzluk barindiriyor. Ve ileriye uzanan su uzun sokak: o da bir baska sonsuzluk
(...) ‘Diiz olan her sey yalandir’ diye homurdandi ciice, asagilamayla. ‘Her hakikat egri biigriidiir,
zamanin kendisi de bir cember.” Nietzsche, acilardan kagmayi saglayan bir “ote diinya” inancinin
yerine varolusun sonsuz dongustini koyar ve bu sonsuz dongiiniin getirmis oldugu varolus acisinin
kabullenilmesini ister. Richard Schacht (2024, s. 324), Nietzsche’'nin bengi doniisii diisiincesine
yonelmesindeki bu nedeni, su sozlerle agiklar: “Bu fikri benimsemesinin sebeplerinden biri, bu
fikrin diinyanin bir tir cizgisel, teleolojik anlamda gelistigi, bir tiir onden tesis edilmis nihai
erege veya son-duruma dogru ilerledigi yollu butiin gorusleri tam tekmil reddini bir darbede
ifade etmesinin mimkiin kilmasidir” Nietzsche'nin varolusundaki bu yaklasim, “yeni degerler”
icin ddenmesi gereken bir kefalet gibidir. Allan Megill'a (2022, s. 55) gore ise Nietzsche’nin amaci,
killttire bir duygu ve eylem dolayimsizligini bu dusiince yoluyla yerlestirebilmektir. Nietzsche

(2003, s. 80) ise amacini, Ecce Homo eserinde su sozlerle agiklar:

“Benim odevim, insanligin en yiliksek asamada kendi benligini kavrayacagi, geriye doniip baka-
cagl, ileriye bakacagi, rastlantinin, papazlarin egemenliginden kendini kurtaracagi, nigin, neden
sorunlarini ilk kez bir biitiinliik icinde ortaya koyacagi bir ani, blyilik ogle'yi saglamaktir, ddevim

boyle bir anlayisin zorunlulugu ile baglantilidir, onun sonucudur.”

Nietzsche (2021, s. 14) Tan Kiziligi eserinde, eski degerlerin artik tamamen c¢iiriidiigiind,
inanmaya degmez duruma geldigini vurgular ve “bliyiik o0gle” olarak tanimladigl bir donemin
gerekliligini savunur. Bu asama onun icin “degerlerin yeniden degerlendirildigi” ve “yeni deger-
lerin” yaratildigi bir esik asamasini temsil etmektedir. Nietzsche (2021, s. 128) lyinin ve Kotiiniin
Otesinde'de bu hedefi acikca dile getirir: “Umutlarimizla nereye varacagiz peki? Yeni felsefecilere,
baska bir secis hakki yok; yeterince guiclii ve ozgun tinlere, karsit degerlendirmeleri baslatip ‘ebedi
degerleri’ yeniden degerlendiren, bas asagl eden; gelecegi haber edenlere (...)" Nietzsche, felse-
fesini tam da bu amag dogrultusunda sekillendirmis ve ¢coken eski degerlere karsi, yasami yiicelten
yeni degerleri savunmustur; onun zaman ve varlik kavramsallastirmalari da eski degerlerin yerine,

yeni degerlerin yaratilmasina yoneliktir.

Nietzsche’'nin bu felsefe yaklasimi, kendinden sonraki bircok filozofu ve sanatgiyr derinden
etkilemistir. Ornegin Cek yazar Milan Kundera’nin, Var Olmanin Dayanilmaz Hafifligi romaninin
iizerine kurulu oldugu ana temalardan birisi bengi doniis kavramindir. Kundera (2023, s. 11),

romanina su sozlerle baslar: “Ebedi doniis diistincesinde gizemli bir yan vardir ve Nietzsche oteki
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dustnirleri sik sik sasirtmistir bu dustincesiyle; dusuniin bir kere, her sey tipki ilk yasandigi

|"

bicimiyle yineleniyor ve yinelenmenin kendisi de sonsuza kadar kosuluyla yenileniyor!” Kundera,
bu sonsuz dongu anlayisinin, butiin guzellik, yiicelik arayisini bosa ¢ikardigini ve varolusa kattigi bu
“hafiflikle”, “mutlak anlamin” kaybolmasina neden oldugunu soyler. Kundera disinda edebiyatta,
Thomas Mann, Jorge Luis Borges, Herman Hesse gibi yazarlar, bu sonsuz dongi fikrini eserlerinde,

acik ya da kapali bir anlatimla islemislerdir denilebilir.

Tarr ise bu dongiusel, yikici ve tekdiize varolusu, kendi 6zgiin sinemasal uslubuyla, Torino Ati
filminde insa ettigi film-dunya araciligiyla yansitir. Bu baglamda, yalnizca anlatinin degil, tim
sinematografik unsurlarin da bu dustinsel yapiyr goriiniir kilmak amaciyla bilingli bir sekilde

yapilandirildig goriilmektedir.
Makalenin Yontemi ve Amaci

Giris bollimiinde belirtildigi lizere, bu makale ¢alismasi, Frampton’un “Filmozofi” yaklasimini
temel almakta ve film analizini bu gerceve icerisinde gerceklestirmektedir. Frampton (2022, s. 20) bu
yaklasimini su sozlerle agiklar: “Filmozofi, filmi bir tiir disinme olarak ele alir, film-varliga ve film
bicimine dair bir kuram gelistirir. Filmozofinin film-varlikla ilgili temel kavrami, deneyimledigimiz

imaj ve seslerin kuramsal yaraticisi olan ‘“film-zihin'dir.”

Frampton, film-distinmenin, film-zihin tarafindan, yani filmin kendisi tarafindan, gerceklestir-
ildigini vurgular. Ona gore, film-zihnin distinmesi icin bir film-diinya gereklidir. Film-diinya ise
yonetmen tarafindan, cercevesi net bir sekilde cizilerek tasarlanir, yani “Film-diinya dustinulup
tasarlanmis ve diizenlenmis bir diinyadir” (Frampton, 2022, s. 19). Yonetmen film-diinyayi; imajlar,
kadrajlar, renkler, cekim olcekleri, ses efektleri vb. bicimsel unsurlardan yararlanarak olusturur
ve film-zihnin distinme kapasitesini belirler. “Odaklama, kurgu, kamera hareketi, ses, kadraj...-

bunlarin hepsi anlatilmakta olan 6ykii ile belli bir iliskiyi ‘diisiiniir”’(Frampton, 2022, s. 25).

Frampton'in Filmozofi ile vurgulamak istedigi temel diisiince, filmlerin kendilerine 6zgl bicim-
lerde felsefe yapabilme potansiyeline sahip oldugudur. Frampton (2022, s. 26) “Filmin felsefeye,
yeni turde bir duslince ekleyebilecegini kabul etmemiz gerekir” diyerek, bu disiincesini agik¢a
belirtir. Bu baglamda film, seyirciyi felsefi sorgulamalara dahil eden bir diisinme pratigi olarak da
konumlanir. “Nihayetinde her tur film-diisinme kavrami, seyircinin film araciligiyla diusiinmeye,

yeni diislinceler iiretmeye sevk edildigi savinin yoriingesindedir” (Frampton, 2022, s. 154).

Frampton (2022, s. 217) Filmozofinin temel kavramlari dogrultusunda, filmleri ¢oziimleyerek,
filmlerin 0zglin duslinme siireclerini nasil ortaya koyduklarini gostermistir. Bu baglamda, bu calis-

mada da Filmozofinin kavramlarindan yararlanilarak, amagsal orneklem olarak segilen Torino Ati
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filmi analiz edilecek ve filmin bir felsefe yapma pratigi olarak nasil isledigi ortaya konulacaktir.
Boylece film-zihnin, Nietzsche'nin felsefi kavramlarini nasil diisiindiigii ve bu kavramlari, Tarr'in

insa ettigi film-diinya araciligiyla nasil goriinir kildigr agiklanacaktir.
Torino Atr'nda Film-Diisiincenin Bigimlenisi

Sinematografi yonetmenlerin objektif se¢cimi, ham film tercihi, kameranin konumu, kameranin
sahne icerisindeki hareketi ve 1siklandirma gibi konularda bulundugu tercihler sonucunda olusur
(Barnwell, 2011, s. 126). Sinematografik tercihler, bir filmin atmosferini, anlatisini ve seyircinin
duygusunu dogrudan etkileyen en temel unsurlar icerisinde yer alir. Bu nedenle, neredeyse
her yonetmen, anlatmak istedigi hikayenin icerigine uygun ve onu destekleyen bir bigimi,
sinematografik unsurlar araciligiyla filmin geneline yaymaya calisir. Tarr da bu yonetmenlerden
birisidir. Tarr, Torino Ati filminde, zamanin yikiciligini film-diinya icerisinde olusturmak icin bircok
sinematografik tercihte bulunur. Tarr'in bu sinematografik secimlerin basinda, anlatinin karanlik
atmosferiyle uyumlu olarak, bircok filminde tercih ettigi gibi, 35 mm siyah-beyaz negatif film
kullanmasi gelmektedir. Andras Balint Kovacs, Tarr sinemasi lizerine yazmis oldugu Bela Tarr Sine-
masi: Cember Kapanir eserinde, yonetmenin bu bazi tekrarlayan sinematografik unsurlarina yer
verir. Kovacs, ozellikle Tarr'in 1990’larda gelisen Steadicam teknolojisini filmlerine yer vermesiyle
birlikte, filmlerinde kamera hareketlerinin artisa gectigini vurgulamaktadir; bu oran konusundaki
tek istisna ise en son filmi Torino Ati’dir. Bu filmde Tarr daha stabil bir kamera kullanimini tercih
eder; filminin sadece %30’'unda kamera hareketli kullanilir, bu oran onceki t¢ filminde soyledir:
Santango (1994) %60, Karanlik Armoniler (2000) %70, Londra’dan Gelen Adam (2007) %75 (Kovacs,
2015, s. 123).

Tarr sinemasindaki uzun ¢ekimlerin artisinda ise, boyle bir istisna yasanmamaktadir. Tarr her
filminde artan bir ¢ekim uzunluguna yer vermistir. Bu agidan bakildiginda Torino Ati, 2014 yilina
kadar cektigi filmler arasinda, ortalama 240 saniye ¢ekim uzunluguyla, Tarr'in en uzun ¢ekim
uzunluguna sahip filmidir; bu orana en yakin filmi ise, ortalama 219 saniye ¢ekim uzunluguyla, bir

onceki filmi Londra’dan Gelen Adam’dir (Kovacs, 2015, s. 121).

Tarr bu gibi sinematografik anlati unsurlarini kullanarak zor bir isi basarir ve hem gercekci hem
de siirsel/lirik ozellikleri ayni anda filmin icerisinde, bir¢ok filminde oldugu gibi bir araya getirir.
Kovacs (2015, s. 70), Tarr'in gercekgi ve siirsel unsurlari bigimsel olarak bir araya getirmesinde,
bu “asiri uzun” ¢ekimlerinin 6nemine ozellikle dikkat ¢eker ve uzun ¢ekimlerin etkisini soyle dile
getirir: “Bir uzun sureli cekimin temel etkisi, 6zellikle hareketli kamerayla iliskili oldugunda, insan

bakisinin strekligine oykiinmektedir. Tabii bu bakis ice bakis olabilir veya dis diinyaya yonelebilir,
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sadece gercek olanlari degil her tiirden ortami gosterebilir” Tarr'in uzun ¢ekimleri, Bazin’in alan
derinligi kuramiyla uyumlu olarak “gercek¢i” bir yapi sunarken, kurulan sinemasal diinyanin
“siirsel” ve “gercekustulicli” yapisiyla da Luis Bunuel, Abel Gance, Fritz Lang gibi avangart yonetmen-
lerin filmlerine oykiinir. Tarr'in Torino At filminde, bu gercekgi ve siirsel unsurlar, Nietzsche'nin
dustinceleri etrafinda sekillenir ve yonetmene 0zgii sinematografik kullanimla seyirciye aktarilir.
Tarr'in, Torino At filminin agilisinda yer verdigi uzun plan-sekans da filmin tamamina yayilan bu

uzun ¢ekimlerin ilk ornegidir. Bu sahneyle Tarr, filmin genel ritmini ve atmosferini agilista sunar.

Gorsel 1
Filmin agilis sahnesi (00:03:38)

Dort buguk dakika siiren bu plan-sekansta kamera, alt agidan, ati ve sahibini ¢ceker. Bu uzun
plan-sekansin yani sira, filmin siyah-beyaz yapisi, hikayenin kasvetli atmosferini ilk plandan
itibaren guclu bir sekilde yansitir. Tarr, bu agilis plan-sekansla, film-diunyanin bicimsel yapisini

ortaya koyar ve film-zihnin zamani nasil duyumsadigini seyirciye gosterir.

Filmin hikayesinin blyik bir boliimi, at arabacisi baba ve kizinin, giinliik rutinlerini izledigimiz
kullibede gecer. Bazi sahnelerde, yemek yemeyi ve hareket etmeyi reddeden, yasama iradesini
yitirmis atin bulundugu ahira gegilir. Film-zihnin odaginda genel olarak baba ve kizin kuluibedeki
yasami bulunur. Baba ve kiz ise birbirlerinden kopuk karakterlerdir. Baba ve kizin arasindaki
iletisimsizligi ve kopuklugu bicimsel olarak yansitmak i¢in genellikle bu iki karakter ayri kadra-
jlarda konumlandirilir. Birlikte olduklari genel agilarda ise Tarr onlari, birbirlerinden uzak nokta-

larda konumlandirir ve aralarindaki bosluga nesneler yerlestirerek set ceker.
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Gorsel 2
Kuliibe (01:01:31)

Film-zihin, karakterlerin bunalimli ruh hallerini film-diinyada yer alan pencere, kapi gibi
mekandaki esyalar araciligiyla duyumsar ve disiiniir. Fotografcilikta, “dogal cerceveleme” olarak
adlandirilan bu kompozisyon bicimi, film-zihin icerisinde bir anlam kazanir. Bu cerceveleme
icerisinde karakterlerin konumlandirilmasi, onlarin i¢sel sikismisliklarini hissedilmesini saglar ve

film-diinyanin kasvetli atmosferini, bicimsel diizlemde pekistirir.

Gorsel 3

Cerceve icerisinde cerceve (02:08:17)

Bu karanlik atmosfer, sesin yaratici kullanimiyla daha da gliclenir. Filmin ses paleti, firtinanin
ugultularini ve tiz melodileri harmanlayarak 0zgiin bir isitsel doku olusturur. Neredeyse hig
kesilmeden, arka planda yankilanan siddetli riizgar sesi, filmin kasvetli havasini pekistirir. Mihaly
Vig'in besteledigi muzikler ise, filmin ses diinyasinin bir diger yapi tasidir. Tayla Berger ve Jonathan
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Berger (2014, s. 9) “Not with a Bang... Silence, Noise and Musical Nihilism in Bela Tarr’s A torin6i
6" makalesinde, filmdeki partisyonlarin tamaminin diyatonik oldugunu ve tarih boyunca kadere
boyun egme, aci ve istirap ile simgesel bir bag kurmus si minor tonundan hi¢ sapmadigini belirtir.
Bu kullanim, filmdeki muziklerin tipki karakterlerin giinliik ritiiellerine tutsak olmalari gibi, si

minore tutsak olmasini ifade eder.

Film-zihin, film-diinyadaki, baba ve kizinin kuliibedeki bu giinliik rutinlerini (giyinmeleri,
patates yemeleri, ates yakmalari, kuyudan kuliibeye su tasimalari, icki icmeler vb.) uzun plan-
sekanslarla ve birbirini tekrarlayan sahnelerle gosterir; boylece film-dusiinls, Nietzsche'nin bengi
doniisl kavramini, imgesel boyutlarda ele alir ve seyirciyi bu kavram tizerine diisundiirir. Paolo
Stellino’nun (2024, s. 235) “Nietzschean Themes in Béla Tarr’'s The Turin Horse” makalesinde
belirttigi gibi, birbirlerini tekrar eden giinliik rutinlerin kurguda verilmesiyle yaratilan dongiisel-
lik, Nietzsche’'nin bengi donusu kavramina isaret eder. Nietzsche'nin bu kavrami ise, ozellikle
Herakleitos'un ontolojisinden izler tasir. Herakleitos igin varlik, ebedi bir devinim icerisindedir; bu
devinim ise ‘arkhe’ olarak gosterdigi “atesin” ‘logos’a uygun olarak, yanip sonmesiyle gerceklesir.
Herakleitos atesin bu sonsuz devinimini su sozle agiklar: “Her sey atese donlisiir ve ates her
seye. Esyanin altinla ve altinin esya ile takas edilmesi gibi” (Herakleitos, 2016, s. 103). Nietzsche,
Herakleitos'un bu olus temelli felsefesini, kendi felsefesine yakin bulur ve Platon Oncesi Filozoflar

kitabinda Herakleitos’un olus temelli felsefesini su sozlerle agiklar:

“Herakleitos’un sezgisi: “O” diyebilecegimiz hicbir sey yoktur. Herakleitos varligi reddeder. Olani
ve akip gideni bilir (...) Fakat olan, sonsuz doniisiim halindedir ve bu sonsuz doniisiimiin yasasi
kesinlikle “Bir"dir, yani ates (...) Dolayisiyla, Herakleitos yalnizca Biri goriir ama Parmenides’inkinde
tam ters bir anlamda. Seylerin bitun nitelikleri, biitun yasalar, her dogum ve olum Birin varolusu-

nun surekli tezahuiriidiir (Nietzsche, 2022, s. 192).”

Adrian Bardon (2023, s. 10) Herakleitos'un bu zaman kavrayisiyla, idealist felsefeden ayristigina
ve zamani dogaya ickin, nesnel bir siire¢ olarak belirledigine dikkat ceker. Deleuze (2010, s. 46)
de Nietzsche ve Felsefe eserinde, Herakleitos'un presokratikler arasinda olus temelli felsefesiyle
farkli bir yere konumlandigini vurgular; bu agidan, Nietzsche’'nin bengi donlisi kavraminin temelini
olusturdugunu savunur ve sunlari soyler: “Presokratikler arasinda bile belki yalnizca Herakleitos
olusun ‘yargilanmadigini’, yargilanamayacagini ve yargilanmasi gerekmedigini, yasasini baska bir
yerden almadigini, ‘hakli’ oldugunu ve yasasini kendinde barindirdigini biliyordu.” Bu baglamda,
kuliibedeki atesin giin gectik¢e zayiflamasi ve sonunda soniimlenmesi, Nietzsche’'nin bengi donuisu
kavramina temel olusturan, Herakleitos'un atesin devinimi lizerinden ifade ettigi, dogaya ickin ve

dongusel zaman anlayisinin bir metaforudur. Altinci giine gelindiginde, gaz lambasinin i¢indeki
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yag dolu olmasina karsin yanmamasi, “atesin” bitiinliyle sonusiini, yasamin nihayete erisini ve
yeni bir dongilinun esigine varildigini simgeleyen en belirgin gostergedir.

Gorsel 4
Filmin basi (00.25.32)

Gorsel 5
Filmin sonu (02.20.46)

Film icerisindeki donglisel zaman kullanimi, Deleuze'un zaman-imge kavramiyla da ortusur.
Deleuze filmleri, hareket-imge ve zaman-imge olarak ikiye ayirir. Hareket-imge filmleri genel olarak
klasik anlatiya sahip filmlerdir denilebilir; bu filmlerde zaman, cizgisel bir akis icerisinde sunulur.
Buna karsilik zaman-imge filmleri, zamani ge¢mis, simdi ve gelecek olarak bolmez; zamanin
dogrudan imgesiyle, zaman bitiinliiklii olarak verilir (Rushton, 2023, s. 80). Deleuze (2021, s. 122)
zamansal katmalarin boyle bir arada olusunu “kristal imge” kavramiyla agiklar: “Kristal, artik

zamanin hareket kaynakli dolayli bir imgesini degil, dolaysiz bir zaman-imge aciga ¢ikar. Zaman
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soyutlanamaz, daha iyisini yapar: hareketle olan tabiiyetini tersine cevirir (...) Zaman ayni anda
simdinin ge¢mesini saglar ve ge¢cmisi kendinde korur.” Deleuze, filmlerinde kristal imaj bulunan
Alain Renoir, Max Ophiils, Federico Fellini gibi yonetmenlerin, gecmis ile simdiyi, virtiiel ile aktiel
zamani bir ve ayni olarak gordiiklerini belirtir; bu durumun da “dairesel zamani” olusturdugunu
ve boylelikle ge¢misle simdinin kusursuz bir baglilik sagladigini vurgular (Bogue, 2021, s. 142).
Tarr da zamanin boylesi bir kristal imgesini olusturarak, Nietzsche'nin bengi doniis kavramindaki
donguselzamansalligini film-diinyada yansitmayi basarir. Birbirini tekrarlayan bu dongiisel imajlar
gecmisi, gelecegi ve simdiyi i ice sunar. Bununla birlikte, Deleuze'in Fark ve Tekrar (2021) kitabinda
vurguladig gibi, Nietzsche'nin bengi donus kavrami ayninin “basit bir tekrar1” degildir; aksine, her
donus kendi icerisinde “farki” da barindirir ve boylece tekrar, farkin yeniden uretildigi yaratici bir
surec halini alir. Deleuze bu sureci su sozlerle ifade eder: “Ebedi doniisiin hem bas dondiiriici
bir hareket oldugunu, genel olarak Ayni'nin donlisiine sebep olmaksizin, yarattigi gibi disar atan,
iirettigi gibi yikan bir segme kuvvetini haiz oldugunu unutsaydik ondan geriye ne kalirdi?” (Deleuze,
2021, s. 32). Bu baglamda film-zihinde tekrar eden imajlar ve sahneler tam olarak aynilik icermez;
aksine, plan-sekanslar iclerinde farkliliklari barindirir. Ranciére (2020, s. 64) de filmde, ¢ok kiiglik
degisikler iceren bir surekliligin bulundugunu ifade eder; ona gore, Tarr'in kullandigi plan-
sekanslar, sirekliligin dogasina saygl duyan yapilariyla, bu kiciik degisimler iceren surekliligin
filme aktarilabilmesini mumkin kilar. Bu sayede film-zihin, kaynaklarin giderek azaldigi ve yok
olusa dogru suruklenen bir evren tasviri sunarken, ayni zamanda tekrar eden gunliik rutinlerle,

zamanin donguselligini aktarir.

Film-diisiinceyi harekete geciren bir diger sinematografik tercih ise, bazi plan-sekanslarda
kullanilan, hareketli kameradir. Hareketli kamera kullanimi, seyirciyi sahnenin igerisine ceker ve
bununla birlikte kameranin karakterlere yakinlasip uzaklagsmasiyla sahneye ritim kazandirir. Bu
hareketli kamera kullanimlari, filmin sadece %30'unda bulunur. Tarr i¢in bu hareketli kamera
kullanimlari mizanseni kurmada, sahne i¢i ritmi olusturmada ve siirdirmede biiyiik bir oneme

sahiptir. Komsunun kullibeye geldigi sahne, hareketli kamera kullaniminin, en agik ornegidir.

Film boyunca, baba ve kizin yasamis oldugu kuliibeye gelen tek kisi, ‘patikas’t (Macar votkasi)
biten bu komsularidir. Onlardan patikas isteyen komsulari, uzun bir monologa baslar. Bu sahnedeki
monologu plan-sekans ile veren Tarr, ayrica kamera hareketlerini etkili bir sekilde kullanir.
Steadicam ile ¢ekilen bu sahnede ilk 6nce kamera, kizi takip eder. Kiz komsuya patika doldururken
kamera odagini, masadaki baba ve komsuya kaydirir; daha sonra kamera, onlara dogru yavasca
yaklasmaya baslar. Disaridan gelen komsunun soylemleri, Nietzsche’'nin felsefe argimanlarinin

nou

birer tekrari gibidir. Ozellikle komsu, Nietzsche’'nin, “tanri 6ldi”, “glic istenci” ve filmin Gstiine
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kurulu oldugu “bengi doniis” kavramlarina asagidaki ifadelerle atifta bulunur, “(...) dokunma ve
elde etme ve neticesinde de yozlastirma. Asirlardir bu sekilde devam ediyor. Surer, surer ve stirer.
Sadece bu bazen gizli gizli, bazen kaba bir sekilde... Tek degismeyen sey bu durumun devam
etmesi.” Kamera komsunun yakin ¢cekimine (close-up shot) dogru gecis yapar ve boylece sdylemin
vurgusunu artirir. Komsunun “..ve tanri veya tanrilar olmadigini anlamak ve kabul etmek zorunda
kaldilar” sozlerinde kamera, yaklasma hareketini tamamlayarak yakin ¢cekime gecis yapar. Boylece
genel bir acidan, giderek komsunun yakin ¢cekimine dogru kesintisiz bir gecis yapilir ve sahnenin

ritmi ile mizanseni olusturulur.

Frampton’un belirtigi gibi film-zihin, bu sahnede de oldugu gibi, karakterler tizerinden diistince
eylemini gerceklestirebilir. Boylelikle, karakterlerin diyaloglari kurulan mizansen icerisinde, filmin
temel anlamini olusturan diisiinceye eklemlenir. “(...) Filmozofinin organiklestirmeye ve genislet-
meye calistigl da mizansen geleneginin iste bu yonudir: Yani, filmin hep karakterlerini ve
nesnelerini disiindiigl, bu disinmenin de bizzat filmin dramatik ve diisiinceye bagli yonelimi

oldugu fikri” (Frampton, 2022, s. 147).

Gorsel 6
Amors Plan (01:04:09)

g
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Gorsel 7
Yakin plan (Close-up shot) (01:05:12)

Hareketli kamera kullaniminin bir diger ornegi ise, Ohlsdorfer’nin kizinin kuyudan su almaya git-
tigi sahnelerde gorulur. Hareketli kameranin buradaki kullanimi, kulibenin disarisindaki firtinanin
siddetini seyirciye etkili bir sekilde aktarir. Buna ek olarak, Tarr firtinaya ragmen kizin kararlilikla
kuyuya dogru ilerleyisini gostererek, Nietzscheci anlamda yasama iradesinin, “gli¢ istencinin” bir
temsilini ortaya koyar. Nietzsche (2010, s. 409) “giic istenci” kavramiyla, her varligin giiciinii artirma
ve genisletme yoniindeki temel istencini vurgular: “Benim fikrim, her spesifik bedenin, uzayin
tamamina hakim olmak ve giiciinii (giic istencini) artirmak ve bu artisa direnenleri timiini geri
puskirtmek icin caba gosterdigi yonundedir.” Nietzsche, Hristiyanlik inancinin ve cileci idealin bu
istence ket vurarak, insani kendi dogadan ve maddi varolusundan tamamen kopardigini belirtir.
Nietzsche (2023, s. 180) bunu su sozlere ifade eder: “Cileci idealden kalkarak yon kazanan su
istemenin gercekten neyi dile getirdigini artik kendimizden saklayamayiz. Bu, insandan hatta daha
fazla hayvandan hele hele maddeden duyulan nefretti” Nietzsche bu anlayis yerine, “dunyayi
bir biitiin olarak olumlayan” gii¢ istencini koyar. Giig istencinin merkezinde ise amor fati (kader
sevgisi) yer alir; bu Dionysoscu bir tavirla, yasami tiim yonleriyle oldugu gibi kabullenmeyi ve
onu sevmeyi icerir (Eco ve Fedriga, 2024, s. 137). Nietzsche, insanin cileci idealleri reddederek, giic
istenci dogrultusunda yasamin sonsuz donglisiuni kabullenmesini ve “yeni degerler” yaratarak,
varolusuna anlam katmasini savunur. Boylece insan yeniden dogayla bir biitun olabilecektir. Bu
cercevede, kizin firtinaya ragmen kuyudan rutin olarak su ¢ekmesi, amor fati’'nin (kaderini sev ve
yasama ‘evet’ de) ve dogaya yonelen gii¢ istencinin bir tezahiiridiir. Uzun plan-sekanslar igerisin-
deki hareketli kameranin bu rutini takip etmesi, mizansen araciligiyla, film-zihnin Nietzsche'nin
“glic istenci” kavramini imgesel duzlemde ifade etmesini saglar; boylece seyirci, kavram uzerinde

dustinmeye ve film-disunceye aktif olarak katilmaya davet edilir.
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Gorsel 8

Kuyu / hareketli kamera kullanimi (01:14:17)

Bu gibi kamera hareketlerine, disavurumcu aydinlatmanin, aydinlik ve karanlik arasindaki
yiksek kontrasti eslik eder. Tarr tarafindan tercih edilen disavurumcu aydinlatma, film-diinyanin
atmosferinin olusturulmasinda oldukca onemli bir paya sahiptir. 1920’lerde, Alman Disavurum-
culugu ile sinemaya aktarilan bu isiklandirma stili, 1sik-golge oyunlariyla birlikte, bozulmus
perspektifler ve kaba geometrik sekillerle, i¢ diinyanin gorsellestirilmesini saglamistir (Coskun,
2017, s. 84). Disavurumcu aydinlatma, 1950’lerde sinemada 6nemli bir stilistlik olgu halini alir;
ozellikle bu donemlerde, Disavurumcu aydinlatma, kara filmlerin (film noir) vazgecilmez stilistik
bir parcasi olur (Brown, 2011, s. 69). Tarr, kara filmlerdeki tekinsiz atmosferi olusturmada, en
onemli unsurlardan birisi olan bu aydinlatma sitilini, kendi filmine aktarir ve boylelikle filmindeki

tekinsizlik hissini gorsel olarak artirir.

Gorsel 9
Aydinlatma (02:24:26)
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Buna ek olarak, filmde gittikce azalan 1sik, “ates” metaforunda oldugu gibi, yasamin bir alegorisi
olarak kullanilir. Gittikge azalmasi ve yok olmasi, “tanrinin oliimuyle” zamanin yikicilig karsisinda
savunmasiz kalan insanin, karanliga siirtiklenisini sembolize eder. Hristiyanlik inancinda, Tanri’'nin
diinyay! alti glinde yarattigina, yedinci giinde ise dinlendigine inanilir. Bu anlati, Eski Ahit'in ilk
kitabi olan “Yaratilis” (Genesis) icerisinde yer alir. Tanri’nin ilk giin, 1s1§1 yarattigi ve onu karanliktan
ayirdigl, ikinci glin gokyuzlinu yarattigl, iguinci giin kara parcalarini ve denizleri meydana getirerek
bitkileri yarattigi, dordunci giin Glines, Ay ve yildizlari var ederek zamani gece ve giindiiz olarak
birbirinden ayirdigi, besinci giin deniz canlilarini ve kuslari yarattigi, altinci gun kara hayvanlari
ve insanlari yarattigl, yedinci gun ise yaradilisi tamamlayarak dinlenmeye gectigi kitap icerisinde
anlatilir. Tarr, bu inanisi adeta ters diiz eder ve alti glin boyunca diinyanin yok olusa siirtiklenisini
gosterir; yedinci gun ise bir dinlenme ani degil, bosluk ve caresizlik anidir. Baba ve kizi, bu
nedenle, filmin sonunda karanlik icerisinde oturur ¢uinki yaratilisin ilk asamasi olan “isik”, burada
yokluguyla surecin tersine cevrildigini gosterir. Bu son sahne, Nietzsche’'nin “son insan” olarak
tanimladigl, asilmasi gereken varolus biciminin film-zihindeki yansimasidir. Her tiirlii anlamin
erozyona ugradigl bu durumu Nietzsche (2022, s. 11) Béyle Buyurdu Zerdiist eserinde, kiiltiirel
bir ¢coklisiin yansimasi olarak degerlendirir. Ona gore bu durum, ancak yeni degerlerin ve “yeni
insanin” yaratilmasiyla asilabilecektir. S6z konusu ¢okiis, son sahnede 1sigin tamamen yoklugu
ve mutlak karanlik araciligiyla, gorsel olarak ifade bulur. Bu baglamda, isik kullanimi da diger
sinematografik unsurlar gibi film-diinyanin derinligini ve estetik butiinligiini desteklemekte ve

film-zihin tarafindan gerceklestirilen film-dusiinis surecine katkida bulunmaktadir.

Sonug¢

Bu makale calismasi, Daniel Frampton’un Filmozofi yaklasimindan hareketle, Béla Tarr'in Torino
Ati filmini incelemis ve filmin sinematografik unsurlar araciligiyla nasil bir film-dusiinis ortaya
koydugunu analiz etmistir. Filmozofinin temel kavrami olan film-zihnin, bu baglamda, sadece bir
anlati sunmakla kalmayip, ayni zamanda kendine 0zgl bicimde felsefe yapabilen bir film-varlik

oldugu sonucuna ulasilmistir.

Tarr'in tasarladigl film-diinya; minimalist ve avangart yapisi, uzun plan-sekanslara dayali anlati
bicimi, tekrarlayan imgeselligi, yaratici ses tasarimi ve disavurumcu isik kullanimi, Nietzsche'nin
basta “bengi doniis” ve “tanri oldi” olmak lizere, genel felsefesini, film-zihin icerisinde ele
almasina olanak tanimistir. Filmde tasvir edilen diinyanin, kaginilmaz bir sekilde firtinayla yok
olusa dogru siriiklenmesi gibi belirli imgesel unsurlar, Nietzsche'nin felsefesinde merkezi bir

yere sahip olan metafizik ¢okiisiin sinemasal yansimalari olarak ortaya ¢ikmistir. Boylelikle, bu ve
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bunun gibi kavramsal yapilar, yalnizca teorik bir sdylem olmaktan ¢ikarak, gorsel-isitsel bir yapi

icerisinde beden bulmustur.

Bu agidan Tarr'in sinematografik tercihleri, Nietzsche'nin felsefesini sinemasal bir diizlemde
ele alinmasina olanak tanimis ve 0zgiin bir felsefi pratigi gerceklestirilmesine zemin hazirlamistir.
Bu agidan Torino Ati, Frampton’un filmlerin ozglin bir sekilde felsefe yapabilecegi savinin bir
karsiligl olmustur. Tarr ise, sinematografik unsurlari bilingli ve yaratici bir bicimde kullanarak film-
dustinls pratigini harekete geciren ve sinemayi felsefi diisliince lretiminin 6zgiin bir yolu olarak

konumlandiran bir auteur yonetmen oldugunu gostermistir.
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Diinya ve Piraye — iki Kadinin Kisisel Devrimi: Goniil Yarasi Filmi 6

Kadin Karakterlerinin Feminist Yapisokum ile Cozimlenmesi —

updates
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Turgul, Y. (Yonetmen). (2005). Goniil yarasi [Film]. Filmacass, Most Prodiiksiyon.

Girig

Ana akim sinema anlatilarinda, kadin karakter temsilleri genellikle, heteronormatif bakisa
hizmet edecek bicimde tasarlanmistir. Bu bakis sinema tarihini sekillendirirken, izleyiciye sunulan
sinema filmlerinde, eril karakter merkeze alinir ve ekseriyetle hikaye akisi erilin bakis acisindan
tasarimlanir, kadin karakterlerinse hemen hemen sterotiplestirilmis bir obje olarak anlatiya
serpistirildigi goriilmektedir. Kadinin varlik miicadelesinin basladigi ve giinlimiizde de surdugi
feminist hareketler baglaminda, kadin kimliginin govdelendigi edebi elestiri kuramlari, feminist
film kuramci disunirlerin calismalari sayesinde sinema sanatindaki yerini almis ve feminist film

kritigi ile sinema anlatisindaki kadina bakisin yoniinu degistirmistir.

Yavuz Turgul'un senaryosunu ve yonetmenligini yaptigi 2005 yapimi Goniil Yarasi filmi kadin
karakterleri ve karakterlerin film anlatisindaki konumlandirilisi, ana akimda izleyicinin aliskin
oldugu heteronormatif algiyi ters yiiz eden iki kadin karakteri filmin merkezine yerlestirir. Gontil

Yarasi filminin iki kadin karakteri olan Piraye ve Diinya isimli iki kadinin, art oyku olarak agilan
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hikayeleri film zaman perspektifiyle, simdiye yansiyan davranis ve anlatiyi yonlendiren yasam

bicimleri, Jacques Derrida’nin yapi sokiimu ve feminist film teorisi baglaminda incelenecektir.

Sinemada kadin; toplumsal cinsiyet normlarina sikismis, pasifize edilmis ve bakisin yoneltildigi
bir temsil bicimi olarak sunulur. Kamusal alani domine eden erkek, gercek hayatin bir mimetigi
olan film anlatilarinda da bu misyonunu sirdiiriir. Cogunlukla sinema filmslerinde kadin karak-
terler; eril karakterin hikayesine hizmet eden, eril karakterin ihtiyaclarini karsilayan ya da Joseph
Campbell'in Kahramanin Sonsuz Yolculugu kitabinda listeledigi doniuisiim esiklerinde; karakterin
sinanmasini saglayan esik bekgileri olarak karsimiza ¢ikar. Feminist film cercevesinde kurgulanan
filmler ise kadinin temsili baglaminda, kokleri Antik Yunana kadar uzanan tarihsel birikimde
kadini 6zel alana hapseden, sinirlandiran, otekilestirilen kodlari desifre ederek bu kodlari alasagi
etmeyi hedefler. Feminist film teorisi, diinyada hareketlenen kadin haklarinin bir uzantisi olarak
edebiyattan sonra, sinema gibi bitiinciil ya da ayri ayri tiim bilesenleri ile sanatin retorik ve etkin
dilini kullanan bir sanat dali olan sinema filmlerinde de kendini gosterir. Feminist film teorisi
de ortaya atildigi glinden bu yana gelismis ve farkli gorisler ile degisiklige ugramistir. Anneke
Smelik’e gore “Feminist film”den kasit, cinsel farkliligi bir kadinin bakis agisiyla sunan ve cinsiyetler
arasindaki asimetrik iktidar iliskisine dair elestirel bir farkindalik sergileyen filmlerdir (Smelik,
1998, s. 12). Goniil Yarasi filmi, Tlirk sinema seckisinde ana akim film kategorisinde yer edinse
de filmin kanavasini tasiyan iki kadin karakter (Diinya ve Piraye), anlatiya kopri atarak hikayeyi
sirtlanir. Dlinya ve Pireye farkli kultiirlerden gelmis farkli yasam bigimlerine, farkli sosyal statiilere,
farkli siniflara ait iki kadin olarak, ataerkil toplumun dayattigi normlara karsi direnisleriyle ortak
paydada bulusurlar. Yavuz Turgul bir ana akim sinema yonetmeni olarak, siklikla kamusal alana
acilabilen erilin hikayesini anlatiya tasir, ancak Goniil Yarasi kadin karakterlerin davranis ve

duruslanyla bu noktada Turgul’'un seckisinden ayrilir.
Ana Akim Sinemada Kadina Bakis ve Feminist Yapi Sokiim

Feminizm bir hak arayisi olarak dogdugu giinden bugiline dek gecirdigi her evrede, yanina
otekilestirilen ve sesi kisilan tum kisi ve gruplari alarak gittikce daha da buyuyen bir dalga
haline gelmistir ve buguin geldigi noktada, kadin haklarinin temsilinden ¢ok oteye gitmistir. 1960’li
yillarda yiikselen ikinci dalga hareketi daha genis bir alanda ve daha fazla konu basliginda etkisini

gostermistir.

Sinemada feminizmin tohumlari da 1960’li yillarda, ikinci dalga feminizm hareketi isiginda
atilmaya baslar ve feminist kuramlarin toplumsal, politik ve psikanalitik teorilerin bir arada calis-
masindan olustugu gorulmektedir. Sinemada klasik sinema kurallarinin da yikilmaya basladigi

. o« . .‘.-W“,‘ iy
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bu donem, Fransiz Yeni Dalga gibi ilk ¢cagdas sinema akimlarinin da ortaya ¢iktigl bir donemdir.
Bu donemde cekilen filmlerde, ele alinmamis, tabu konular ele alinarak, klasik sinemanin ¢ekim

kurallarini degistiren filmler yapilmaya baslanir (Arslantepe, 2010, s. 4).

Sinemada kadin ve erkegin esitsiz temsili Uizerine ilk elestirel yaklasimlar, “Erkek egemenliginin
gizli kodlarinin her alanda agiga ¢ikarilmasi” igin ¢abalayan feminist ideoloji sayesinde ortaya
ctkmistir (akt. Timisi, 2010, s. 164). 1960’1 yillarda akademide film ve kadin galismalarinin gelisme-
siyle Hollywood sinemasindaki gibi klasik temsiller irdelenmeye baslanmis ve bu elestiriler yeni
sinema kuramlarini tetiklemistir. Feminist teorinin ortaya c¢ikisi, film kurgularinin analiz edilerek,
heteronormatif sinemaya karsit filmler uretilmesini saglar. Feminist sinema Uuzerine calisan
bilim insanlari filmlerde kadinlarin toplum icindeki ikincil rollerini destekleyen ve bu diislinceyi
pekistiren yaklasimlarla resmedildigini fark etmislerdir. Filmdeki kadinlar ahlakli ise toplumsal
hiyerarsi icindeki yerini bilmekte, ahlaksiz ise kisisel giice ve bagimsizliga dair pek ¢ok isaret
tasimaktadir. Bu bilim insanlar film kiltiiri icindeki toplumsal cinsiyet temsillerinin doganin
bir yanilsamasi oldugu diisiincesine meydan okumuslardir (Ryan & Lenos, 2012, s. 238). Feminist
film teorisi gelisiminde yazin alaninin yaptigi kaynaklardan beslenerek kendisini yaratir. Feminist
film, Virginia Woolf'un Kendine Ait Bir Oda ve Simon de Beavoir'in ikinci Cinsiyet gibi feminist
sorgulamalarin dile getirildigi feminist metinler ile cesaretini kazanir. Yine bu siire¢te yapilan
calismalarda, sinema tarihine feminist bir perspektiften yaklasilmis; unutulmus kadin yonetmen,

yapimcl, senaryo yazari ve oyuncular saptanmistir.

1970'li yillarin basinda kadin hareketlerinin etkisiyle, teorisyenler, filmlere ve sinema tarihine
farkli agilardan bakmaya baslamis ve bu revizyonist bakis agisi bir bakima kadin tarihinin (her-
story) sinemadaki yansimasi haline gelmistir. Bu tarihsel yaklasim, sinemada esitlik ve 6zgiirlesme
arayisinda olan siyasal bir perspektiften ve daha sosyolojik bir yontemden destek bulacaktir.
Hollywood sinemasi lizerine kaleme aldiklari kitaplarinda Molly Haskell (1987) ve Marjorie Rosen
(1973), on yillara boliinmiis kronolojik bir siralamadan hareketle, kadinlarin filmlerdeki tarihsel
konumunu inceleyerek konuya daha kapsamli bir agiklama getirmislerdir (Smelik, 2008, s. 25). 1972
yilinda Edinburgh’da ilk kadin filmleri festivalinin yapilmasi ve ayni yillarda Women and Film adli ilk
feminist film elestirisi dergisinin ¢ikmasi da kadinlarin ifade alani bulmasinda ve diger kadinlara
iletisim kurma noktasinda olanak sagladigi gibi ayni zamanda sinemada feminist gostergelerin
deneyimini ve ¢abasini da gostermektedir. “Clinku feminist karsi sinemanin amaci agikca ataerkil
sinema ideolojisini yap1 bozuma ugratarak ona karsi bir ideoloji olusturmaktir” (vildinm & Vardar,
2024, s. 4). Feminist film elestirmenleri, gostergebilimden sinema tekniklerinin cinsel farkliligin

temsilindeki onemli roliinii, psikanalizdense arzunun ve oznelligin yapisini analiz etmeyi 6gren-
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mislerdir. Boylece, feminist film teorisinin odak noktasi, filmlerin ideolojik iceriginin elestirisinden,
filmlerdeki anlami liretmekte kullanilan mekanizma ve araglara kayar (Smelik, 2008, s. 27). Sine-
mada feminist film kuramin temellerini atan kadin film teorisyenleri Laura Mulvey (“Gorsel Haz
ve Anlati Sinemas!”) ve Claire Johnson'in (“Karsi Sinema”) bu teori iizerine gorislerini yazdigi
makaleler feminist film teorisinin rehberi niteligindedir. Mulvey’e gore; Heteronormatif toplumun
bilingsizligi filmin bicimini olusturur ve toplumsal olarak kodlanan cinsel farkliliklar imgeleri,
imgelere bakisi ve gosteriyi diizenler, boylece sinemada erkegin gorsel zevki belirleyici unsur
haline gelirken, kadin imgesi “bakilan” olarak tasarlanir (Mulvey, 1985, s. 305-315). Johnson; Kadinin
sessiz sinemadan beri tektiplestirildigini ve erkek bakisinin uzantisi oldugunu savunmustur.
Baskin sinemaya karsi ¢ikan, avant-garde ve sol gorusli bir karsi-sinema onermektedir. Claire
Johnson, sinemayi semiyotik bir gosterge sistemi olarak inceleyen ilk feminist elestirmen olmustur.
Mulvey ise Freud ve Lacan temelli psikanalitik bir teori ileri stirmistir. Sinema filmlerindeki
ataerkil bakisa dikkat ¢cekmektedir. Ona gore haz, bakmaktan dogmaktadir (Arslantepe, 2010,
s. 4). Feminist film teorisyenleri, kadinlarin sinemada gercek halleriyle degil tamamen erkek bil-
incaltinin yarattigi stereotipler ile yansitildigini savunmaktadir. Onlara gore sinemada kadin yoktur
sadece erkegin bilingalti ve arzularinin yarattigi kadin tiplemeleri vardir (Karabag, 2019, s. 1430).
Nasil ki, toplumsal hayatta ataerkil sistemin kadina dayattigi roller varsa, sinemada da kadinlarin
benzer kaliplar cercevesinde temsil edilen karakterleri vardir (Yasar, 2023, s. 53). Feminist film
teorisi, sinemada kadin temsillerine yeni bir perspektif kazandirmakla kalmaz, ayrica feminist film
anlatisini da dogurarak, kadin hikayelerinin anlatildigi ya da anlatiya kadin goziiyle bakildigi bir

sistemi de yapilandirir.

Yapi sokiimi, bir metin icinde yer alan sozciiklerin kurgusundaki dizilisini bozmak, bir butiinu
parcalarina ayirmak, dizelerin yapisini ¢ozmek ve olgliyi bozmak anlaminda kullanilmistir.
Postyapisalci diisuiniir Jacques Derrida ile anilan bu kavram, bati metafiziginin normatif dizgelerine
saldirir. Derrida’ya gore yapi sokiim yikmaktan ¢ok bir biitiinliigiin nasil insa edildigini anlamak
ve onu yeniden insa etmeyi temsil eder. Yapi sokiim, herhangi bir metin icinde gecen kavramlarin
metnin bltunligl icindeki tutarsiz ve ikircikli kullanimlarindan yola c¢ikilarak, metnin yazarinin
kurdugu kavramsal ayrimlarin basarisizligini agiklamak amaciyla gelistirilmis bir metin inceleme-
sidir (Sarup, 2010, s. 54). Derrida yapi sokiim kurami temelini Ferdinand de Saussure’un dil bilim
calismalarindan etkilenerek ortaya atar. Saussure’tin dilbilim kurami 19. yiizyilda meydana gelmis
en onemli gelismelerden biridir. Derrida’nin yapi sokiimi dildeki bu nedensizligi sorgular ve ayni
zamanda dilin ikili karsitliklar (binary opposition) iizerine kuruldugunu vurgular. Ataerkil egemen
bir toplumda, erkegin otekilestirilmis karsiti, kadinin varligidir ve ataerkil sistem bu sekilde

hayatta kalir. “Yapibozum” (deconstruction) bu tiir karsitliklarin kismen altinin oyulmasini veya
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karsitliklarin metinsel anlam sireci icinde birbirlerinin altini zaten oyduklarinin gosterilmesini
saglayan elestirel isleme verilen addir (Eagleton, 1996, s. 144). Yapisalci dilbilim, elestirel feminist
film calismalarinda toplumsal anlamlandirmanin sistematik yapisinin incelenmesinde basvurulan
onemli bir kaynaktir. Dilbilime gore anlam oyki ve diyaloglarin yaninda isik, kurgu, cekim olgekleri,
kamera agisi gibi sinematografik ozelliklerin olusturdugu bir bileskedir. Dilbilim ¢alismalari, fem-

inist film kuram ideolojisinin metin kodlarinin, bir filmde nasil isledigini gosterir (iri, 2011, s. 177).

Feminist film teorisi semsiyesi altinda toplanan goriisler, filmlerin gercek hayati taklit
yetenegini referans alarak, kadina bakisin toplumsal hayata yerlesen ¢arpik kodlarini yeniden

distinmeye ve diizenlemeye dair kapilar acar.

Ezberlerin Bozulmasi: Diinya ve Piraye Karakterlerinin Feminist Yapisokiim ile ince-

lenmesi

Feminist film teorisi, sinema filmlerinde kadinin gosterim bigimlerini mercek altina alan bir
inceleme alani olarak, kadinin bedeni, cinsellik, kadina atfedilen kavramlar, kadina yiiklenen
misyonlar, annelik, es olma gibi daha nice kadinlik olgusunun ezberletilmis ve gercegin zahiri olan

yansimalarinin yarattigi illiizyonu bozma pesindedir.

Film goriinlir katmanda, bir kdy okulundan emekli olan Nazim Ogretmen’in (Sener Sen)
istanbul’a gelerek kendisine yeni bir hayat kurma miicadelesi sirasinda tanistigi pavyon sarkicisi
Diinya ile (Meltem Cumbul) kesisen hikayesini anlatir. Ama, filmin adi ve jenerigi Diinya’'nin
pavyonda tiirkii soyledigi sahne lizerine diser ki bu aslinda kimin hikayesine odaklanacagimiza

dair onemli bir ipucudur.

Gorsel 1
(Zaman kodu: 00:08:41)
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Diinya, ahraz olan kiicuk kizi Elif’le beraber, onu oldirmekle tehdit eden kocasi Halil'den
(Timucin Esen) kacarak istanbul'a gelir. Nazim'in taksicilik yaparken tanistigi Diinya (Meltem Cum-
bul) cetrefilli hayati ve yasam miicadelesiyle Nazim'in hayatina firtina gibi girer. Sesi giizel oldugu
icin pavyonda turki soyleyerek para kazanan Diinya, solistligin yaninda konsomasyon da yapmak
icin patronu tarafindan zorlanir. Pavyon ataerkil kiltiirin hikim siirdigi ve kadin bedeninin
cinsel arzu tatmini icin somuruldigi, metalastirildig bir kurum olarak, Diinya’nin sadece sesinin
giizel olmasi ve iyi tiirkii soylemesi yetmez, konsomatris olarak calismali ve eril bakisa hizmet de
vermelidir. Ardindan Diinya’dan ayni beklenti icine giren taksi soforu de eril zihniyet toplumunun
bir temsilcisi olarak, Diinya’nin konumundaki bir kadina olan teklifsiz tavirlariyla, kadina bakisi
bir kez daha gozler oniine serer ki bu zihniyete gore; Diinya bir kotu kadin, pavyon kadinidir, ve
onun bu ve bunun gibi imalari, teklifleri reddetmesi s6z konusu bile degildir. Dlinya’nin ilk hamlesi
Taksi sofortine karsidir, onu reddeder ve Nazim’'in taksisine biner. Diinyanin karakterine dair ilk
verileri gordiglimiiz bu sahnede, toplum normlarina karsi catismali bir kadin profilini okuyabiliriz.
Toplumsal cinsiyet normlari Butler'a gore; sistemin kurallarini eril hiyerarsinin belirledigi kadinlik
ve erkeklik kavramlarini sekillendiren performatif tekrarlardir. Diinya'nin bu kugiik baskaldirisi
filmin ilerleyen sahnelerinde Halil'e, Mehmet'e (Giiven Kirag), mahalle sakinlerine, onu etiketley-

erek otekilestiren herkese karsi bir miicadele olarak kullanilan filmin onemli motiflerinden biridir.

Gorsel 2
(Zaman kodu: 01:05:41)
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Feminist film teorisi; bir kadinin bakilmasi gereken kisiligini vurgulamanin ¢ok otesine gecen
sinema, ona bakilma bigimini gosterinin kendisine yerlestirir. Zaman boyutunu kontrol eden film
(kurgu, anlati) ile mekan boyutunu kontrol eden film (mesafedeki degisiklikler, kurgu) arasindaki
gerilime oynayan sinematik kodlar, arzu ol¢lisiine gore kesilmis bir yanilsama uretir. Ana akim film
ve sagladigl haz sorgulanmadan once, bu sinematik kodlar ve bunlarin bigimlendirici dis yapilarla

iliskisi parcalanmalidir (Lauretis, 1984, s. 57).

Bu bakis acisiyla Dunya ve Piraye karakterlerine mercek tuttugumuzda; Diinya ¢ocuk yasta
tecaviize ugramis ve oliimiine karar verilmis bir asiret kizidir. Yetenegi ve belki de en gii¢li tutkusu
olan tiirkii soyleme arzusu, onun hayat miicadelesinin kilit noktasidir. Oyle ki bu arzu ugruna hem

hayata tutunur hem de tiim kopriileri yakabilir.

Asiret gibi ataerkil egemenligin hikim sirdugu ve neredeyse kadina nefes aldirmayan bir sis-
tem icinde dogmasi, varligini stirdiirmeye calismasi, tum olim tehditlerine direnmesi bakimindan
Diinya, Turkiye'de de ornegine sik rastladigimiz kadin temsilindeki ezberlenmis algiyr degistirir.
Nazim ve Dunya’nin parkta gecen konusmasinda, Nazim Dunya’yi bir toplumun gozinden yargilar
ve Duinya'yi otekilestiren toplumun temsilcisi olur. Diinya’nin art oykustnun acgildigi bu sahnede,

bu ana kadar direnen gen¢ kadinin etegindeki taslar dokulur.

-Nazim: Aklimiz var irademiz var. Ya bakici bulamazsan pavyona mi tasiyacaksin bu ¢cocugu?
-Diinya: Gerekirse oyle olacak.

-Nazim: Hayir oyle olmamali. Sen once bir annesin bana caresizlik mavali atma. Her sey bizim

elimizdedir.

-Diinya: Elimizde mi? Elimizde mi? Oyleyse iyi dinle... Ben on ii¢ yasindayken iki kisi tecaviiz
etti bana, ailem o herifleri yakalayacagi yerde beni kursunladi, namuslarini temizlemek igin,
sokaklara atildim ben, siiriindiim, pavyonlara diistiim, ama her sey benim elimdeydi oyle mi?
Kocam sabah aksam hi¢ acimadan dovdii beni, istelik de beni kurtarmak igcin evlenmisti. Biitiin

bunlari ben mi yasamak istedim?

Film boyunca yuzundeki giilimseme ile gordigimiiz Diinya, gecmisiyle yuzlestigi sahnelerde
icten aglamasiyla yaralarinin kabugunu kaldirir. Diinya’nin asiret sonrasi ikinci duragi, saplantili
astk ve kadina bakista ataerkil sistem kodlarina sahip bir erkek (Halil) ile yaptigi evlilik kurumudur.
Bu evlilikte sik sik siddete maruz kalan Diinya, careyi kagmakta bulur. Kagis davranisi cesaret

gerektiren bir davranis olarak Diinya karakterini kaderine boyun egen kadin temsillerinden ayirir.
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Nazim ile olan yeni yasaminda Diinya uyumlu, sevecen, neseli karakteriyle gucli bir durus
sergiler. Diinya pesindeki asiretin ve kocasinin oliim tehditlerine ragmen hem yasadigl hayatin
tadini ¢ikarir hem de hayat miicadelesini surdirir. Nazim'in hayatina kendi yasam formunu tasi-
masi ve yer yer de Nazimla bir ortak nokta arayisi icinde olmasi, Diinya karakterini kadin varolus
temsili baglaminda kimliklendirir. Nazim’dan dogum giinii i¢in kendisini tiirkii bara gotiirmesini
isteyen Diinya’'nin bu isteginin tasidigl mesaj, hayat devam ediyor ve her seye ragmen yasanmaya

degerdir.

Gorsel 3
(Zaman kodu: 00:41:22)

Bu ifade hayatin zorlu kosullarinda, Lacanci bakisla, imgesel dili, dizeni korumaya c¢alisan bir
kadinin gostergesidir. Halil'in kizini kagirma girisimiyle karakola diisen Diinya, aksam oldugunda
tim nesesiyle dogum giinu kutlamasi icin ayna karsisinda makyajini yaparak hazirlanir. Makyaj
cogu cozumlemelerde bir maskin kamuflaji olarak tanimlanir ki, Diinya da hayata devam edebilmek
icin bu kamuflaja ihtiya¢ duyar. Clinku i¢ diinyasi ile disa yansittigl kadin arasinda kapatmaya
calistig fark, Dunya’nin aslinda donusmek istedigi karakter ile olan mesafesidir. Tiirkii bardaki
Kiirtce agit dinlenen sahnede, Diinya’'nin gardi duser ve hickirarak aglamaya baslar. Yonetmenin
ustaca kullandig mizik, bastirilmis duygulari desifre etmek i¢in kullanilmistir ve oldukga ¢arpici

bir sahne olarak gerceklige carpip kirilan karakterler ile anlatiyr baska bir katmana tasir.
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Gorsel 4
(Zaman kodu: 01:25:26)

Dogumundan itibaren kader ¢izgisi ataerkil diinya tarafindan ¢izilmis bir kadinin, dogum giinu
kutlamasina boyle bir hevesle hazirlanmasi, kendisine bigilen hayati kabul etmedigini gosteren
onemli bir noktadir. Dogum giini kutlamalari diinyaya gelisimizin sembolik bir anmasidir. Ancak
Tlrkiye cografyasinda reel diinyanin izleri, kiz bebek olgusuna dair carpitilmis algilardan olusmus
yargilari benimser, bu nedenle ¢ogu kadin dogum glinuni degil kutlamak, tarihini bile bilmemek-
tedir. Atabek’e gore, Turk toplumunda kiz cocugun dogumu ile erkek cocugun dogumuna verilen
tepkiler de farklidir. Erkek ¢ocuk dogdugunda sevinmenin temelinde ekonomik gerekceler de
yatmaktadir. “Erkek adamin erkek ¢ocugu olur” gibi deyisler, ogullarinin olmasinin babalarin
koltuklarini kabarttigini gostermektedir. Bu giindelik, siradan goriintisli davranislar bile “erkeklik
ideolojisinin” yasadigini gostermektedir. Daha bebek dogmadan kendini gosteren bu ayrimci

davranis” artik bebeklikten baslayip hayat boyunca siire (akt. Avci vd., 2016, s. 12).

Dinya bir kadin olarak yasadigi tum agir sartlara ve maruz birakildigi hak ihlallerine ragmen,
kendisine dayatilan hayati reddederek, isminin anlami gibi, kendi dunyasini kurmaya calisir.
Ustelik bunu kabuk degistirmeden ve kadinligin semiyotik dilinden vazgecmeden yapar ki sik
stk mirildandigi yoresel tiirkiiler hem kokleriyle olan bagini koparmadigini hem de muzigin
sifasina teslim oldugunu gosterir. Kocasiyla yasadigi itis kakis sahneleri gibi fiziksel sahnelerde

ve Mehmet'in Nazim'in malina konmak i¢in yaninda oldugunu soyledigi hakaret icerikli sahneler
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gibi hassas sahnelerde dahi, Diinya’nin kavgaya hazir bedensel durusu ve tavirlari, verdigi tepkiler

baglaminda kadin temsillerine yiiklenen zayiflik ve kirilganlik gibi misyonlari alasagi eder.

Piraye, Nazim'in kizidir ve babanin idealist durusu yuiziinden baba sevgisi ve sefkatinden
uzak biylimustur. Bir evlilik yapmistir ama bosanmistir. Cocukken gecirdigi peritonit hastaligina
zamaninda miidahale edilememesinden dolayl ¢ocuk sahibi olamaz. Kadin olmanin en onemli
kriteri sayilan dogurganliktan mahrum olan Piraye bir tiir kastrasyona ugramistir. Bu eksiklik hissini

icinde tasir ve Nazim'i suglar

Piraye Duinya'ya gore, daha modern diyebilecegimiz bir yasama sahiptir. Toplum normlarinda
sayginligi olan bir meslegi, egitimi, kendi evi, bireysel yasami, es seciminde serbestligi, esini
tanima gibi konularda ozgirligu vardir. Ancak Piraye de Dunya gibi ataerkil diizen icinde
buyumustur. Bir baba ve bir agabeye sahip olan Piraye icin babanin fiili yoklugu dahilinde erki
eline alan bir agabeyin golgesinde kalmistir. Piraye erkeklerle kurdugu iliskilerde mesafeli bir tavir
takinir. Agabey Mehmet ile de bu anlamda bir siniri vardir. Piraye’nin hayatinda yer edinen erkek-
lerin skalasinda ortak baskin ton, erilin arzu ve sinirlardan olusur. Baba Nazim, Agabey Mehmet ve

Tolga, tum bu eril karakterler Piraye adina kararlar alip vererek onun yasamini sekillendirir.

Gorsel 5
(Zaman Rodu: 01:41:17)

Piraye'nin Nazim ile yizlesmesi ve cocuklugunun hesabini sormasi ile kisisel katarsisini
yasamasl onu daha gicli bir kadin haline gelmesini saglar. Piraye ve Nazim'in yillar sonra

karsilastiginda gecen Nazim ile gecen olan konusmasinda;
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-Nazim: Yalniz mi yasiyorsun?
-Piraye: Evet baba.
-Nazim: lyi ki cocugunuz olmadi.

-Piraye: Cocugumuz olmadigi icin bosandik baba...

Chodorow’a gore (1978, s. 19):

Feminist literatiirdeki 6nemli bir egilim (sosyal psikologlarla birlikte) rol egitimine veya
bilissel rol ogrenimine bakmaktadir. Toplumsal cinsiyet faaliyetlerinin diger yonleri
gibi; kadinlarin anneliginin de, kadinsi rol egitimi ve rol tanimlamasinin bir Grlni
oldugunu one siirer. Kiz cocuklarina anne olmalari ogretilir, beslenmeleri icin egitilir
ve anne olmalari gerektigi soylenir. Pembe battaniyelere sarilirlar, bebekler verilir ve
erkek kardeslerinin kamyonlari ellerinden alinir, kiz olmanin erkek olmak kadar iyi
olmadigini ogrenirler, kirlenmelerine izin verilmez, okulda basarili olmalari engellenir
ve bu nedenle anne olurlar. Erken ¢ocukluk doneminden yetiskinlik donemine kadar
pronatalist ve annelik yanlisi cinsiyet stereotiplerini ortaya koyan kitaplar, dergiler,
reklamlar, okul dersleri ve televizyon programlari ile baski altina alinirlar. Blylidukge
kendi anneleriyle “0zdeslesirler” ve bu 6zdeslesme kizi bir anne olarak uiretir. Bu goruise
gore, kizlar kiz olduklarini 6grenmenin ve kiz gibi olmak istemenin bir sonucu olarak

anneleriyle 6zdeslesmektedir.

Piraye, yasami boyunca toplumun aynasindan kendine baktigi ve kadinligini yarim gordugu igin,
icine kapanik bir karakter yapisindadir. Konservatif toplumlarin kadina bigtigi standart bir ataerkil
sistem olan evlilik kurumunun kiyisinda dururken, belki de hi¢ anlasamayacagi bir es (Tolga)
se¢imine kendini mahkim eder. Clinkli Tolga, Piraye'yi kusurlariyla kabul etmis, yice gonulli
modern bir eril karakterdir! Ancak Piraye, Tolga ile ailesini tanistirdigl glin yasananlar sonrasi,
Nazimla yiizlesme cesareti bulur. Bu yizlesme Piraye’'nin hayatindaki onemli kirilmalardandir.
Piraye'yi evinde yalniz gormemiz Tolga ile yoluna devam etmedigini gosterir. Piraye, toplumun;
kadin secemez, secilir algisi Uzerine kurulu bir ataerkil diizeni yikmis ve yalnizligl se¢mistir. Film
sonunda Piraye, Diinya’'nin kizi Elif’e annelik yapar ve bir kadinin dogurarak annelige erisme

kavramini tersine cevirerek, dogurmadan da anne olunabilir fikrini destekler.
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Gorsel 6

(Zaman kodu: 02:11:50)

Diinya ve Piraye birbirinden farkli cografyalarda dogmus ve farkli yasam kosullarina sahip iki
kadin olarak annelik gibi hem kadinin bireysel diinyasinda hem de toplumsal kodlarda yer edinmis

kirilgan bir konuda ortaklasirlar.

Elif filmin basinda korkudan susmus ve konusmayan bir kiz cocugu, Diinya’nin kizi olarak filme
dahil olur. Elif’in film anlatisi boyunca siiren suskunlugu, kadinlarin yasadigi baskiya karsi sessiz
bir protestonun gostergesidir. Diinya’nin ¢ocugunun kiz ¢ocuk secilmesi, bu dongiiniin devam
edeceginin ve her kiz cocugunun bireysel devrimini kendisinin yapmasi gerektiginin sinyallerini
verir. Elif ilk soziini soyleyerek tanik oldugu aile cinayetine tepki verdigi an, bu devrimin ilk

adimlarini atmaya basladigi andir.

Tartisma ve Sonug

Kadin kavrami kilisenin 6ngordiigii bicimde iki gruba ayrilir, ya bakire Meryem (ideal kadin, es ve
anne, milkemmel bir arkadas, sonsuza kadar yuvasinin ve evinin giivenilir bekgisi) ya da glinahkar
Mecdelli Meryem (film anlatisinda femme-fatale olarak kodlanir.) Sanat tarihinin feminist bakis
acisiyla sorgulanmasi ikinci dalga feminizmin etkisiyle 1971 yilinda Linda Nochlin’in “Neden Hig
Buyuk Kadin Sanatci Yok” baslikli makalesiyle baslar. Pollock ve Parker, toplumsal cinsiyetin insasi
ve psikanaliz kuramindan yararlanarak kadin sanatgi imgesini kadin bedeni karsisinda erkegin

kapildigi biiyiilenmenin dogasini yapisokiime ugratir (Sayligil, 2013, s. 147).
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Ana akim sinemay! tasarlayan eril perspektif, feminist dalga hareketlerinin gliclenmesiyle
birlikte sorgulanmaya baslanir. Giinliik hayat pratiklerinde kadinin varligini ve yerini tanimlayan
ataerkil bakisin, sinema sanati kodlarindaki karsiligi, kadini cogu zaman eylemsiz, bakilan bir
haz kaynagi objesi olarak niteler. Hollywood sinemasindan temellerini alan bu anlayista film
yonetmenleri, kadinin temsilleri kurgularken, kadina sadece disaridan bakmislar ve eril gliciin
destegi olmaksizin onlarin kamusal alanda tutunamayacaklarini savunarak kadini ikincil konuma

yerlestirmislerdir (Oztiirk, 2000, s. 71).

Sinemada feminist yapi sokim, filmleri, Derrida’nin dikotomisinden referans alarak, kadin
karakterlerin kurgulanis bi¢cimi ve anlatidaki yeri lizerinden analiz eder. Poovey, dekonstriiksiyon
aracinin feminizm igin ti¢ gorevi yerine getirebilecegine inanmaktadir: 1. “dekonstriiktif stratejiler,
feministlerin kurumsal kadin tanimlari igindeki cesitli celiskilerin tarihini yazmalarini saglayabilir
ve bu celiskilerin nasil degisim olasiligini actigini gosterebilir”; 2. “dekonstriiksiyon, hiyerarsik ve
[ikili] karsitlik mantigini sorgulayabilir”; yapisokiim, “ikili diisiinceyi sckmek icin bir ara¢” olusturan

“arada” fikrini sunar (Elam, 2001, s. 19).

Gondl Yarasi filmi, anlati yapisi, kurgusu ve karakter secimleriyle ana akim klasik bir anlati
sinemasi olarak goriilse de, senaryonun bel kemigindeki iki kadin karakter; Diinya ve Piraye’'nin
gosterim bicimleri ve karakter arkiyla birlikte feminist film teorisi baglaminda okunabilir bir
seyir ortaya cikarirken, kadin karakterlerin bicimlendirilisindeki detaylar eril bakisi bir yapi
sokiime ugratarak, sinemada klasiklesmis kadin karakter imajini degistirmistir. Filmin anlatisinda
gordiiglimiiz li¢ ataerkil kurumsalyapilanmada da (asiret, pavyon, evlilik) Diinya’nin kendi kimligini
koruma cabasi, kadinlar icin umut vericidir. Dunya savas¢l bir kadin ve bir annedir. Savasirken

semiyotik dili kullanmaktan vazge¢mez.

Filmin diger yapitasi kadin karakteri Piraye konumu itibariyle baba ve agabey arasinda bir kopru
durumundadir. Piraye'nin savasi kadina atfedilen dogurganligi kaybettikten sonra girdigi kimlik
mucadelesi Uzerinedir. Annelik ve dogurganlik ve kadinlik kavramlari arasinda sikisan Piraye, yal-
nizligi se¢me ve Elif’e annelik yapma karariyla kisisel devrimini yapar. Piraye ve Diinya’nin hayatlari
aynadan ters okunan bir yazi gibidir ve onlarin arasindaki ayna Dunya’nin kizi Eliftir. Dinya’nin

olumiinden sonra artik Piraye'nin kizi olur.

Giddens’a gore: Toplumsal cinsiyet; kadin ve erkeklerin birbirinden farkli olmasina yol acan
fiziksel niteliklere degil, erkeklik ve kadinlik hakkindaki toplum tarafindan olusturulmus ozelliklere
gondermede bulunmaktadir (Giddens, 2001, s. 621). Toplumun bu iki kadindan beklentisi onlara
kodlanmis yasamlarina devam etmeleridir. Ancak bu iki kadin karakter, kendilerinden beklenen

davranislarin disina ¢ikarak var olma micadelelerini slirdiirmuslerdir. Goniil Yarasi katmanlar
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acildikca eril perspektifin zayifladigi ve kadin bakisinin kodlandigi bir anlati olarak, Piraye ve

Diinya’nin yasam miicadelesinin, kadinlarin nefes alma hakkinin elinde alindig1 toplumlara iitopik

ayna tutmasinin umudunu tasir.
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Sinema: Kimin Kamusal Alani ya da Deneyimi?

Miriam Bratu Hansen, omrinii adadigl “Elestirel Teorisyenlerin merceginden sinema mese-
leleri"ni" bu eser (2023) ile kayit altina aliyor. Eser, Frankfurt Okulu geleneginin sinemaya yak-
lasimiyla dogrudan ilintili (zaten kendisi Frankfurt'taki Wolfgang Goethe Universitesi’nde Adorno
ve Habermas'in 6grencisi olarak ¢alismis). Yazar, edebiyat, 6zellikle de Ezra Pound’un modernizmi
uzerine arastirma yaparken odagini sinemaya kaydiriyor. Bu yonelis Alman akademisinden ABD
akademisine bir salinmadir. ingilizce yazdig ilk kitabi Babel and Babylon (1991) ile sinema arastir-
malarina “kamusal alan ve kadin seyirci” kavramlarini takdim eder. Bu kavramlar film yapimcisi ve
teorisyeni Alexander Kluge ile etkilesimlerinin sonucudur ve artik Hansen’in omurlik “kamular ve
karsi-kamular, poptuler kultur ve karsi-kulturler” ilgisi baslar. Sinema ve Deneyim kitabinin otobiyo-
grafik onsoziinde belirttigi gibi Amerikan popiiler sinemasina ani yonelimi, zamanin -Lacan, Freud,
Althusserci Marksizm, feminizm ve Screen dergisi temelli- egemen psikanalitik/gostergebilimsel
film teorisine bir tepkidir (s. 17-18). Bu teorik yaklasimlara ek olarak iiretim, dagitim, gosterim gibi
ampirik verilerin de lizerinde durulmasinda israrlidir. Ve bunlarin timuni bir popller deneyim
olarak modernitenin cercevesinde tahayyil eder. Sinema, Siegfried Kracauer, Walter Benjamin
ve Theodor W. Adorno gibi Elestirel Teorisyenlerin merceklerinden tartisilirken, evrimlesen bir
modernite fenomenolojisi olarak sunulur (s. 22). Hansen’e gére modernite ve modernizm, sinema
ile iliskiselliginde popliler deneyimin modern yeniden Uretim teknolojileri ile cercevelendigi ya
da insa edildigi bir kesif talep eder. Bu deneyim insanlarin, kitlenin ya da kolektivitenin; poptler,
cekici ve iddiali olanin deneyimidir (s. 27). Leslie, Hansen’in “ana dile ickin/yerel” modernizm
olarak sinema iizerine henuiz yazmadigi diistincelerinin biyiik olasilikla makalelerinde gelistirdigi
-ve kismen Hollywood sinemasinin ilk donem stiidyo uiriinleri lizerine iddia ettigi- modernizasyon
ya da modernitenin gesitli kiiresel deneyimlerine gondermelerden olusabilecegini belirtir (2012, s.
318). Makalelerinde gelistirdigi bu tez ise, Kracauer ve Benjamin’in film teorisine basvurur. Ancak
1990’larin ve 2000’lerin sinema arastirmalari baglaminda ozellikle izleyici ve izlerkitle lizerine
tarihsel bir “iyilestirme kazisi” gerektirir (Leslie, 2012, s. 319). Sinema ve Deneyim eserinde ise ilk
donem sinemaya yonelik sorulari ginimiz yeni medya teknolojilerine gore donusturir ve sunu
sorar: “Hangi yeni tir kamusalliklar ‘teknoloji icinde’ mevzilendi?” 20. yuizyil ortalarindan itibaren
elestirel teorinin etkisiyle sinema tarihi arastirmalari, yeni medya kosullarinda duyularin politik
ekolojisinin degerlendirilmesine ¢agdas ve gelecek-odakli yaklasimi olanakli kilar. Yeni medya

kosullarinin hizli formasyonlarini ve dijital kamusal alanlarla ¢oziilmelerini de goz ardi etmeden...

Vurgu metnin orijinalinden alinmistir.
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Kracauer Uzerine

Hansen, calismasinda, Kracauer'in ilk nesil Elestirel Teorisyenler arasinda sinema meselelerine
ciddi bir uzmanlikla yaklasan tek kisi olarak ayri bir yerde durdugunu belirtir. Bu yeri, ingilizce
kaleme aldigi iki kitap ile edinmistir: Caligari'den Hitler'e: Alman Sinemasinin Psikolojik Tarihi
(1947) ve Film Teorisi: Fiziksel Gercekligin Kurtulusu (1960). Hansen, diger taraftan, Kracauer'in
sinema iizerine erken doénem yazilarinin ingilizce’de bilinmedigini belirtir (s. 39). Benjamin,
Bloch, Adorno ve digerleri gibi Kracauer'in de sinemayl modernite ve onun gelisme egilimlerini
anlamakta yardimci olacak, daha genis bulgusal bir ¢erceve icinde anladigini yazar (s. 40). Eserde
-Kracauer boliimu ardindan gelen- Benjamin ve Adorno boliimlerinden sonra Film Teorisi baslikli
bir Kracauer bolimu daha bulunur. Burada Kracauer’in Film Teorisi: Fiziksel GerceRligin Kurtulusu
kitabi etraflica tartisilir. Hansen, Kracauer’'in ilgili kitabinda savas sonrasi sinematik gercekgilik
teorilerinin, Bazin'in calismalari ve italyan yeni-gercekciligini cevreleyen yazilar baglaminda

sorunsallastirildigini belirtir ve su sekilde not duser:

“Gercekgi film teorisinin gostergebilimsel elestirileri tarafindan basvurulan, gondergesel hakiki
gorlinme ve bigcimsel kapaliligi merkeze alan 19. ylizyil gercekgilik kavramlarinin aksine Kracauer’in
gercekgiligi, sinemanin olumsallik, belirlenmemislik ve sonsuzluga dogru tesadufi, parcali, kisa
omirli ve siradan olana dogru giden yolunu vurgulamasiyla belirgin bir sekilde modernist bir

egilime sahiptir” (Hansen, 2023, s. 541).

Kracauer’in kitabinin, ginimuizde sundugunun sinematik gercekgilik teorisi olmadigini ama bir
film deneyimi teorisi ve daha genel olarak deneyimin duyusal/algisal besigi olarak sinema teorisi

oldugunu iddia eder (s. 543).
Walter Benjamin

Kitapta Hansen, Kracauer'in film, kitle kiiltiirii ve modernite lizerine erken yazilarinin ingilizce
tartismalara zar zor girerken, Benjamin’in bu tartismalar i¢indeki yerinin asiri derecede belirgin
oldugunu séyler. Teknigin Olanaklariyla Yeniden Uretilebildigi Cagda Sanat Yapiti adli calismasinin
yildir yeni-sol teorilerden kiilturel calismalara, film ve sanat tarihinden gorsel kiiltiire, postmodern
sanat sahasindan sanatin -dijital sinema da dahil- kaderi tartismalarina bircok cesitli alanda, belki

de tiim diger kaynaklardan ¢ok daha sik alintilandigini savunur (s. 185).

Ve Adorno

Eserde, Adorno’nun kitle kiiltiirline, ozellikle de film gibi teknolojik olarak iretilen ve

dolasima sokulan medyaya iliskin durusunun ¢ogu zaman tutucu, muhafazakar ve miyop olarak
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degerlendirildigi yazar. “Yeni soldan kiilturel ¢calismalara kadar, Benjamin'i en azindan bu tiir
medyanin ilerici, Utopik boyutlarini ongorebilen bir burjuva entelektiieli olarak taglandiran teori
kanonlarinda Adorno, kotu bir konu olarak goriilmektedir” der ve devam eder: “Bu kenara
atilma, blyuk olclide 1941-44 yillar arasinda ABD'de siirglindeyken Horkheimer ile yazdigi Aydin-
lanmanin Diyalektigi'nde ifade edilis sekliyle kiiltiir endiistrisi teorisine dayaniyordu” (s. 451).
Aydinlanmanin Diyalektigi eserinde yazarlar kultiir endustrisini, gelismis kapitalizmin duslk ya
da yiiksek her turlu kiiltlirel pratigi tek bir amacin kapsamina aldigi bir ikincil somiirl, tahakkiim
ve entegrasyon sistemi olarak elestirirler. Boylece izleyici/dinleyici artik tiiketici olarak yeniden
uretilir. Hansen eserinde, Adorno’nun film estetigi sorusuna yaptigl katkilara, kitle kiltiri ve

modern sanat karsitliginin uglarindan ve catlaklarindan agiga ¢ikan diisiincelere odaklanir (s. 452).
Bitirirken

Hansen, “ilk DGnem Sinema: Kimin Kamusal Alani” (2009) adli makalesinde sinema ve kamusal
alan arasindaki iliskiselligi ele alir. Eserde, sinema salonlarinin kimler i¢in alternatif kamusalliklar
uretebilecegi ya da “sinema salonunun kamusal alan olmasi tartisilabilir mi?” gibi sorunlarin
pesinde, ilk seyir deneyimleri ve sonrasindaki gelismeler yorumlanmaktadir (Kirel, 2010, s. 70).

Hansen soyle devam eder:

“Ilk donem sinema Negt/Kluge'nin deyimi ile, onu eger sadece sinif ozellikli kurumundan
cikaran genis cabalar icin demokratik meziyetlerinin gelismeye baslamasindaki kamusal heye-
canini ol¢me ile benzerlik gosteriyorsa bir proleter kamusal alan ornegi olarak nitelendirilebilir.
Sinemanin bozuk bir kuliibe endistrisinden Amerikan isi tekelci bir sektore doniusmesi, yine
de, nihai basarisinda gorildiigli kadar modernlesmeci degildir; Uretici iliskilerin, seyirciligin ve

bireysel yazarligin esitsiz gelisimi filmlerde direnme izleri birakmistir” (Hansen, 2009, s. 106).

ESer Hansen'in bu entelektiiel yorumlarinin daha genis hacimli, sabirla kurgulanmis ve dijital
doneme gore donustirulmuis bir versiyonuna merakliysaniz Miriam Bratu Hansen: Sinema ve

Deneyim (2025) eserine bakabilirsiniz.
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