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Editérden 5

Mehmet Isik'in takdimi

Degerli okurlar,

Dergimizin on ikinci sayisini sizlerle bulusturmanin heyecan: igindeyiz. Bu sayida, sanattan
tasarima, sinemadan miizik arastirmalarina varan genis bir yelpazede, titizlikle hazirlanmig alt1
degerli makaleyi sunmaktan mutluluk duyuyoruz.

flk makalemiz, Banu Ersanli'nin "Miizelerde gérsel iletisim tasarimi 6geleri: Bakii Modern Sanat
Miizesi Uzerine bir degerlendirme” baglikli galismasi, Azerbaycanin kiltiirel mirasini ve
mizecilikteki dijitallesme siireglerini estetik bir perspektifle ele aliyor. Bakii Modern Sanat
Miizesi'ni ¢ok yonli bir incelemeyle ele alan bu galisma, miizelerin yalnizca sergiledikleri eserlerle
degil, ayni zamanda iletigim ve tasarimi, mimari ve i¢ mimari unsurlariyla da toplumsal bir yén
barindirdigini bulundugunu vurguluyor.

Gonca Sonmez ve Mehmet Resat Basar'in “Alphonse Mucha'nin art nouveau tarzi afiglerinde
Japonizm etkileri” baglikli makalesi, Japon estetiginin Avrupa sanatina etkilerini inceliyor.
Alphonse Muchanin posterlerinde, Japon estetik anlayisinin, art nouveau akimini nasil
sekillendirdigini gostergebilimsel ¢oziimleme yontemiyle derinlemesine ¢éztiimliyor.

Ali Ozgiir Glirsoy ve Serkan Savk'in "Katip yazardan komut veren yazara: Senaryo yaziminda
yapay zeka kullanimi 1s1g1inda yazarlik, otantiklik ve yaraticiligin durum degerlendirmesi” baglikli
galismasi, ginimizin 6nemli tartigma alanlarindan biri olan yapay zekanin yaratici sliregler
tzerindeki etkisini ele aliyor. Yapisokiim ve kokbilim gibi kavramsal yaklagimlarla yazarligin
dogasini sorgulayan yazarlar, senaryo yazarhiginda yapay zeka kullanimi ile 6zginlik ve yazarlik
kavramlarini yeniden degerlendiriyor.

Yegim Ustaoglu'nun Tereddiit (Clair Obscur, 2016) filmi tizerine Beril Uguz'un kaleme aldi1 “Yegim
Ustaoglu'nun Tereddiit (2016) filminde kadin bakisi araciligiyla insa edilen anlamin sinemasal
araglar Gizerinden analizi” baglikli makale, sinemada kadin bakiginin anlam ingasina odaklaniyor.
Bu galigsma, kadin karakterlerin 6znelliklerini 6n plana gikararak, filmde kullanilan sinematografik
araglarin tematik anlatiyla nasil btinlestigini aragtiriyor.

Emre Asilioglu ve Sefik Ozcan'in "Valdimar Jéhannsson'in Kuzu (2021) filminde farkliligin yitimi
ve kurban bunalimi" baslikli makalesi ise folk horror tliriindeki Kuzu filmini, René Girard'in siddet
ve kutsal arasindaki iligkiyi ele alan teoremleri gergevesinde yorumluyor. Nitekim bu film, pastoral
atmosferiyle izleyiciyi farklh bir diinyaya gekerken, siddet ve masumiyet kavramlar: tizerinden
derinlemesine bir analiz sunuyor.

Son olarak, Umit Cigekcioglu ve Ali Maruf Alaskan'in “Baglama ses tahtasinda kevlar uygulamasi
ve ses Ozelliklerine etkisinin aragtirilmasi” baglikli galigmasi, baglama enstriimaninin ses grliagia
problemine yenilik¢i bir ¢éziim 6neriyor. Kevlar malzemesinin kullanimiyla yapilan deneysel
calismalarin, baglamanin ses kalitesini artirma potansiyeline sahip bir teknoloji sundugunu
serimliyor.

Her biri farkli bir perspektif sunan bu makalelerin, ARTS cevresine katki saglayacagina
inaniyoruz.

Keyifli okumalar dileriz.

arts.artuklu.edu.tr | 2024 | Eylul | 12. say1



6 From the editor

Preface from Mehmet Isik

Dear readers,

We are excited to present the twelfth issue of our journal to you. In this issue, we are pleased to
offer six meticulously prepared articles that span a wide range of topics, from art to design, from
cinema to music research.

Our first article, titled “Visual communication design elements in museums: An evaluation on
Baku Museum of Modern Art (Baki Miiasir Incessnst Muzeyi)” by Banu Ersanli, addresses
Azerbaijan’s cultural heritage and the digitalization processes in museology from an aesthetic
perspective. This study, which examines the Baku Museum of Modern Art through a multi-faceted
lens, emphasizes that museums not only showcase artworks but also embody a social dimension
through their communication, design, architectural, and interior design elements.

The second article, titled “The Japonism influences in Alphonse Mucha's art nouveau style
posters” by Gonca Sénmez and Mehmet Resat Basar, explores the impact of Japanese aesthetics
on European art. Using semiotic analysis, the authors delve into how the Japanese aesthetic
sensibility shaped the Art Nouveau movement, as reflected in Alphonse Mucha's posters.

In their article, "From scriptor to promptor: An evaluation of the status of authorship,
authenticity, and creativity in light of the use of artificial intelligence in screenwriting” Ali Ozgiir
Gursoy and Serkan Savk engage with one of the key contemporary debates—the influence of
artificial intelligence on creative processes. Employing conceptual approaches such as
deconstruction and etymology, the authors critically examine the nature of authorship,
questioning the concepts of originality and authorship in the context of Al-assisted screenwriting.

Beril Uguz's article “An analysis of the meaning constructed by woman gaze through cinematic
instruments in Yegim Ustaoglu's film Clair Obscur (2016)" focuses on the construction of meaning
through the female gaze in cinema. This study highlights the subjectivity of female characters,
investigating how the cinematographic tools used in the film align with and support its thematic
narrative.

The article "Loss of difference and victim crisis in Valdimar Jéhannsson's Lamb (2021)" by Emre
Asilioglu and Sefik Ozcan offers an analysis of the folk horror film *Lamb* through the lens of René
Girard's theories on the relationship between violence and the sacred. The authors present a deep
analysis of how the film, with its pastoral atmosphere, draws viewers into a different world while
exploring the concepts of violence and innocence.

Finally, the article "Investigation of kevlar application in baglama soundboard and its effects on
sound properties” by Umit Cigekcioglu and Ali Maruf Alaskan offers an innovative solution to the
sound resonance issue in the traditional baglama instrument. Through experimental studies, the
authors demonstrate the potential of Kevlar material to enhance the sound quality of the baglama.

We believe that these articles, each offering a unique perspective, will contribute significantly to
the ARTS community.

We hope you enjoy reading this issue.

arts.artuklu.edu.tr | 2024 | September | Issue 12
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Miizelerde gorsel iletisim tasarimi 6geleri:
Bakii Modern Sanat Miizesi (Baki1 Miiasir Incesanat
Muzeyi) tizerine bir degerlendirme

Banu Ersanli | Doktor 6gretim tiyesi | Bagkent Universitesi, Ankara, Tirkiye
banu@baskent.edu.tr | https://orcid.org/0000-0002-8403-7390

Atf

Ersanly, B. (2024). Miizelerde gorsel iletigim tasarimi 6geleri: Bakii Modern Sanat Miizesi (Bak:
Milasir incessnst Muzeyi) {izerine bir degerlendirme. ARTS, 12, 9-40.
https://doi.org/10.46372/arts.1455682

Gelis: 19.03.2024 | Kabul: 19.05.2024

Oz

Yaratici ve kiiltiirel stratejilerin bir parcasi olarak olusturulan, yer aldigi sehrin ve
bodlgenin demografisine katkida bulunan, toplumsal mirasin izdiisimi olan muizeler salt
sergiledikleri eserler araciligi ile degil; gorsel iletisim tasarimi 6geleri, mimari ve ig
mimari konseptleri ile de estetik bir yap1 inga etmektedir. Azerbaycan'in ilk modern sanat
miizesi olma 6zelligi tasiyan Bakili Modern Sanat Miizesi (Baki Milasir Incesenst Muzeyi)
bu galisma kapsaminda logosundan web sayfasina, yonlendirme tasarimindan sosyal
medya hesaplarina, i¢ mekan eser bilgilendirme kartlarindan renk tercihlerine kadar
butincil bir bakis agisi gergevesinde durum galismasi yontemi ile incelenmistir. Yeni
miuzecilik kavrami perspektifinde, miizecilik uygulamalarinin dijitallesme streciyle
entegrasyonu Bakli Modern Sanat Miizesi 6rnegi tizerinden degerlendirilmis; miizenin
mevcut gevrimici varliklari ve dijitallesme siirecine adaptasyonu irdelenmistir.

Anahtar kelimeler
gorsel iletigim, tasarim, miize, bakii modern sanat miizesi

One cikanlar

e  Modern sanat miizeleri hedef kitleleri ile yeni iligkiler gelistirmeli, kimliklerini yansitmak,
varliklarinmi stirdiirmek, potansiyel ziyaretgileri beklemek, var olan ziyaretgileri ise tekrar
davet etmek, arzulanabilir olmak igin iletigim stratejilerini belirlemelidir.

e Bakii Modern Sanat Miizesi gorsel iletisim tasarimi o6gelerinin dijital adaptasyonu
gergeklestirilmelidir.

e  Gorsel iletisim tasarimi baglaminda miizeler, izleyici ve ziyaretgiyi deneyim siirecinin aktif
birer paylasimcisi formuna getirerek, izleyici ve ziyaretgi ile etkilesim kurulabilmesine
olanak tanimalidir.

ARTS: Artuklu Sanat ve Begeri Bilimler Dergisi | e-ISSN: 2687-1890
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Visual communication design elements in
museums: An evaluation on Baku Museum of
Modern Art (Bak: Miiasir Incasonot Muzeyi)

Banu Erganli | Assistant professor | Bagkent University, Ankara, Turkey
banu@baskent.edu.tr | https://orcid.org/0000-0002-8403-7390

Citation

Ersanly, B. (2024). Visual communication design elements in museums: An evaluation on Baku
Museum of Modern Art (Baki Milasir incesenst Muzeyi). ARTS, 12, 9-40.
https://doi.org/10.46372/arts.1455682

Submission: 19.03.2024 | Acceptance: 19.05.2024

Abstract

Museums, which are created as part of creative and cultural strategies, contribute to the
demography of the city and region where they are located, and are the projection of social
heritage, build an aesthetic structure not only through the works they exhibit but also
through visual communication design elements, architectural and interior design
concepts. Baku Museum of Modern Art, which is the first modern art museum of
Azerbaijan, was examined with the case study method within the framework of a holistic
perspective from its logo to its web page, from its orientation design to its social media
accounts, from its interior artwork information cards to its color preferences. In the
perspective of the new museology concept, the integration of museum practices with the
digitalization process was evaluated through the example of Baku Museum of Modern
Art; the museum's existing online assets and adaptation to the digitalization process
were examined.

Keywords
visual communication, design, museum, baku museum of modern art

Highlights

e Modern art museums should strive to develop new relationships with their target
audiences and determine their communication strategies to reflect their identity, maintain
the existence, wait for potential visitors, invite existing visitors back, and be desirable.

e Digital adaptation of visual communication design elements of Baku Museum of Modern
Art should be realized.

e In the context of visual communication design, museums should enable interaction with
the audience and visitors by making them active participants in the experience process.

ARTS: Artuklu Journal of Arts and Humanities | e-ISSN: 2687-1890




Miizelerde gorsel iletisim tasarimi 6geleri: 1
Bakii Modern Sanat Miizesi (Baki Milasir Incessnst Muzeyi) {izerine bir degerlendirme

Giris

19901 yillarda Sovyetler Birliginin pargalanmasinin ardindan, Azerbaycan'da
1980'lerden itibaren baslayan sanatsal hareketler Sosyalist Gergekgiligin baskisimin
kalkmas ile ivme kazanmis, Azerbaycan'da sinirh ve gizli kalan sanatin tiim dallari 9o
yillar itibariyle glin yuzine gikmis; benlik, 6zel alan, kimlik, inang gibi bireyselligi ele alan
konularda gagdas sanat uretimleri ve etkinlikleri gergeklestirilmeye basglanmistir.
Bagimsizligin ardindan Azerbaycan'da cagdas sanatin gelistirilmesi amaciyla yeni
miuzeler ve sanat galerileri agilmigtir (Azizzade ve Jular, 2022, s. 55-56). Bu kurumlarin
arasinda yer alan Bakii Modern Sanat Miizesi (Baki Miiasir Incasanat Muzeyi); 20 Mart
2009 tarihinde Haydar Aliyev Vakfinin destegi, Mihriban Aliyeva'min' girisimi ile 5
Yusuph Saforov, AZ1025, Khatai adresinde Bakl'de agilmigtir.

Bu galisma kapsaminda Azerbaycan sanatinin modern izdiisiminiin sunulmasina imkan
saglayan Bakii Modern Sanat Mizesinin gorsel iletisim tasarimi ogeleri arasinda
bulunan logo, yonlendirme tabelalari, web sayfasi, sosyal medya hesaplari, basili
materyalleri grafik 6geler ve tipografik diizenlemeler tizerinden biitiincil bir bakis agis1
ile degerlendirilmistir. Azerbaycan'da yer alan ilk modern sanat miizesi olan Baki
Modern Sanat Mizesi; gerek koleksiyonunda barindirdig: cagdas sanat eserleri, gerek
Azerbaycan gagdas sanat tarihine tuttugu 1sik, gerekse Uistlendigi modern sanat vitrini
olma misyonu ile var oldugu bélgenin en énemli sanat yapilarindan bir tanesidir. Tim
bunlara karsilik mizenin, dijital diinyada varhgmni sturdiirirken uyguladig: iletisim
stratejisindeki aksaklik ve eksiklikler, gevrimigi varliin mevcudiyeti hakkinda
problemlerin olusmasina yol agmaktadir.

28 Ekim 2023 tarihinde yazar tarafindan gergeklestirilen miize ziyareti kapsaminda
yapilan gozlemlerden yola gikarak olusturulan galismada, gekilen fotograflardan ve
ziyaret sirasinda tutulan notlarin belgelenmesinden faydalanilmistir. Gergeklestirilen
basili ve dijital kaynak taramasi ile veri toplama stireci tamamlanmistir. Modern sanat
miuzeleri ile ilgili akademik galismalar yGriutilmesine karsin, Bakii Modern Sanat Miizesi
ile ilgili bir arastirma gergeklestirilmemis olmasi, s6z edilen eksikligin giderilmesi
hedeflenerek durum galismasi yéntemi ile ele alinmistir. Bir durumun derinlemesine
galigilip betimlenmesi (Subag: ve Okumusg, 2017, s. 425) ve sinirli sistemlerin nasil igledigi
ve calistigi hakkinda sistematik bir bigimde bilgi elde etme amaci ile goklu veri
toplanmasi ve incelenmesi siirecini igeren metodolojik bir yaklagim (Chmiliar, 2010, s.
582) olan durum galigmalar: olaylar: ve olgulari, meydana geldikleri ginlik baglamlarda
agiklamakta, tanimlamakta ve kegfetmek igin kullanilmakta (Yin, 2009, s. 4), sonuglarin
olayin neden o sekilde olustugu ve sonraki galismalarda nelere odaklanilmas gerektigini
ortaya koymaktadir (Davey, 2009'dan aktaran Subasi ve Okumus, 2017, s. 420). Basta
sosyal bilimler alani olmak tizere farkl disiplinlerde yaygin bir arastirma tasarimi olarak
kullanilan durum calismasi, karmasik bir konunun gergek yasam baglaminda

: Mehriban Sliyeva (1964-...) Azerbaycan Cumhurbaskani ilham Aliyev'in esi ve Azerbaycan Cumhuriyeti'nin
ilk Cumhurbagkanm Yardimcisi. Azerbaycan bilim, sanat, saglik, spor, kiltirtiniin gelismesine ve dinya
capinda deder kazanmasina katkida bulunmak amaciyla farkli dernek, kurum, federasyon, vakif ve
komitelerde gorev almakta, projeler yurutmektedir (mehriban-aliyeva.az, ____ ).
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derinlemesine ve gok yonlii olarak anlasilmasi hedefi ile dogal baglaminda kesfedilmesi
igin kullanilan bir yaklasimdir (Crowe vd., 2011, s. 1). S6zl edilen yaklagimin miizenin
gorsel tasarim 6gelerinin belirlenmesi ve incelenmesi siirecine yardimci olmasi amaciyla
muzelerin yeni miuzecilik kavrami {izerinden nasil ve hangi kosullarda ele alindids,
mizelerin dijitallesen diinyadaki konumlandirmalariy, Bakii Modern Sanat Miizesi'nin
mevcut durumu ve konsepti Gizerine bir arastirma gergeklestirilmis, elde edilen veriler
151ginda galismanin son boélimiinde 6neriler sunulmustur.

Yeni miizecilik kavrami baglaminda miize

Eski Yunanca mouseion povoeiov (Mousalar tapinagi, Mousalara adanmis yer)
sézcuigunden tireyen miize kelimesi, motisa® podioa (sanat tanrigasi) sézctiigunden ion son
eki ile tiretilmigtir (Etimoloji Turkge, 2024). Turkgeye ise Fransizca musée kelimesinden
gegen miize Turk Dil Kurumu'nca (2024) "Sanat ve bilim eserlerinin veya sanat ve bilime
yarayan nesnelerin saklandigi, halka gosterilmek igin sergilendigi yer" olarak
tanimlanmaktadir.

1946 yilinda kurulan, 138 farkli tilkeden 45 binden fazla tiyesi bulunan; miize faaliyetlerine
yonelik mesleki ve etik standartlari belirleyen bir dernek ve sivil toplum kurulusu olan
Uluslararas1 Mizeler Konseyi (The International Council of Museum — ICOM) (____)
tarafindan ise miize su sekilde tanimlanmaktadir:

Somut ve somut olmayan mirasi arastiran, toplayan, koruyan, yorumlayan ve

sergileyen, kir amaci giitmeyen, toplumun hizmetinde olan kalici bir

kurumdur. Halka acik, erisilebilir ve kapsayici olan miuzeler, gesitliligi ve

surdirilebilirligi tegvik eder. Etik, profesyonel ve toplumlarin katilimiyla

faaliyet gosterir ve iletigsim kurarlar; egitim, eglence, diigiinme ve bilgi

paylasimi igin gesitli deneyimler sunarlar.
T.C. Kiiltir ve Turizm Bakanh Teftis Kurulu Bagkanh@ (____) Miizeler I¢ Hizmetler
Yonetmeligi'nin 4. maddesinde ise miize; "Kiiltlir varliklarini tespit eden, ilmi metotlarla
agiga cikaran, inceleyen, degerlendiren, koruyan, tanitan, suirekli ve gegici olarak
sergileyen, halkin kaltir ve tabiat varliklari konusundaki egitimini, bedii zevkini
yukselten, diinya gorusuni gelistirmede tesirli olan daimi kurulus” olarak
agiklanmaktadir.

Miizeler ayrica, kamuya hizmet etme hedefi ile dijital ¢agda tretilen yaratici kiltir
endustrileri ve sanatin elektronik ortamda sunuldugu, istihdam yaratilmasina olanak
saglayan ve yasam standartlarinin ylikseltilmesine yol agacak yeni fikirler ireten, yerel
kaltlr ve kimlikleri destekleyen, yorumlanmas: ve degerlendirilmesine firsat sunan,
aydinlanmig topluma ulasma slirecinde 6nemli rol oynayan birer kiltiirel miras
kaynagidir (Logan, 2005, s. 28). Kiltlirel miras; tarih boyunca maddi ve manevi olarak
gelistirilen, 6grenilen, uygulanan, yaratilan, biriktirilen bilgi ve becerilerin, tim kiltiirel

2 56zl gegen motsa kelimesi Yunan mitolojisinde ilham perisi anlamina gelmektedir. Yunanca akil, disiince,
yaraticilik glici kavramlarimi igeren men kokiinden gelen motsalarin ayni zamanda sanatin her tlrindg,
yaraticilidi ve zekay: sembolize etmektedirler (Archaeologs, 2024).
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yaratilarin gelecek kusaklara aktarilarak stirdirtaldigine isaret eden bir kavramdir
(Emiroglu ve Aydin, 2020, s. 689). Miizelerin dijital dinyadaki varhigi ayrica kiltiirel
mirasin korunmasi ve iletilmesi stirecinde de bliyliik énem tasimaktadir. 2003 yilinda
Fransa Paris'te UNESCO tarafindan hazirlanan Dijital Mirasin Korunmasina Iligkin
Tuzik'te belirtildigi gibi dinyadaki kitap, sanat eserleri ve tarih ve bilim amnitlari
mirasinin korunmasini ve korunmasini giivence altina alinmalidir. Metinler, veri
tabanlari, sabit ve hareketli géruntiler, ses, grafikler, yazilim ve web sayfalarinin yani sira
cok cesitli ve giderek blyuyen dijital materyaller gogunlukla gegicidirler ve elde
tutulabilmeleri igin amaca yonelik Uretim, bakim ve yonetim gerektirirler. Bu
kaynaklarin birgogunun kalici degeri ve 6nemi vardir ve bu nedenle mevcut ve gelecek
nesiller igin korunmasi ve muhafaza edilmesi gereken bir miras olusturmaktadir
(UNESCO, 2003). Kiiltiirel miras alani, dijitallestirme stiregleri konusuyla ilk yiizlegen ve
bilgi tanmimlamasinda seffaflik kiltirGni tanitmaya galisan topluluk olarak
tanimlanmaktadir (Turco ve Giovannini, 2020, s. 2).

Mizelerin kiiltiirel mirasi iletme islevi salt izleyici ve ziyaretgiler perspektifinde degil,
bulundugu toplumun geneli igin de deger yaratmaktadir. Sanat, mekan ve toplum
kesisiminin bir karsiligi olan miizeler, kiiltiirtin sosyo-ekonomik yansimasina da imkan
saglamakta, bu yoniiyle turizm, ekonomi, siyaset, igletme alanlari tarafindan da kapsayici
bir bakig agis1 ile incelenmektedir. 1950°ler sonrasinda Amerika Birlesik Devletleri ve
Avrupa tlkelerinde modern ve postmodern mimarileri ile birer anit olma 6zelligi tasiyan
modern sanat mizeleri ayrica bulunduklari kentlere g¢agdas sanat kimligi
kazandirmaktadir (artam.com, 2020, 15 Haziran).

Miuzeler egitici Ozellikleri ile de 6n plana gikmaktadir. Bu yoniiyle muzeler; “birer
arastirma merkezi, agik iiniversite, bir ailenin tiim fertlerinin eglenerek 6grenebilecedi”,
6grenme siirecinden zevk alacag: (Atagok, 1999, s. 131) tim bu sliregte; gézlem, mantik,
yaraticilik, hayal glicli, begeni duygularinin olusmasina ve gelismesine katkida
bulunabilecek (Atagdk, 1999, s. 137), “her alana ait obje ve yaganmugliklar: aktaran [...]
iglerinde barindirdiklar: alana yonelik objeleri toplayan, siniflandiran, onaran-koruyan,
etkili sergilemelerle toplumun 6grenmesinde 6nemli rol oynayan birer yaygin egitim
kurumudur” (Buyurgan ve Karaaziz Sener, 2023, s. 48). Sozl edilen kapsayici tasvirlere
ek olarak; miuizelerin kimliklerini yansitmak, varliklarini strdirmek, potansiyel
ziyaretgileri beklemek, var olan ziyaretgileri ise tekrar davet etmek, arzulanabilir olmak
igin iletisim stratejilerini belirlemesi, eylem planlarini olusturmas: ve ziyaret 6ncesi,
esnasl, sonrasl slireci dénemin gergekliklerini goz 6niine alarak tasarlamasi gerektigi
soylenebilir.

Miize iletisimi ve dijitallesme

Guntmiuizde mizeler hedef kitleleri ile yeni iligkiler gelistirme gabasi gelistirmektedir.
“Sanatla kurulan iligkinin dogrudan bir iletisim siireci oldugu ve bir kitle iletisim araci
olarak sanatin bizzat kendisinin” kullanilmasi ile (Yaban, 2023, s. 210) dijitallesen diinyada
gevrimigi varliklarini kanitlamak tizere miizelerin kullandiklari mecralar degisim
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gostermektedir. Yeni iligkilerin dijitallesen diinyada sosyal mecralar, web siteleri, yeni
teknolojiler aracilign ile sekillendigi bilinmektedir. Gincellenmesi gereken yeni diizenin
gorsel iletisim tasarimlarina yansimasi gerekliligi mevcut durumun bir sonucu olarak
ortaya gikmaktadir.

1980'lerden bu yana, geleneksel miuzeciligin eski semasinmi kirilmis; sanal gergeklik,
artirilmis gercgeklik, karma gerceklik, paralel gergeklik, web teknolojileri gibi yeniliklerin
benimsenmesi sayesinde gelistirilen iletisim dilleri ile miize kavrami evrimlesmis ve yeni
miuzecilik hareketi dogmusgtur (Barbieri, Bruno ve Muzzupappa, 2017, s. 101). Bu baglamda
muzelerin; topluma uzaktan bakan klasik ve duragan mekan anlayisindan, yeni sunum,
sergileme ve anlatim yontemlerinin kullandidi, kéltir tnitesi olarak kurgulanmis,
yasayan c¢agdas miuzecilik anlayigina dogru bir gegis (Sar ve Sagkol, 2013, s. 84)
gergeklestirmesi beklenmektedir. Geleneksel miizenin adeta bir anmit gibi ziyaretgisini
bekleyen yapisina karsin postmodern mize gelistirdigi yontemlerle ziyaretgisini
kendisine gekmekte, kimi zaman ise ziyaretgisine gitmektedir (Ulus, 2021, s. 24-25).

"Sanatta dijital teknolojilerin kullanim yeni sanat bigimlerinin gelistirilmesine, sanatsal
distince ve eylemlerin farkli sekillerde sunulmasina katki saglamaktadir. Bu katkilar,
sergileme yontemlerinde, mize igi bilgilendirme grafiklerinde ve mize tanitim
ogelerinde yenilikgi yaklagimlarla kendisini géstermektedir” (Cogkun, 2021, s. 104).
Guntmiuizde beklenen, Ozellikle modern sanat mizelerinde dijital teknolojilerden
faydalanilmasi ve sunum tekniklerinin bu yénde gelistirilmesi, web sayfalarinin aktif,
erisilebilir olmasidir.

Ziyaretgilere gcevrimici deneyim sunan miize web sayfalari ziyaret éncesinde kullaniciya
calisma saatleri, ticretler, yol tarifi gibi miizeye dair temel bilgileri sunmalidir. Strekli
ziyaretgilerin arzulari bu noktada potansiyel ziyaretgilere gore farklilagabilmekte ve web
sayfasindan beklentileri; gelecekte yapilacak sergilere dair bilgi almak, etkinlik
duyurularini takip etmek, yeniliklerden haberdar olmak yoéniinde sekillenebilmektedir.
Miize profesyonelleri ve miize ziyaretgileri igin, miizeler ve miize web siteleri arasinda
olumlu ve tamamlayici bir iliski olmalidir. Mlize web siteleri, gevrimici ziyaretgileri sanal
olarak mize koleksiyonlarina gekmeli ve onlara mizeyi bizzat ziyaret etmeleri
konusunda tegvik etmeli, fiziksel ziyaretgileri ise, miize ve koleksiyonlar hakkinda daha
fazla bilgi sahibi yaparak, ziyaret 6ncesi ve sonrasi faaliyetlerini birbirine baglayarak bir
kopri gorevi gérmelidir (Marty, 2007, s. 337). Dijital teknolojiler, miize profesyonellerine
koleksiyonlar: hakkindaki bilgileri dogrudan izleyicilerine ulastirmanin yeni yollarini
sunmali, mize koleksiyonlar:1 hakkinda daha fazla bilgi edinmek isteyen yeni ve
potansiyel =ziyaretgilerden, miize koleksiyonundaki belirli nesneleri arayan uzak
Universitelerdeki akademik arastirmacilara kadar pek ¢ok farkli gevrimici miize
ziyaretgisine bilgi vermelidir (Marty, 2008, s. 84). Sanat ve kiiltir kuruluglarinin dijital
teknolojilerin getirilerinden yararlanmasi, koleksiyon ve arsivlerini dijitallegtirmesi ve
daha fazla deger yaratmasi igin yeni olanaklar sunuyor olmasi, bu kuruluglarin dijital
formatlar1 kullanarak izleyici kitlesini genisletebilmesine ve yeni izleyicilere
ulagabilmesine olanak saglamaktadir (Bakhshi ve Throsby, 2010, s. 15). Dijital
teknolojilerin bir bagka getirisi ise kuskusuz izleyici ve ziyaretgiyi deneyim siirecinin
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aktif birer paylasimcisi formuna getirerek, izleyici ve ziyaretgi ile etkilesim
kurulabilmesine olanak tanimasidir.

Salt "nesne/koleksiyon anlayisindan siyrilarak birey/toplum temelli bir yaklasimi
benimseyen miuzeler, bu yaklasimi yerine getirebilmek igin” yeni dijital teknolojilerden
de faydalanmakta; “karma gergeklik (MR), sanal gergeklik (VR), artirilmig gergeklik (AR)
ve genigletilmig gergeklik (XR)” uygulamalarini farkli amaglarla kullanmaktadirlar
(Mercin ve Diksoy, 2023, s. 94). Sanal gergeklik (VR) ve artirilmig gergeklik (AR)
uygulamalarinin  sagladigi  etkilesim ve cokluortam ozellikleri ile bunlarin
senkronizasyonu, yiksek diizeyde 0zglin ve yenilikgi teknolojik igerik tasarlamay:
miumkin kilarken, karma gergeklik (MR) uygulamalar: muzelerde, sergilerin dijital
ortamlardaki sanal igerikleri; 3B, hologramlar, mekansal haritalama ve sensoérler gibi
gelismis gorsellestirme teknikleri ile gergeklestirmesine imkan saglamaktadir (Trunfio,
Jung ve Campana, 2002, s. 3). Surikleyici teknolojiler ile kullanicinin gergek gevresini
genisleten veya degistiren, gergek-sanal stirekliligi yeniden tasarlayan dijital ortamlar
ktltlirel miras aktarimina fayda saglayacak igeriklerle mizelerde 6zellikle son yillarda
siklikla kullanilmaktadir.

Web ve sosyal medya kullanimina ek olarak gokluortam teknolojilerinin muzeler
tarafindan aktif olarak kullanilmasi, geleneksel yontemlerin gozden gegirilerek yeniden
tasarlamasina ve kultlirel hizmet Gretiminde yer alan dinya gapindaki potansiyel
ziyaretgi agina, yeni kultirel deneyimleri yasamaya tesvik etmeye de olanak
tanimaktadir (Padilla-Meléndez ve Aguila-Obra, 2013, s. 892). Giiniimiizde interaktif
tasarimlarin miuzelerde aktif bir sekilde kullanilmasi beklenmektedir. Bu baglamda;
uygulamalar, QR kodlar, dokunmatik ekranlar, arttirilmis gergeklik teknolojisi gibi
uygulamalar bilgiyi dogrudan aktarmaya olanak tanimakta ve izleyicilerin beklentilerine
dijitallesen etkilegimli yontemler ile cevap vermektedir (Mazlum ve Arici Turhangil,
2022, s. 1108-1109). Coklu ortam uygulamalarinin; okuyucu, izleyici, dinleyici ve artik
gunimizde katihmcilarin bilgi stirecine dahil olmasini 6ngoérdigi sistemlerin de
miuzelerde kullanildig: bilinmektedir. Teknolojik olanaklar gergevesinde kullanilmasi
mumkin olan dokunmatik ekranlar, kameralar, gérintileme araglari, hologramlar, sanal
gergeklik uygulamalar: miizeler tarafindan tercih edilmekte ve sergileme siireglerinde
aktif olarak kullanilmaktadir.

Sosyal mecralarin miizeler tarafindan aktif olarak kullanilmasi da dijitallesme stirecinin
bir getirisi ve pargasi olarak bilgi paylasimi, bilgiye erisim stirecine katki saglayarak
hedef kitleye ulasma yontemi olarak kullanmilmaktadir. Ziyaretgilerin miize gezileri
sonrasl deneyimlerini igeren geribildirimleri paylasmaya imkan sunan sosyal mecralar;
potansiyel ziyaretgilerin fikir, goriis, segim ve gezi planlari tizerinde belirleyici rol
oynamakta, gezi oncesi beklentilerin olusmasina katk: saglamakta, karar alma siirecini
dogrudan etkilemektedir (Gao ve Yu, 2024, s. 2). Ziyaret Oncesi, slireci ve sonrasina dair
agiklayici bir deneyim zinciri sunan bu mecralar sayesinde miizeler mimari sinirlarin
disina gikarak 7/24 erisilebilir, hakkinda konusulabilir, gezilebilir, deneyimlenebilir yeni
birer mekana déniismektedir.
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Gorsel iletisim baglaminda miizelerin iglevleri

Farkli kaynaklarda miizelerin islevlerine dair farkli basliklar olmakla birlikte miizelerin
iglevlerini; toplama, belgeleme, arastirma, koruma, iletisim, sergileme, egitim olarak
siralamak miimkiindir. Bu dogrultuda miizelerin iletisim ve sergileme iglevleri dogrudan
ve dolayli olarak gorsel iletigim tasarimi ile baglantilidir.

Mizelerin iletisim islevinin amaciy; mizenin toplum ile bag kurmasi, etkinlik ve
igeriklerinin paylasilmasi, tanitim, pazarlama galismalarinin yuratilmesini saglamaktir.
"Tanitim veya reklam amaciyla gorsel bir malzeme Uretmek gereksinimi duyan her
kurum, olusturdugu gorsel yapiyla yeni bir iletisim boyutu” yaratmakta, “kurumun
kimligini, vizyonunu, ozetle sorunu ele alis tarzini anlatan mesajlar tretmekte” ve
gostergeler bombardimamni altindaki hedef kitleye ayristirici ve ¢éziimlemek zorunda
oldugu bir sorunsali gorsel iletigim 6Jeleri ile sunmaktadir (Ugar, 2004, s. 28). Bu
baglamda mizelerin kurum kimligi; kurum hakkinda bilgi vermesi, benzerlerinden ayirt
edilmesi, bilinirliginin artmasi, hedef kitle tarafindan hatirlanmasi amaglar: éncelenerek
hazirlanmali, g¢agin gerekliliklerine uyum saglayacak mecralarda, uygun ve
stirdiirebilirlik anlayisi benimsenerek tasarlanmalidir. Geleneksel ve dijital iletisim
tasarimi 6gelerinin; temel tasarim 6ge ve ilkeleri géz 6nine alinarak biitinlikeld bir
anlayis ile ortaya konulmasi ve evrensel tasarim ilkelerine bagli kalinarak slirecin
yonetilmesi gerekmektedir. Marka kimliginin olusturulma strecinde; renk, tipografi,
imge, tarz gibi unsurlarin hedef kitlede belirli bir his uyandirarak anlam ve cgesitli
nitelikleri betimlemesi, kurumun davranigsal 6zelliklerine dair hedef kitlesine sunulacak,
aninda taninan ve kurumun 6ziini yansitan tutarl gorsel imge olusturulmasi (Ambrose
ve Harris 2017, s. 46) beklenmektedir. Mlzelerin iglevlerine katk: saglama siirecinde
cagdas mize egitim anlayis: paralelinde sergilenen tiim sanat eserlerinin ¢oklu ortam
teknolojileri kullanilarak ziyaretgilerin aktif katilimina olanak saglayacak bilgilendirme
tasarimlari ile gergeklestirilmesi de gerekmektedir (Giirdal Pamuklu, 2022, s. 124).

Mizelerin sergileme islevindeki amag ise; eserlerin anlasilir bigimde dizenlenmesi ve
eserler hakkinda dogru, nitelikli bilgi verilmesidir. Sergileme sirasinda kullanilan mekan,
renk, ses diizeni, yol haritasy, vitrin veya platformlar, dil, bilgilendirme tasarimlari, gérsel
ve isitsel tanitim araglari, dinlenme alanlari, aydinlatma bitinctl bir yaklasimla
uzmanlarla igbirligi igerisinde degerlendirilmeli, degerlendirilmedigi durumda halka
erisemeyecekleri bilinmeli, planli hareket edilmezse amaca ulasilamayacaginin da
bilincinde olunmalidir (Buyurgan ve Mercin, 2005, s. 60).

Var olan nesnelerin sunulma eylemine karsilik gelen sergilemenin, gorsel iletisim
tasarimi 6gelerinden faydalanilarak olusturulma siirecine ve fiziksel/dijital ortamlardaki
bilgilendirici anlatilarin izleyicilerle farkli dizeylerde baglanti kurmasina imkan
saglamak igin gergeklegtirilen diizenlenme siirecine sergileme tasarimi denilmektedir.
Grafiklerden c¢oklu ortam uygulamalarina, aydinlatmadan i¢ mimariye, yon
tabelalarindan etkilesimli 6gelere, tabelalardan web sayfalarina, brosiirlerden sosyal
medya hesaplarina kadar yapilandirilmis ve konsept bitinligini saglayan tasarim
¢ozumlerinin; sergileme tasarimi planlanmasi ve uygulamasi slirecinde
gergeklestirilmesi gerekmektedir. Miizelerde sergileme tasarimsi; tasarim, halkla iligkiler,
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iletisim, mimarlik gibi disiplinlerin ortak olarak ele almasi gereken bir alandir. Bir
muzenin gorsel iletisim Ogelerinin tamamini degerlendirmek igin butinctil ve
disiplinleraras1 bir yaklasim ile milizenin gorsel tasarimlari olusturulmali ve
kullanilmalidur.

Izleyiciyle etkili iletisim kurulabilmesi igin sergileme tasariminda, igerigin yalin ve dogru
¢ozlimlenmisg bir gorsel dil kullanmilarak yansitilmasi gerekmektedir (Uyan Dur, 2011, s.
170). Kultur aktarim siirecine 6nemli bir katkisi olan miizelerde yer alan eserlerin anlagilir
bir sekilde izleyiciye sunulmasi aktarim stirecinde hatalari ortadan kaldirmaktadir. S6z
edilen anlasilir sergileme teknikleri igin kuskusuz gorsel iletisim tasarimi ilke ve
0gelerine bagli kalinmali, bilgilendirme tasarimi konusunda uzman kisilerle birlikte
calisilmalidir.

Miizelerde bilgilendirme tasarim, ¢gevresel tasarim ve sergileme tasarimi

Uluslararas: Bilgilendirme Tasarimi Enstitlisii (International Institute for Information
Design — IIID) (____) tarafindan bilgilendirme tasarimi; “karmasik iletigim sorunlarini
¢ozmek ve yasamin her yonlni iyilestirmek igin yaratici ve tasarim odakli diiglinme
uygulamasi” olarak tamimlanmaktadir. Temel olarak bir bilginin kars: tarafa en yalin ve
dogru olarak aktarilma siirecini tanimlayan bilgilendirme tasarimlar: giindelik hayatta;
isaretler, haritalar, zaman gizelgeleri, kataloglar, kullanim kilavuzlari, rehberler, formlar,
brostirler, veri gorsellestirme, infografikler, finansal raporlar, kaynak kitaplar, web
siteleri, ders kitaplary, sozlesmeler, saghk ve ilag bilgileri, prospektiisler, belgeler,
yonlendirme tabelalari ve isaretlendirme sistemlerinde kullanilmaktadir. “Sézciik anlami
bilginin ve bilgilendirme bigiminin tasarimi olan bilgilendirme tasariminin ana ilkesi,
izleyicisi igin karmasik bir veri yiginini anlagilir ve aninda ulasilabilir kilmaktir” (Aybay,
2017, s. 455). Yaratici ve estetik sunumlara ek olarak bilgilendirme tasarimlarinda; mesaj
agilk, anlasiir, dogru olarak iletilerek bilgiye wulasim sliresinin kisaltilmasi
hedeflenmektedir.

Bilgilendirme tasariminda hedef kitlenin bilgi ihtiyaci karsilanmalidir. “Mesajin analizini,
planlanmasini, sunulusunu ve anlasilmasini” kapsayan siireg “segilen kitle ne olursa
olsun, iyi tasarlanmig [..] estetik, ergonomik, ekonomik ve konu kapsamindaki
gereksinimleri kargilayabilecek” nitelikte olmalidir (Pettersson, 2002, s. 11). “Miizelerdeki
bilgilendirme tasarimlarinin birey ile eser iletisimini arttirmasi gerekliligi, bilgilendirme
tasarimlarinin da bir tasarim nesnesi olmasinin Gtesine gegmesine” yol agmaktadir
(Mecrin ve Diksoy, 2023, s. 95).

Bilgilendirme tasariminin bir pargasi olan gevresel grafik tasarim ise temel olarak;
yonlendirme isaretleri tasarimi, sergileme tasarimi, yer imleri ve piktogramlardan
olugmaktadir. Insan bedeninin kamusal alanda fiziksel mekanlarla kurdugu iligkiyi
tanimlayan gevresel tasarim, tipki basili bir mecraya tasarim uygulama siirecinde oldugu
gibi bir hikaye anlatmali ve marka deneyimi yaratmalidir (Ambrose ve Harris 2017, s. 128).
Ziyaretginin yardima ihtiyaci olmadan yonunt bulabilmesi, sergilenen eserlerin
gorinme agilarinin dogru olmasi, eser agiklayici bilgilerinin gértintrligd, yeterliligi ve
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dtzeni (Uslu ve Yalgin, 2020, s. 236) gevresel tasarim stirecinin miize mimarisi géz 6niine
alinarak gergeklestirilecek gorsel kimlik yaratim slirecine olan etkisi ve Onemini
vurgulamaktadir.

Bilgiyi hedef kitleye en dogru ve hizli sekilde iletme amaci ile sistematik olarak sunma
slireci olan yonlendirme tasarimi, miize gibi sayica gok eserin yer aldigi bir mekanda
ayrica dnem tasimaktadir. Fiziksel gevreyle yapilan gorsel iletisim tasarimi uygulamalari
olan yonlendirmeler ve isaret tasarimlari ziyaretgilerin mekan igerisinde yolunu
bulmasina ve istedidi yere gitmesine de olanak saglamaktadar.

"Yonlendirme ve isaretleme tasariminin temel amaci kullaniciyr bir mekanin en dis
noktasindan, i¢ mekanda varilmak istenen son noktaya kadar yardim almaksizin,
kolaylikla ulastiracak tasarim sistemini kurmaktir” (Giiler, 2014, s. 66). insanlarin en
temel giidiileri arasinda olan yol bulma, konum belirleme ve hareket etme eylemleri miize
mekanlarimin tasarimi slirecinde biiylik 6nem tasimakta, bu siire¢ géz 6ntine alinarak
tasarlanan yonlendirme isaretleri ziyaretgiye o an nerede bulundugu, servislerin nerede
yer aldign bilgilerini anlamlandirmalar: igin imkan saglamakta ve ziyaretgiye konfor vaat
etmektedir (Kandemir ve Ugar, 2015, s. 33). Isaretler, bir mekana dair tiim gérsel verileri
bir araya getirmekte: gérilmesi gerekenler (yangin ¢ikisy, tahliye yollary, sigarasiz alan
igsaretleri vb.) ve goériilmek istenenler (lavabolar, merdivenler, asansérler vb.) olarak iki
kategoriye ayrilmaktadir (Ambrose ve Harris 2017, s. 126).

"Yonlendirme tasarimi diinya gapinda tartisilan ve gintmiizde gesitli mesleklerden
kisilerin dahil oldugu” ve halen geligmekte olan "disiplinlerarasi bir kavramdir” (Aybay,
2017, s. 454). Metin ve resimlerin, bilgi ve 6grenme materyallerinin tasarimi stirecinde
hedef kitleye dogru iletilmesi ve iletim siirecinin kolaylastirilmasi igin karmasik bir dil
kullanimindan kaginilmas: gerekmektedir. Bu dogrultuda tasarim siirecinde etkili ses,
dikkat, agiklik, anlasilabilirlik, tutarlilik, vurgu, bilgi etigi, okunabilirlik, hafiza, algs,
hassasiyet, isleme, kalite, okuma diizeyi, basitlik, yap1 ve butinlik mesaj tasariminda goz
6ntinde bulundurulmas: gereken temel kavramlardir (Pettersson, 2012, s. 99).

"Evrensel tasarimin temel ilkeleri olan esitlik¢i tasarim, kullanimda esneklik, basit ve
sezgisel kullanim, algilanabilir bilgi, hata igin tolerans, diisik fiziksel gii¢ gereksinimi,
yaklasim ve kullanim igin uygun boyut ve mekan” kamusal alan yonlendirme
tasarimlarinda da ayrica gegerlidir (Tasgioglu ve Erdogan Aydin, 2015, s. 230). Bilgi ve
6grenme materyalleri dreticileri, iletisimi ve alicilarin 0Ogrenme sireglerini
kolaylastirmaktadir. Bu noktada mizeler gibi sayica gok uyaricinin yer aldigi mekanlarda
bilgilendirme tasariminin 6nemi bir kez daha anlasilmaktadir.

Avangart sanatin vitrini: Bakii Modern Sanat Miizesi (Bak: Miiasir Incosonat
Muzeyi)

Bakii Modern Sanat Miizesi; Azerbaycan'daki ilk modern miize olma 6zelligini tagimakla
birlikte, birgok farkli gagdas sanatginin eserini biinyesinde barindirmaktadir. Son 70 yilin
sanatgilarina ait, 800'den fazla resim ve heykeli biinyesinde barindiran miizede; Agha
Ousseinov, Ali Ibadullaev, Altai Sadigzadeh, Ashraf Murad, Darvin Velibekov, Eldar
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Mamedov, Eliyar Alimirzayev, Farhad Halilov, Fazil Najafov, Fuad Salayev, Gennadi
Brijatjuk, Huseyn Hagverdi, Mahmud Rustamov, Mamed Mustafayev, Mikail
Abdurahmanov, Mirnadir Zeynalov, Museib Amirov, Niyaz Najafov, Rashad Babayev,
Rasim Babayev, Vugar Muradov gibi sanatgilarin ¢gagdas sanat galismalarinin yamni sira,
Marc Chagall, Salvador Dali, Pablo Picasso'nun eserleri de sergilenmektedir.

Azerbaycan sanatimin "i¢ hafizas1” olarak nitelendirilen miize, ayrica Elmira
Shahtahtinskaya, Huseyn Aliev, Mikail Abdullaev, Nadir Abdurahmanov, Nadir Qasimov,
Oktay Sadigzadeh, Omer Eldarov, Settar Bahlulzadeh, Taghi Taghiev, Tahir Salahov,
Toghrul Narimanbekov, Tokay Mamedov'a ait figlratif eserleri de blinyesinde
barindirmaktadir. Miizede aligilagelinenin aksine; eserlerin sergilenmesinde tema ayrimi
ve 6nceden belirlenmis, zorunlu bir rota bulunmamaktadir. Bu serbestlik miizenin farkli
noktalarini dogrudan birbirine baglantili hale getirmektedir. Miizenin mimari konsepti,
ayni zamanda miize koleksiyon ve sergi sorumlusu da olan Altai Sadigqzadeh?® tarafindan
eserlere ¢ok boyutlu bakis agisi sunma hedefine paralellik gosterecek bigimde
tasarlanmisgtir. Miize mimarisine beyaz renk hakim olmakla birlikte, salonlar kosesiz
olarak tasarlanmistir. Alanlar arasi agik gegisler, metal kirigler, farkli agilarda egimli
duvarlar bulunan miize bu yonleri ile hareketli canli bir organizmanin soyut
yansimasidir. Iki kattan olusan yapiyi, ayni zamanda bir sanat eseri olan "unutulmus

a).

merdiven" (Gorsel 1 ve 2) birbirine baglamaktadir (moma.az, _

Gorsel 1 ve 2. Bakii Modern Sanat Miizesi i¢ mekan goérintiileri

Brian O'Doherty (2010) sergi mekanlar: igin "beyaz kip” metaforunu kullanmakta ve

3 Altai Sadigzade (1951-...) Azerbaycan avangard hareketinin 6nciilerinden sanatgi. Azerbaycan'in 6nde gelen
sanatgilar1 Oktay Sadikzade ve Elmira Shakhtakhtinskayanin gocugu olan sanatgi ayrica Mihriban
Aliyevamin kiz kardesi Nergiz Pasayeva'nin esidir. Birgok farkli kisisel ve karma sergisi bulunmakta,
eserlerinden bazilar: Bakii Modern Sanat Muzesi'nde halen sergilenmektedir (Aysel, 2021, s. 4).
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mizelerin minimalist bir yaklagimla tutarly, eserleri 6n planda tutma amac ile yalin, diiz,
sakin, izleyicinin esere odaklanmasi hedefi giidillen bir yapi olmasi gerekliligini
savunmaktadir. Ayrica ideal sergi mekanimin sanat eserinin algilanisina engel
olusturabilecek her tlirlii 6geden uzak, sanat eserinin yapit olarak degerlendirilebilmesi
adina dikkat dagitacak her etkenden soyutlanmis olmasi ile birlikte "biraz kilise kutsiyeti,
biraz mahkeme salonu resmiyeti, biraz deney laboratuvari gizemiyle sik bir tasarimin
bulustugu, benzersiz bir estetik mekan” olarak agiklamaktadir (s. 30). Bu baglamda
Modern Sanat Miizeleri arasinda bir éncti olan New York Modern Sanat Miuizesi (Museum
of Modern Art — MoMA), Tiirkiye'nin en biiyiik modern sanat miizesi olan Istanbul
Modern, Paris Centre Pompidou'da bulunan Musée National d’Art Moderne sozl edilen
tanimlama paralelinde beyaz kiip diizenine uygun sergileme alanlari bulunan baglica
modern sanat mizeleri arasindadir. Bakii Modern Sanat Mizesi'nde ise beyaz renk
hakimiyetine karsin kiibik bir diizen olmadids, eser dizilimlerinde bir sira gozetilmedigi,
eser arasl bosluklarin rastlantisal ve eser dizilimlerinin duvar 6zelinde tasarlandig:

goriulmektedir (Gorsel 3 ve 4).

Gorsel 3 ve 4. Bakii Modern Sanat Miizesi i¢ mekan gortuntileri

Miizelerde mimari hem kavramsal hem de fiziksel olarak belirleyici birer unsur olmakta,
sadece sergileri gergevelemekle kalmayip ziyaretgi deneyimini de bigimlendirmektedir
(Kandemir ve Ugar, 2015, s. 25). Bakii Modern Sanat Miizesi 6rnedinde oldugu gibi; mekan
ve eser iligskisinde; mekanin kurgusal diizenlemesi ve eserin algilanmasina yonelik farkl
anlayiglarla bigimlendirilmis miizeler mevcuttur. Bu anlayiglardan bazilar1 mekans,
eserin algilatilmasi igin tim detaylardan soyutlarken bazilar: ise mekanin kendisini de
sanat eserinin bir parcasi olarak sunmaktadir (Uslu ve Yalgin, 2020, s. 234). I¢ mimari
tasarim konseptinde beyaz kiip metaforunun kullanildid: ve sadece esere odaklanmay:
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onceleyen, izleyicinin dikkatini dagitacak herhangi bir baska unsura yer verilmeyen
miizelerin aksine Bakii Modern Sanat Miizesi'nde oldugu gibi belirsiz ve bir rotaya tabi
olmayan, asimetrik galeri salonlarina sahip, baglantilarin diizensiz oldugu alanlarin
kullanildign mekanlar ziyaretgiler igin surprizlerle karsilagabilecegi deneyimler
sunmaktadir. Bu deneyimi degerli olarak degerlendiren Ozge Kandemir ve Ozlem Ugar'a
gore (2015); "belirsizlik gorunir bir bitinin kigik bir pargasi olmali” ve siirprizin
gergeklesecegi mekan bltincll bir gevrede gergeklesmeli, mekanin kendisi zamanla
anlagilabilir ve tanimlanabilir olmalidir (s. 30-31). Bu gibi durumlarda mekan algisi ve eser
algisinin birbirinin 6nitine gegmemesi, dengeli olarak biutinlesmesi, uyum ve ritim
algisinin karmagaya sebep olmamasi, zitliklar igermesi beklenmektedir (Uslu ve Yalgin,
2020, s. 235).

Mize mekanlarinda bulunan “dogrusal, dairesel ya da sarmal yuriyis hatlar [...] ve
bunlar arasindaki hiyerarsinin ne olacaginin belirlenmesinin ziyaretgi davraniglarini
yonlendirici bir potansiyele” sahiptir (Kandemir ve Ugar, 2015, s. 34). Bakii Modern Sanat
Mizesi'nde giristen itibaren bir gezi rotasi ve rotanin olusturdugu hiyerarsi
bulunmamaktadir. Mekanin dogasi geredi giris kapisindan sonra bulunan agik alana bagh
galeriler herhangi bir rotaya tabi olarak gezilememektedir. Miize mekaninda ayrisan
galerileri gosteren herhangi bir yon tabelasi veya galeri isimlendirmesi bulunmamakta,
ziyaretgi igglidiisel bir hat yaratarak eserleri gorebilmekte ve galerileri ziyaret
etmektedir.

Mizelerin bilgilendirme islevlerine karsilik gelecek sekilde, eserlerin bilgi metinlerinin
uygun gorsel iletisim araglar: ile tasarlanmasi ve dogru konumlandirilarak sunulmasi
beklenmektedir. Bu noktada bilgi metinleri igin segilecek tipografi, metne uygulanacak
hiyerarsi, tasarimin yer alacagi malzeme segimi bilgiyi dogru iletme stirecinde 6nemli
birer unsurdur. Bakii Modern Sanat Miizesi'nde bulunan eserlerin kimi zaman tek esere
gonderme yapan, kimi zaman ise birden fazla eser hakkinda bilgi veren tasarim
uygulamalar: bulunmaktadir (Gorsel 5 ve 6).

Gorsel 5 ve 6. Bakii Modern Sanat Mizesi eser bilgilendirme metinleri gérintileri

Eser bilgilendirme metinlerinde herhangi bir yonlendirme isareti bulunmamasi,
eserlerin daginik olarak sergilendigi galerilerde sanatgi ve eser ismi ile eseri eglestirmeyi
guglestirmektedir. Pleksi malzemelerin kaide ve duvara ¢ivilenmesi ile olugturulan eser
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bilgilendirme metinlerinin yaz1 karakterleri miize konsepti ile 6rtiigsen bir yapidan uzak
olarak secilmistir. Cogunlugu Times New Roman karakteri ile yazilan bilgilendirme
metinlerinde alan, bosluk, hiyerarsi, estetik ilkeler g6z Oniine alinmamistir. Bilgi
vermenin hedeflenmesi gereken eser bilgilendirme metinlerinde ayrica karmasik dizeni
izleyicinin gozinde siniflandirmaya yardimci olacak bir piktogram, sembol ya da imge
olmamasi, miizelerin temel islevleri arasinda yer alan iletisim ve sergilemeyi yetersiz
olarak gergeklestirmesine sebep olmaktadir. Bunlara ek olarak miizede bulunan bazi
eserlerin bilgilendirme metinlerinin hi¢ olmamasi eserler hakkinda bilgi sahibi
olunmasinin éniine gegmektedir (Gorsel 7).

Gorsel 7. Baki Modern Sanat Miizesi eser sergileme 6rnek goruntisi

Mize blinyesinde mimari konseptin devamliligini saglayan bir yaklasimla tasarlanmis
kafe, restoran, gocuk alani, video salonu, kiitiphane ve kitapgi bulunmaktadir. Ayrica
miuzenin disinda da modern sanat heykelleri mevcuttur. Bu yoniyle miize salt bina
igerisinde degil, bulundugu konumda da varligini stirdirmekte ve kamusal alanini bir
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sanat yapitina biitlinciil olarak dontstirmektedir (Gorsel 8 ve 9).

Gorsel 8 ve 9. Bakii Modern Sanat Miizesi dig mekan goruntiileri

Mizenin bulundugu binanin endistriyel goriintiisi ve mizenin giris kapisi ve dig
cephesi, ziyaretginin miize igerisinde kargilasacadi cagdas sanat eserlerinin adeta
ipucunu verecek sekilde kaotik ancak estetik, cogunlugu geometrik formlardan olusan
bir gériintii sunmaktadir. Miize girisinde Ingilizce, yatay ve dikdértgen olarak
konumlandirilan "Museum of Modern Art” ve Azerice, dikey ve kare olarak
konumlandirilan “Baki Miiasir Incesenst Muzeyi” tabelalar1 bulunmaktadir (Gérsel 10).
Miizenin diger higbir tipografik konsepti ile (brosiirler, logo tasarimi, web sayfasi, eser
bilgilendirme metinleri) Ortiismeyen bu tabelalarin sadece bilgi vermek amac: ile
konumlandirildid: séylenebilir.
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Gorsel 10. Bakii Modern Sanat Miizesi dis cephe gorintisi

Mizeye giris esnasinda miize hakkinda bilgi verecek herhangi basili veya dijital bir

materyal bulunmamakla birlikte, miizenin kitiphane bolimiinde muze ile ilgili satilan

iki farklh eser bulunmaktadir. Eserlerden daha genis kapsamli olanini katalog olarak

nitelendirmek mimkiin olmakla birlikte, katalogda miize web sayfasinda yazan bilgilere

ek olarak Mihriban Aliyevanin girig yazis: bulunmaktadir (Gorsel 11). Eserlerin katalog

dizgisinde, miize sergileme konseptinde oldugu gibi bir kronolojik diizen veya

siniflandirma bulunmamaktadir ancak her bir eserin fotografinin yaninda sanatgi ismi,

eser ismi ve eserin yapim yili yazmaktadir. Katalog kapaginda miize ile ilgili herhangi bir

kurumsal kimlik 6gesine yer verilmedigi, logo kullanilmadigi, konsept bitinini

saglayici tipografik bir galisma olmadid: da ayrica soylenebilir.
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Gorsel 11. Bakii Modern Sanat Miizesi eser katalogu

Miize ile ilgili bir diger eser, kataloga gore daha az eser hakkinda bilgi veren brogtirdiir.
Katalog ve web sayfasinda yer alan metinsel bilgilerin aynisini igeren brogtiriin kapaginda
miuze web sitesinde, Facebook sayfasinda, miize karton torbalarinda, biletinde yer alan
logo tasarimi bulunmaktadir (Gérsel 12).

Gorsel 12. Bakli Modern Sanat Miizesi eser brogiira
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Katalog ve brostur ile ilgili dikkat geken ortak nokta her ikisinin de kapaginda Military
Poster fontu ile yazilmig "Milasir Incesenst Muzeyi — Baki” metnidir. Sézii edilen metin
brostirde, logoda yazan metni tekrar etmekte, katalogda ise tek basina yer almaktadir. Bir
sokak sanat1 uygulamasi olan stensilden uiretilmis font ile miize konseptinin bagdastig:
ortak bir nokta bulunmamaktadir. Metin ile ilgili bir diger 6nemli husus ise markalagma
slirecine olumsuz etki edecek bigimde miize isimlendirmesinin alisilagelinen siralama ile
olusturulmamisg, “Bakii” kelimesinin sona yerlestirilmis olmasidir.

Mize markas: ile ilgili en temel sorun kuskusuz logo tasarimi hakkinda tutarlilik
olmamasidir. Markalagma slirecinde kurumun misyon ve vizyonuna paralel olusturacak
bigimde, degerlerini, felsefesini ve goriilerini yansitacak bir logo tasarimi yapilmas;,
markanin gorsel kimlik olusturma stirecinin birincil adimidir. Buna ek olarak gorsel
kimlik kilavuzlarinin varhd, farklh mecralarda kullanilacak ve farkl alanlara uygulanacak
tasarimlarin tutarliliginin belirlenmesi hususunda énem arz etmektedir. Gorsel 13'te
gortlen; bold olarak sol tarafta yazilan majiskiil “M" harfinin, sag tarafta Rasim
Babayev'in eserinde kullandig figur ile birlestirilmesi sonucu olusturulan logo tasarim
sadece miizenin web sayfasinda kullanilmaktadir.

b)

Gorsel 13. Bakii Modern Sanat Miizesi logo tasarimi (moma.az, _

Gorsel 13'te goriilen tasarimin bir baska versiyonu ise Gorsel 14'te yer almaktadir. Rasim
Babayev'in div* figiiriine sadik kalinan ikinci logo tasariminda "Baku”, "MOMA" ve

4 Azerbaycan milli masallarinda ad: siklikla gegen “div"ler Rasim Babayev tarafindan “¢ok parmakli, ayakl ve
boynuzlar: olan birkag bagh canavarlar” (Sabancaly, 2006, s. 25) olarak resmedilmektedir. Babayev'in grotesk
imgeler araciligi ile mekan ve zamana karsi evrensel trajedilerin ortak gegmisini resmettigi eserlerinde
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“Museum of Modern Art” metinleri kullanilmigtir. Ikinci logo tasarimi, miizenin
Facebook sayfasinda profil fotografinda kullanilmis olup bagka bir mecrada sézii gegen
versiyona rastlanmamistir. Tipografi segiminin rastlantisal oldugunun goéruldaga
tasarimda ayrica MOMA kisaltmasinda yer alan “O" harfinin i¢i nedensiz bir sekilde
doludur.

<
NVOMA

Gorsel 14. Baki Modern Sanat Miizesi logo tasarim: (moma.az, ____b)

MUSEUM OF MODERN ART

Miizenin aktif olarak kullandigi, gtinlik paylasimlar yaptid: ve igerik trettigi Instagram
sayfasinda ise, Rasim Babayev'in renkli ve bir diger logoda kullanilandan farkl div®
figirini igeren, modern bir tipografik diizenleme ile olusturulan bir logo tasarimi
kullanilmaktadir (Gorsel 15). Profil fotografinda ve 3 Kasim 2023 tarihinden sonraki
Instagram igeriklerinde kullanilmaya baglanan logo tasarimi her ne kadar temel tasarim
ilkelerine uyumlu, agiklayici metin ile desteklenmis, dengeli, orantili, zit renklerin
vurgulandigi, hiyerarsisi dogru yansitilmig bir tasarim olsa da, markanin kurumsal
degerlerinin bitinliginin saglanmasi adina farkli mecralarda farkli logo

"div"ler iyi ve kétiiniin mucadelesine ve ayni bedende bulunmasina igaret etmektedir (Stileymanova, 2021, 16
Temmuz).

5 Logo tasariminda kullanilan div figiirti, 2007 yilinda Rasim Babayev tarafindan yapilan Divlar yagayan gahar
(Divlerin yagadign sehir) eserinde yer almaktadir. Cogunlukla olumsuz 6zelliklere sahip olan “div“lerin eserde
sehrin her yerine yayildidi, sanat¢inin gergek hayatta birlikte yasadigi ve tanididi insanlar: simgeledikleri
bilinmektedir (museumofmodernart_baku, ____b).
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kullanilmasinin uygun degildir.

_BAKI
~ MUASIR
INCoSONaT

MUZEYI

Gorsel 15. Bakii Modern Sanat Miizesi logo tasarimi (moma.az, ____b)

Logo tasarimlarinda; kullanilan her bir tasarim 6gesinin, metnin, lekenin ve objenin
verecedi bir mesaj olmalidir. Gérsel ve mesaj arasinda kurulan dogrusal iligki iletigimsel
tim problemleri ortadan kaldiracaktir. Gorsel iletisim tasariminda kullanilan tim
6gelerin rastlantisalliktan uzak, batincil bir bakis agisi ile temel tasarim ilke ve 6geleri
g0z 6nine alinarak tasarlanmasi beklenmektedir. Bu noktada miizenin kurumsal kimlik
caligmasindaki tutarsizligin miize markalasma slirecine olumsuz etki edecegini
soylemek mimkindiir. Bir logo tasarimi igin segilen yazi karakteri kimlige sahip olmals,
izleyicilerce kabul edilebilir olmali, marka ile bitiinlegebilmeli (Sarikavak, 2014, s. 65),
markanin misyon ve vizyonunu dogrudan yansitabilmelidir. Bu baglamda miizenin ikinci
logo tasariminda kullanilan ve olduk¢a modern ¢izgilere sahip olan galigmanin miize
konsepti ile uyum igerisinde oldugunu séylemek mimkindiir.

Dijital Diinyada Bakii Modern Sanat Miizesi (Baki Miiasir Incasanat Muzeyi)

Bakii Modern Sanat Miizesi'nin gevrimigi kurumsal varhi§ web sayfasi®, Facebook’ ve
Instagram® hesaplar: ile kisithdir. Bakii Modern Sanat Miizesi'nin web sayfasi Ingilizce,
Azerice ve Rusca olmak lizere uig farkl dilde siteye erisim imkani saglamaktadir. Ancak
dil segenekleri farklhilagtikga site basliklarinin yazim dilinin giincellenmedigi, drnegin
Rusga sitenin ana sayfasinin Ingilizce baglikla sunuldugu ancak igerik kisminin bog

6 http://www.moma.az/
7 https://www.facebook.com/MOMA.Baku

8 https://www.instagram.com/museumofmodernart baku/
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oldugu gorulmektedir. Bu noktada sitenin vaat ettigi farkl dil segenekleri kullaniciya
yeterli bilgi ve dogru igerik sunamamaktadir (Gorsel 16).

Gorsel 16. Bakiit Modern Sanat Miizesi web sayfas: Rusga anasayfa ekran goriintiisi (moma.az,

—_©)

Oldukga sade bir arayiiz tasarimi ile sunulan web sayfasinda "Hakkinda", "Ziyaret”, “"Neler
Var?” ve "Kitliphane” olmak lizere dort ana baslik yer almaktadir. Baz:i basliklarin alt
sayfalar1 mevcut olmakla birlikte her sayfa caligmamaktadir (Gorsel 17).

Gorsel 17. Bakii Modern Sanat Miizesi web sitesi ingilizce "Neler Var?” sayfasi ekran goriintiisii

(moma.az, ____d)

Miizenin aktif olarak kullanmadid: ve son gonderisini 19 Mayis 2023 tarihinde paylastig
Facebook sayfasinin 1500 takipgisi vardir. Miize hakkinda web sayfasi, adres, telefon
numarasi, kurumsal e-posta adresi gibi temel bilgilerin yer aldigi Facebook sayfasinda
miize giris Ucret bilgisi yer almamakta, sadece 12 kiginin miize hakkindaki
degerlendirilmesi gortlmektedir (Gorsel 18). Cevrimigi varliin devamlilik ilkesi
paralelinde surdirtlebilirliginin saglanmas: adina, 6ncelikli olarak hesabin gorsel
dizenlemelerinin gergeklestirilmesi, glincel bilgiler esliginde paylasimlara devam etmesi
beklenmektedir. Kurumsal bir karar olarak alinacak Facebook hesabinin kullanilmamas:
durumunda ise hesabin kapatilmasi olasilig: degerlendirilebilinir.
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facebook E-posta veya telefon sifre [CLRAEEN Hesabini mi Unuttun?

Miiasir incasanat Muzeyi. Museum of
Modern Art. Myseit CoBpemeHHoro
UckyccTtBa

1,4 B begenme + 1,5 B takipgi

Gonderiler Hakkinda Reels Fotograflar Videolar

Kiinye g Miiasir incasanat Muzeyi. Museum of Modern Art. Myse#
CospemenHoro Uckyccrsa
© sayfa- Modern Sanat Miizesi 19 Mays 2023 - @
18 may - Beynalxalq Muzeylar Ginii manasibati ila Maasir incasanat
@ Vusif Safarov, 5, Baku, Azerbaijan Muzeyinda aciq gapi gini kegirildi. Qonaglar muzeyin fondunda
saxlanan yerli va xarici rassamlanin arsaya gatirdiyi tarixi va madani
®, +994 124908404 shamiyyat kasb edan zangin kolleksiya ila tanis oldular.

=4 exposition@mim.az

@ momaaz

{

© suAndaKapal v
O Fiyat Araligi - §

' Puan - 5,0 (12 Degerlendirme) @

Fotograflar Tum Fotograflan Gor

Gorsel 18. Bakli Modern Sanat Miizesi Facebook sayfasi ekran gorintiisi
(MOMA Baku Facebook, ____)

Halihazirda mizenin giinliik paylasimlar gergeklestirdigi, takipgileri ile bilgi paylastid,
guncel sergi haberleri verdigi, miizede var olan eserler hakkinda bilgi paylasimlar:
yaptigi, reels videolar: agirlikli olarak hareketli igerik sundugu platformun Instagram
oldugu goérilmektedir (Goérsel 19). Diger mecralar ile arasinda olan tutarsizlik goze
carpmakla birlikte; 4 bin 620 glincel takipgi, 194 gonderi sayisi olan Instagram hesabi,
miizenin gergek varhigini somut olarak gevrimici diinyaya eszamanli giidimle tasiyan
platform olma 6zelligine sahiptir.
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museumofmodernart_baku Takiptesin v/ Mesaj Génder &

194 gdnderi 4.620 takipgi 34 takip
| e MoMA Maasir Incesanat Muzeyi
it Mode Miize
Gor: :00-20:0
a r
=

ANDY Wi

Gorsel 19. Bakii Modern Sanat Miizesi Instagram sayfasi ekran gérintisi
(museumofmodernart_baku, ____a)

Dijital miize ve dijital miizecilik kavramlarinin son yillarda diinyanin her noktasindaki
arkeoloji, doga, tarih, etnografya, antropoloji, sanat, cagdas sanat, bolge, ¢cocuk, sanayi,
teknoloji, bilim miizelerinin yani sira kurum ve kigilere 6zel mizelerde de glindeme
geldigi ve faaliyet planlarina ekledigi bilinmektedir. Buna karsilik Baki Modern Sanat
Miizesi'nin dijital varliginin eksikliginin farkina varilarak bir sorun olarak ele alinmasi ve
yeniden tasarlanmas: beklenmektedir.

Sonug ve oneriler

Bilinirligin artmasina katki saglamak, hedef kitle igin dikkat gekici olmak, farkh
mecralarda tanitim gercgeklestirmek igin gorsel tasarimin bitincil yapisi onem arz
etmektedir. Dijitallesmenin tasarim siirecine olan etkisinin géz ardi edilemeyecegi bilinci
ile olusturulacak tasarim konseptinin ayni zamanda miizenin vizyonu ile paralellik
goOstermesi, misyonunu aktarmaya yardimci olmas: gerekmektedir.

Gerek Azerbaycan sanati, gerekse gagdas sanat tarihi igin buylik 6nem tasiyan, genis
koleksiyona sahip, benzerlerinden ayrisan yapisi ile kendine has bir konsept igerisinde
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ziyaretgilerini kargilayan Bakii Modern Sanat Miizesinin sergileme tasarimi konsepti,
logosu, yonlendirme tabelalari, web sayfasy, sosyal medya hesaplar: ve basili materyalleri
incelenmistir. Miizenin mimari yapisi1 ve sergileme tasarimlari benzer modern sanat
muzelerinden konsept olarak ayrismakta, miize binasinin i¢ ve dig mekan 6geleri ile
butinlesik bir sanat eseri olma gabasi dikkat gekmektedir. Beyaz i¢ mekan rengine
tezathik olusturan sanat eserlerinin renkleri ile bitiinlesen yapi, hedef kitleye sergileme
stirecinde farkli bir deneyim yasatmaktadir. Ancak miizelerin temel islevleri arasinda yer
alan iletisim igin eser bilgilendirme metinlerinin temel tasarim ilkeleri baglaminda
gozden gegirilmesi ve yeniden diizenlenmesi gerekmektedir. Salt sanatgi ismi, eser ad1 ve
yili yazmasi yerine, halihazirda belirli bir kronolojik diizene gore yerlestirilmemis
miuzede eserlerin hedef kitle agisindan anlasilabilir olmasina yardimeci olmas: adina
bilgilendirme tasarimlar: biyik 6énem tasimaktadir. Bu noktada gagdas teknolojik
imkanlardan faydalanilabilecegi gibi dijital ekranlar, araylzler ve uygulamalar
bilgilendirme tasarimi stirecine eklenebilir.

Mizenin giris kapisinda bulunan ve muzenin isminin yazdigi tabela hari¢ higbir
noktasinda yer almayan yonlendirme ve bilgilendirme isaretleri de ayrica miizenin
eksikleri arasindadir. Karmasik mimarinin verdigi labirent hissinin bir noktada
ziyaretgiyi tekrara diismemesi ve gormedigi alanlari, galerileri, mekanlari gérmesi adina
yardimc olacak, i¢ mekan tasarimi ile uygun bilgilendirme isaretlendirme sisteminin
tasarlanmasi miize adina olumlu bir gelisme olacaktir.

Mizenin aktif olarak kullandigi Instagram hesabi1 gincel igerikler iretmekte, miize
hakkinda bilgi vermekte, eser detaylarindan bahsetmekte, 6zel glin kutlamalar:
gergeklestirmekte ve hedef kitlesine uygun igerikler iiretmektedir. Hedef kitle ile ayrica
yazilan yorumlar tizerinden etkilesime gegilebilen hesap gorsel tasarim baglaminda da
miize konseptini yansitmaktadir. Bu noktada dikkat geken hesabin profil fotografinda
kullandig: logo tasariminin baska higbir mecrada yer almiyor olmasidir. Eger bir marka
logo tasarimu ile ilgili bir degisiklik gergeklestirdiyse, bu degisikligi varligim stirdiirdagt
tim mecralarda uygulamalidir. Gorsel kimlik butinligintn saglanmasi, marka
kimliginin dogru yansitilmasi adina bliyik énem arz etmektedir. Kuskusuz bu noktada
ilk akla gelen miizenin bagka bir logo tasarimi kullanilan ve gincel bilgiler icermeyen web
sayfasidir.

Bir markanin dijital diinyadaki kurumsal varliginin ilk kanit1 web sayfalariyken, Baki
Modern Sanat Miuzesi web sayfasi igerik olarak yeterli bilgi sunmamaktadir. Dijital
teknolojiler miizeler igin sadece potansiyel ve yeni ziyaretgi saglamamakta, ayni zamanda
yeni kultirel ve ekonomik deger kaynaklari da tretmektedir. Dijital teknolojiler bu
anlamiyla miizelerin yeni is modelleri gelistirmesi gerekliligini ortaya gikarmaktadir. Bu
noktada yapilmasi gereken profesyonel bir destek almak ve miizenin dijital diinyada var
oldugu tiim mecralarin uzmanlarca yonetilmesini saglamak olmalidir.

Oncelikli olarak web sayfasinin tekrar tasarlanmasi, mevcut ve potansiyel ziyaretgilere
yardimci olacak bilgilere yer verilmesi gerekmektedir. Ayrica fiziksel varliga ek olarak
muze igin bir dijital arsiv galismasi gergeklestirilmeli, galeri ve sergilere web sitesi
Uzerinden erisim saglanmalidir. Girig Uicretleri, ¢alisma saatleri, adres agiklamasi gibi
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bilgilere ek olarak, mevcut ve gelecekteki sergiler hakkinda bilgi verilmesi, kiitiphane ve
kitaphga dijital erisim saglanmasi, iyelik tanimlamasi, gevrimigi aligveris yapilmasi gibi
mevcut ve potansiyel ziyaretgilere miize ile kurdugu iletisim ve iligkiyi giiglendirmeye
imkan saglayan bilgilerin vaat edilen her dilde anlasilir, calisir ve giincel bir sekilde
sunulmasi 6nerilmektedir.
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Extended abstract

Baku Museum of Modern Art, which is of great importance for both Azerbaijani art and
contemporary art history, has a large collection and welcomes its visitors with a unique
concept with its unique structure, it is analyzed in the context of visual communication
elements within the scope of the study. Baku Museum of Modern Art (Baki Miasir
Incasanat Muzeyi), which is the first modern art museum of Azerbaijan, was examined
with the case study method within the framework of a holistic perspective from its logo
to its web page, from its orientation design to its social media accounts, from its interior
artwork information cards to its color preferences. From the perspective of the concept
of new museology, the application areas of the digitalized world in the light of exhibition
and communication functions have been evaluated in the light of museums in general,
and Baku Museum of Modern Art in particular, and the museum's current online
presence and digital world adaptation have been examined. On October 28, 2023, the
study, based on the observations made within the scope of the museum visit made by the
author, benefited from the archive created from the photographs taken and the
documentation of the notes kept during the visit. The data collection process was
completed with the printed and digital literature review. Although academic studies have
been conducted on modern art museums, the fact that no research has been conducted
on the Baku Museum of Modern Art has been addressed with the case study method,
aiming to eliminate the aforementioned deficiency.

The study includes; Museum in the Context of New Museology Concept, Museum
Communication and Digitalization, Functions of Museums in the Context of Visual
Communication, Information Design in Museums, Environmental Design and Exhibition
Design, Showcase of Avant-Garde Art: Baku Museum of Modern Art, Baku Museum of
Modern Art in the Digital World.

In the section titled Museum in the Context of the New Museology Concept, first of all;
how the museum is handled in different sources and what it includes, the scope and
structures of museums are mentioned. It is mentioned that museums should determine
their communication strategies, create action plans, and design the whole process by
considering the realities of the period to reflect their identities, maintain their existence,
wait for potential visitors, invite existing visitors back, and be desirable. In the section on
Museum Communication and Digitalization, it is mentioned that new relationships are
shaped through social media, websites, and new technologies in the digitalized world and
that the need to reflect the new order that needs to be updated on visual communication
designs emerges as a result of the current situation. In the section Functions of Museums
in the Context of Visual Communication, it is mentioned that the communication and
exhibition functions of museums are directly and indirectly related to wvisual
communication design and communication and exhibition functions are explained. In the
section Information Design, Environmental Design, and Exhibition Design in Museums,
in addition to creative and aesthetic presentations, it is mentioned that in information
designs; the message should be conveyed clearly, understandably, and accurately to
shorten the time of access to information, and the effect and importance of the
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environmental design process on the visual identity creation process to be realized by
considering the museum architecture is emphasized. Showcase of Avant-Garde Art: In
the Baku Museum of Modern Art section, the structure and history of the museum are
mentioned, and the main artists in the museum are mentioned. In this section, where the
concept of museum architecture and information designs in the context of visual
communication is examined, photographs taken by the author are also used. The designs
of the museum logos and printed materials are also discussed within the scope of the
section above. In the Baku Museum of Modern Art in the Digital World section of the
study, the museum's web page, Facebook, and Instagram accounts were examined and
the visual materials that should be in the context of institutional integrity were
mentioned.

The conclusion section of the study also includes recommendations. The holistic
structure of visual design is important to contribute to increasing awareness, to be
remarkable for the target audience, and to promote in different media. With the
awareness that the impact of digitalization on the design process cannot be ignored, the
design concept to be created should also be in line with the vision of the museum and
help convey its mission.
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Abstract

The objective of this study is to elucidate the impact of Japan, which socially and
culturally opened its doors to the world in the late 19% and early 20" centuries, on the art
nouveau movement that emerged in Europe during that period. The aesthetic
understanding of Japan during this era provided a source of inspiration for art nouveau,
particularly evident in the organic lines and patterns of the movement. The effects of this
movement seen in the works of Alphonse Mucha, a prominent representative of art
nouveau. Hence, this study concentrates on the posters of Mucha, selected through
purposive sampling. The selected posters underwent analysis from the perspective of
graphic design principles, utilizing the qualitative research method of semiotic analysis.
These analyses provide scientific examination of the indicators used in the design of
selected posters. Furthermore, it sheds light on the impact of Japanese aesthetic on
European art.

Keywords
graphic design, alphonse mucha, art nouveau, poster design, japonism

Highlights

e  Art nouveau emphasizing not only functionality but also aesthetic refinement, challenging
the notion that designs should merely convey information.

e  Alphonse Mucha's poster designs in the art nouveau style not only represent a mere
aesthetic revolution but also signify an important turning point in the graphic design world
as products of cultural interactions and syntheses.

e  Theinfluence of Far Eastern culture on the emergence of art nouveau in Europe profoundly
shaped the graphic design of the era, enriching aesthetic understanding.
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Oz

Bu galismanin amaci, 19. yuzyilin sonlari ve 20. yuizyilin basglarinda sosyal ve kiltirel
olarak diinyaya kapilarini agan Japonya'nin, o donemde Avrupa'da ortaya gikan art
nouveauya (yeni sanat) olan etkilerini ortaya koymaktir. Dénemin Japon estetik anlayis,
6zellikle hareketin organik gizgileri ve desenlerinde belirgin bir ilham kaynag: olmustur.
Bu akimin etkileri, 6nde gelen art nouveau temsilcilerinden biri olan inli afis tasarimcisi
Alphonse Muchanin eserlerinde agikga gorilmektedir. Bu nedenle, bu arastirma
Mucha'nin amagh érnekleme yoluyla segilmis afiglerini ele almaktadir. Belirlenen afisler,
nitel aragtirma yontemlerinden gostergebilimsel ¢oziimleme teknigi kullanilarak grafik
tasarim ilkeleri agisindan analiz edilmistir. Bu analizler, belirlenen afiglerin tasariminda
kullanilan gdstergelerin bilimsel bir perspektiften incelenmesini saglamaktadir. Ayrica,
bu analizlerin Japon estetik anlayiginin Avrupa sanati ve tasarimi tizerindeki etkisini
aydinlatmasi da hedeflenmektedir.

Anahtar kelimeler
grafik tasarim, alphonse mucha, art nouveau, afis tasarims, japonizm

One cikanlar

e  Art nouveau, sadece bilgi iletmekle sinirli olmamas: gerektigini 6ne siirerek, tasarimlarin
iglevselligine ek olarak estetik nitelige de vurgu yapmaktadir.

e  Alphonse Muchanin art nouveau tarzindaki afig tasarimlari, yalnizca bir estetik devrimi
temsil etmekle kalmaz, ayn1 zamanda kiiltlirel etkilesimlerin ve sentezlerin iriint olarak
grafik tasarim diinyasinda 6nemli bir déniim noktasini simgelemektedir.

e  Uzakdogu kiltirinin Avrupa'da art nouveaunun ortaya g¢ikmasindaki etkisi, dénemin
grafik tasarimini derinden etkileyerek estetik anlayigini zenginlestirmistir.
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Introduction

Art nouveau, which emerged in the late 19" and early 20™ centuries, aimed to eliminate
the distinction between art and craft, influenced by the arts and crafts movement that
became widespread in England during the period. Arts and crafts movement emerged in
a world that rapidly industrialized subsequent to Industrial Revolution, leading to a
decrease in handcraftsmanship and its replacement by machines. The loss of value in
craftsmanship has led to mass-produced products being cheap and lacking aesthetics. At
that rate, the arts and crafts movement initiated by William Morris and John Ruskin
aimed to restore the lost value of craftsmanship by combining art and craft.

Art nouveau, also known by new art globally, was influenced by the arts and crafts
movement and the philosophy of Morris and Ruskin, which led to the birth of art nouveau.
This movement emerged as a reaction to mass-produced products lacking aesthetics due
to industrialization and emphasized craftsmanship. Advocating the necessity of
combining art and craft to create functional products, the pioneers of this movement
aimed to aesthetically improve each field from architecture to graphic design. Poster
designs, which are an important element of graphic design, have also gained the status
of works of art owing to this movement. The poster designs of the era have started to be
perceived not only as a means of conveying a message, but also as works of art. During
the art nouveau movement, artists actively engaged in poster design, with some
becoming prominent leaders in the field (Li, 2018, p. 170). Alphonse Mucha could be a
fulfilling sample in this matter. Because, he became globally recognized with his poster
designs inspired by this emerging art movement.

The current researches on Mucha's art nouveau posters are mostly giving historical
information about the movement. Taking as an example of the current study, Movement
in France as an Example by Nan Li analyzes the historical environment for artists who had
participated in poster design (Li, 2018, p.167). In this context, the problem research
focuses on is; there is not much research specifically addressing Mucha's poster design
from an art nouveau perspective, through graphic design principles and semiotics.
Considering this information, the research questions aim to answer the following
questions:

e Based on the findings obtained through graphic design principles and semiotic
analysis, what specific elements of Japonism are identified in Mucha's works?

o How does the study define and contextualize Japonism, and why is it relevant to
investigate its influence on Mucha's art nouveau style posters?

In this context, the research aims to fulfill the answers of the questions above. The main
purpose of this article is to examine the influences of Japonism in Mucha's art nouveau
style posters. The research aims to understand how Mucha was influenced by Japanese
art and culture and how these influences are reflected in his poster designs. In this
context, the study seeks to identify specific elements of Japonism in Mucha's works
through the application of graphic design principles and semiotic analysis.

Analyzing the graphic language and structure of Mucha's posters influenced by Japanese
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art in the context of art nouveau, one of the most well-known representatives of the
movement, is an important sample in graphic design and art history literature. His
posters also represent a synthesis of Eastern and Western cultures in terms of design.
Furthermore, the influence of Far Eastern culture and art on the emergence of the art
nouveau movement in Europe and its contribution to the graphic design field of the
period hold a significant place in the literature. Because the aesthetic of the poster
designs of the period was devoid of aesthetics and carried only a functional
understanding, this trend was broken owing to the movement and artistic qualities were
attributed to the posters. This situation represents a milestone for the field of graphic
design. The research will also help to better understand how indicator function, their
meanings and cultural values, especially through art nouveau poster examples examined
from a semiotic perspective.

Methodology

Within the framework of the research method, the sample of the study consists of two
posters designed by Mucha for the renowned theater actress of the time, Sarah
Bernhardt. These posters are advertisements for the theater plays Gismonda (Sardou,
1894) and Medée (Corneille, 1635/2016). The selected works were analyzed using the
qualitative research method of semiotic analysis. These analyses enable a scientific
examination of the signs used in the design of the posters comprising the sample of the
study. Roland Barthes advertising poster analysis can be cited as an example of the
research method. In this paper, Barthes analysis the signs in the poster individually by
skimming of what they refer. In his works titled Photographic Message and the Rhetoric of
the Image, Barthes argues that the connotative meaning in photography can be
distinguished from the denotative meaning (Barthes, 1977, p. 30-33). In this context, This
research paper aims to analyze the signs in the design of the identified posters through
semiotics, employing Barthes' framework -including the wutilization of colors,
typography, and page layout- and also to evaluate them by comparing them with
contemporary graphic design principles. This approach will also offer profound insights
into the cultural and symbolic meanings embedded within visual communication.

The Japonism influences in Mucha's art nouveau style posters
Arts and crafts movement and art nouveau

In the 1880s, the rapid industrialization in England and the widespread adoption of
machine-based mass production instead of handcraftsmanship reduced the importance
of the concept of craftsmanship. The increasing shift towards mass production-based,
cheap, and aesthetically lacking products has caused confusion in society. The arts and
crafts movement first spread in Europe and later reached to Japan. At the same time, it
also laid the groundwork for art nouveau. Semra Giir Ustiiner explained the impacts of
the arts and crafts movement as follows (2017, p. 308):
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One of the founders of the movement aiming to return to the handicrafts of
the middle ages, William Morris, focused on traditional block printing and
hand weaving, transferring all kinds of plants grown in the gardens of the
Victorian era to upholstery fabrics, tapestries, and wallpapers with the
elevated aesthetics of handicrafts. The predominant feature of the art nouveau
movement, which embraced the views of arts and crafts but developed a new
expressive language, is the distinctive, flowing curves evident in both the
form and surface decoration of the object.

As Giir Ustiiner points out, arts and crafts was influenced by medieval botanical motifs
and, in this regard, served as a source of inspiration for art nouveau. Arts and crafts
advocated for the production of aesthetically strong products and proposed the
integration of art and craft as a means to achieve this (Kilingaslan, 2010, p. 27). Thus, arts
and crafts, which laid the groundwork for the art nouveau movement has emerged.

Image 1. Trellis wallpaper (Morris, 1862)

Art nouveau, which lasted approximately between 1895 and 1905, is an art movement
characterized by a stylized vegetal-curvilinear ornamentation approach, rooted in the
arts and crafts movement (Balkan, 2017, p. 1487). Widely known in English as the
"ornamental style”, this art movement can be translated into Turkish as “siis sanat tarzi”
(decorative art style). The movement emerged as a result of a new and original quest for
art towards the end of the 19" century. Similar to arts and crafts, it arose in reaction to
the aesthetic detachment and repetitiveness of mass-produced products resulting from
industrialization. Influencing various fields of art including architecture, interior design,
glass design, and graphic design, it aimed to amalgamate art and craft concepts while
drawing inspiration from nature. Artists of this movement incorporated floral and plant
motifs into their works, developing a decorative attitude.

The pioneers of art nouveau aimed to transform art from merely decorating the walls of
the wealthy to becoming an accessible medium that unites people. In pursuit of this goal,
art could reach every segment of society. Art nouveau advocated for almost all produced
items to be transformed into works of art through decorative techniques (Becer, 1999, p.
100). It even argued for the use of the decorative elements of art in mass-produced items
when craftsmanship was insufficient. According to art nouveau philosophy, all objects of
everyday life, from sewer grates to toilet seat covers, should encompass both
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functionality and aesthetic concerns (Balkan, 2017, p. 1487). According to this movement,
art is expected to spread every aspect of life, and furthermore, it carries the endeavor to
beautify every touched object. Ernst Gombrich expressed his views on the subject as
follows (1999, p. 535):

Particularly in England, critics and artists were deeply saddened by the

decline seen in the handicrafts as a result of the industrial revolution, and they

loathed the cheap and vulgar imitations made by machines of what once had
a certain meaning and distinctive nobility.

During this period, all fields of art and design, from architecture to graphic design, moved
away from mass production, drawing inspiration from medieval mosaics and motifs, and
pursued a decorative and ornamental style. On the other hand, capturing original styles
by observing nature was also crucial for art nouveau artists (Ayaydin, 2015, p. 67).
Therefore, the pioneers of art nouveau aimed to combine their longing for the past with
new styles to create a new and original style. Emphasizing aesthetics as the primary
concern in every aspect of art and design, they aimed to transform industrial products
into works of art. One of the areas influenced by this idea was graphic design. According
to this philosophy, poster designs of the period, which were solely concerned with
conveying messages, also transformed into powerful works of art aesthetically. As a
result of this movement, posters were liberated from being evaluated merely on a
functional level and were transformed into aesthetically pleasing entities.

A poster is a graphic design element utilized for advertising and announcing a product
or message. Until the end of the 19" century, poster designs were primarily concerned
with effectively conveying the message to the audience. However, with the emergence of
art nouveau, a more aesthetic approach began to be embraced across all areas of design.
Poster designs, as part of this transformation, became emancipated and evolved into a
concept that carried greater aesthetic concerns. As a result of this transformation,
graphic designers of the period also began to be recognized as artists.

During that era, Japan, which was newly opening its doors to the world, underwent a
process of modernization internally. With this process, Japan, specializing in woodblock
printing and painting at the time, influenced Europe in this field. Graphic designers
working in the art nouveau style of the period also began to produce woodblock prints
inspired by Japanese woodblock print art. Thus, Japanese art and lifestyle influenced
European artists, leading to the emergence of art nouveau poster designs. Art nouveau also
advocates for the unifying power of art in response to the individuality born out of
industrialization. Bringing together the arts and artists of different cultures is highly
significant for this movement. Therefore, although rooted in the arts and crafts
movement, art nouveau was influenced by the decorative elements adopted by Japanese
painting art with the opening of Japan to the world during that period.

Ukiyo-e, Japonism and common features with art nouveau

Japan's closing of its doors to the world in the 16" century delayed the country's
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modernization process. However, reopening its doors to the world in the 17" century,
Japan began to be influenced by the cultural and artistic movements around it and
entered a process of modernization (Azilioglu & Yilmaz, 2020, p. 581). Ukiyo-e, a
widespread printmaking art resulting from technical developments, is referred to as
Japan's period of artistic modernization. The Ukiyo-e period rapidly brought about
modernization in all areas of art. Japanese woodblock print art began to develop with
colored woodblock printing in the 17 century and gained worldwide recognition by the
end of the 19" and early 20th centuries. Japanese woodblock prints also influenced
European artists such as Dutch painter Vincent Van Gogh, as well as serving as
inspiration for art nouveau-style poster designs. Mucha, a painter from Prague, is also
among the artists influenced by Japanese woodblock print art. Hasan Kiran expressed
his views on the subject in his article as follows (2008, p. 150): “European art lovers saw
Ukiyo-e, which had become almost an art movement, as a kind of Japonism.”

Image 2 and 3. Sudden Shower over Shin-Ohashi bridge and Atake painting (Hiroshige, 1857) and
Bridge in the rain: After Hiroshige painting (van Gogh, 1887)

The term Japonism is used to describe the influence of Japanese woodcut print art on
Europe. In Japanese art, decorative elements, which art nouveau also favored, are
frequently utilized. Japanese woodblock print art employs these decorative elements in
the form of intricate motifs. Similarly, art nouveau, inspired by it, incorporates floral
patterns and organic curves into its works, drawing from nature. Because, art nouveau
was geographically widespread around the world, the movement received influences
from also east, especially from Japan. The flat perspective and strong colors of Japanese
woodcuts had influences on art nouveau. The clear designs with contrast colors, organic
forms and natural motifs have leapt across Europe (Harmsen, 2012, 5% September).
Consequently, it is believed that art nouveau, influenced by the approach of Japanese art,
similarly draws inspiration from nature. Moreover, the pioneers of these two artistic
movements keenly observe their surroundings and incorporate motifs inspired by nature
into their works.
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Alphonse Mucha's art nouveau style posters with japonism influences and analysis
of Gismonda and Medée theatre posters

With the impact of the industrial revolution in the 18% century, the concepts of art and
design were commercialized, deviating from aesthetic concerns. Rooted in the necessity
of not commercializing art, the arts and crafts movement advocated for the artist also
being a craftsman and emphasized that works of art should not undergo a mass
production process (Ozaltun, 2022, p. 586). However, the art nouveau movement
embraced concepts of observation, interpretation, and understanding. Art nouveau poster
designs represent a pivotal point in this regard. This is because it introduced the
perspective that posters should not only serve a functional purpose but should also be
aesthetically sophisticated within the fields of graphic design. Mucha's distinctive style
gained fame for his art nouveau-inspired ornaments and poster designs, which were
created with both decorative elements inspired message.

Prague-based artist Mucha, influenced by the art nouveau movement, transformed art
from an elitist concept accessible only to the wealthy to one that could be accessed by
everyone. This movement, influenced by arts and crafts, also advocated for preserving
craftsmanship against industrialization. Renowned for its embellishments, the
movement succeeded in breaking away from the classical framework of art and
introduced asymmetric, stylized decorative motifs. Art nouveau is an art movement that
incorporates organic forms inspired by nature, floral motifs, and decorative
embellishments. Embracing the essence of this movement, Mucha focused on detailed
and aesthetic elements in his designs. Therefore, Mucha's inclusion of decorative
elements in his poster designs can be considered a fitting choice in line with his artistic
vision and the aesthetic expectations of his time. The artist has embraced the principle
of simplicity advocated by the art nouveau movement while combining soft figures with
minimal lines using motifs inspired by nature, similar to Japanese woodblock prints
(Ayaydin, 2015, p. 67).

Art nouveay, influenced by the arts and crafts movement, kept poster designs away from
commercial concerns and particularly liberated advertising posters in this regard.
Mucha's poster designs also differed significantly from the advertising techniques of the
time. Created with an artistic approach devoid of commercial concerns, these posters
were designed to leave lasting impressions on visual memory. The milestone for Mucha
lies in the poster designs he created for the actress Bernhardt during that period in Paris
the year of 1894 (Johnston, 2014, p. 7). Bernhardt was one of the most famous actress of
her time (Duckett, 2015). The posters he made for Bernhardt's plays include a total of
seven works for the plays Gismonda, Medée, Lorenzaccio (Musset, 1834/2015), La Dame Aux
Camelias (Dumas Fils, 1856), La Samaritaine (Rostand, 1910), La Tosca (Sardou, 1910), and
Hamlet (Shakespeare, 1603/1886). Mucha played a significant role in popularizing art
nouveau with these posters. Actually, the first play called Gismonda had already a poster
design before but Bernhardt was not satisfied with the final result. Therefore, she wanted
a redesigning for the poster. The play was written specially for Bernhardt by Victorien
Sardou. It was about a saving the queen's son who fell into a well. The queen promises to
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marry the one who saves the son. Meanwhile, Mucha was volunteered to design the
poster for the play Gismonda. He designed the poster (image 4) within two weeks and
Bernhardt was amazed by the result. So she signed a contract with Mucha for six years.
Hence, Mucha's Japan art inspired decorative approach had been introduced to Parisiens
in 1894. He had brought a new approach to the poster on Paris streets (Henderson, 1980,
p- 10). His unique style and artistic approach in these posters demonstrated that
advertising posters could also be considered works of art.

When examined within the context of graphic design principles, Mucha's posters in the
art nouveau style bear specific indicators in the Gismonda poster (image 4). Mucha created
a different style poster of his time in both design and colouring. In contrast to other
poster designer of his time, he chose truly elongated shape and used pale colours such
whites, beiges, mauves, dull purples, reds and greens, with decorative touches of gold and
silver (Dvorak, 1980, p. 134). In contrast, the artist used stroke lines around the elements
made the image visible. It captures Bernhardt's theatrical persona with a touch of art
nouveau elegance. The way Mucha portrayed her as a Byzantine noble woman adds a layer
of exoticism and mystique to her image, which was characteristic of Mucha's style. The
inclusion of the palm leaf, orchid headdress, and the dress adds to the sense of drama and
richness, suited to Bernhardt's theatrical presence (Balkan, 2016, p. 51).

Image 4. Gismonda theatre poster (Mucha, 1894)

It's a one of the unique examples of the fusion of art and advertising that characterized
Mucha's work. One of the other indicator’s observed in the poster that the motifs used in
this poster resemble Byzantine mosaics. The reason for this choice may reflect the artist’s
intention to combine different aesthetic elements while using the art nouveau style in his
works and drawing inspiration from medieval mosaics to give his design a unique
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character. The resemblance of the motifs in Mucha's poster (image 4) to Byzantine
mosaics may indicate that the artist drew inspiration from past art movements and
various cultures. Geometric patterns, frequently seen in mosaics, also find a place in
Mucha's poster (image 4). These patterns, combined with the organic forms of art
nouveau, embody the characteristic features of the era. Additionally, the curved shape of
the artist's name in the center of the poster resembles Byzantine columns from the
middle ages. These details not only reflect the art nouveau style but also echo the
influences of mosaic art. This choice emphasizes Mucha's efforts to combine classical and
contemporary elements in his designs, enriching artworks with richness and depth.
Ultimately, the Gismonda poster (image 4) represents a synthesis of various periods in art
history, bringing together different aesthetic concepts.

Image 5 and 6. Photograph of Mosaic of Theodora at Basilica of San Vitale
(Milosevié, 2015)

The typography used in the poster consists of a font style resembling Greek letters. This
font style has been applied consistently in both the title, the artist's name, and the text
indicating the location of the theater where the play is staged. These texts have been
handwritten by Mucha. Seda Balkan expressed her views on the subject as follows (2017,
p- 64):

The dimensions of the poster printed using the lithography technique are

216x74.2 cm. The elongated format of the poster printed using the lithography

technique is the result of Mucha being influenced by a type of Japanese print
that emerged followed by the long, slender paintings in China.

GIYMHONDA

Image 7. "Gismonda FG" typeface (Niholson, 1971)

There are also exists a typeface named "Gismonda FG" ( image 7). This font style was
possibly designed by Geoff Nicholson for a typeface studio called Face Photosetting,
located in London, in the year 1971 for the first time (Nicholson, 2013). Later on, revised
versions of the typeface was published. The name of this typeface originates from the
play Gismonda, starring the French actress Bernhardt. During the development of the
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font, Bernhardt's graceful posture and captivating performance served as sources of
inspiration.

Another famous poster by Mucha is the one he designed for the play Medée in 1898. The
play which inspired from Antique Greek mythology is a tragedy explores the dark depths
of the human psyche and remains a powerful and enduring tragedy in the canon of Greek
literature. The background of this poster (image 8) bears traces of Japanese art, also
known as Ukiyo-e. Similar to the Gismonda poster, Mucha's work on this poster was
prepared using the lithography technique developed in the 1700s to reduce the
production costs of theater posters.

Image 8. Medée theatre poster (Mucha, 1898)

Many of the motifs used in Mucha's posters share similarities with art nouveau and are
designed with inspiration drawn from nature. The artist frequently incorporates natural
elements such as leaves, sun, and tree branches in his works. He also depicts female
figures in the same organic manner. These natural motifs are synonymous with the
curvilinear and organic lines of art nouveau. When analyzed in terms of its literal
meaning, this poster displays the title of the play Medée created using forms resembling
Byzantine mosaics, at the top. The composition follows a vertical arrangement, with the
main character of the play, Medée positioned in the center to correspond with this vertical
structure. Bernhardt's name is situated parallel to the main character. Additionally, two
figures placed at the bottom of the composition are arranged horizontally, intersecting
the other elements of the vertically oriented poster. The character’s head is positioned in
front of yellow, orange, and green circles. These colored circles create focal points against
the white background, adding depth to the composition. Similar tones are used in the
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title to maintain visual continuity within the composition.

When the poster is considered in terms of its implied meaning, it becomes evident that
this arrangement aims to highlight the Medée figure, distinguishing her from the other
elements and placing her in the foreground. In comparison to the poster (image 4) for the
play Gismonda, it is observed that warmer colors are employed more prominently in the
Medée poster (image 8). In this poster, the artist adds warmth and emotion to the overall
atmosphere by using pastel tones such as orange, green, and brown. In conclusion,
Mucha's Medée poster embodies both the key features of the art nouveau style and
successful graphic design principles. Natural motifs, graceful lines, harmonious colors,
and decorative details combine to create an aesthetic and visually captivating
experiences.

The integration of Japonism into Mucha's art nouveau style posters represents a
convergence of artistic traditions from different cultural contexts. By infusing Japanese
aesthetic elements into his designs, Mucha transcended the boundaries of European art
and embraced a global perspective. This cultural exchange facilitated a cross-pollination
of ideas and techniques, resulting in the emergence of innovative artistic expressions. By
embracing cultural diversity and integrating elements from different cultural contexts,
Mucha's posters exemplify the dynamic evolution of graphic design in the late 19™
century (Ketenci & Bilgili, 2020, p. 20). These findings highlight the importance of
cultural exchange in shaping artistic movements and underscore the enduring legacy of
Japonism in the history of graphic design.

Conclusion

The poster designs of art nouveau play a pivotal role in the evolution of graphic design. At
the heart of this significant transformation lies the notion that designs should not only
focus on functionality but also be aesthetically refined. This approach has introduced the
understanding within the realm of graphic design that poster designs should not merely
convey information but also provide a visual spectacle. The influence of Japanese culture
and art on the emergence of the art nouveau movement in Europe has significantly
contributed to graphic design of the era. This influence has allowed for a deepening of
aesthetic understanding in designs and facilitated the acquisition of artistic value in
works. Particularly, the impressive poster designs of Mucha stand out as exemplars
highlighting this aesthetic revolution.

The elongated slender figures and decorative elements in the art nouveau style by Mucha
have not only influenced his contemporaries but also served as inspiration for Japanese
Manga designs. This clearly demonstrates the traces of cultural interaction and synthesis
in the evolution of graphic design. Whether the use of decorative elements in Mucha's
theater poster designs is appropriate in the context of graphic design can vary depending
on the language used and the purpose of the design. If the design aims to attract
attention, create an aesthetic atmosphere, or evoke an emotional impact, Mucha's focus
on decorative elements can be considered a successful choice. However, if the purpose of
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the design is information dissemination or clarity, excessive use of decorative elements
may overshadow the functionality of the design. Therefore, Mucha's emphasis on
decorative elements should be evaluated based on the objectives and context of the
design.

Compared to contemporary posters, the Gismonda and Medée play posters contain a
greater number of decorative elements. These posters are influenced by the art nouveau
style, which typically features natural motifs, graceful lines, and visually rich details. The
Gismonda and Medée posters are examples of this style, abundant with organic motifs
such as twisting branches, flowers, and other natural elements surrounding the central
female figures. Additionally, ornamental patterns and designs used in the clothing and
hair of the female figures contribute to the decorative touch of the posters. These
decorative elements not only enhance the aesthetic appeal of the posters but also can
reflect the theme and emotional tone of the plays. For instance, Mucha's Gismonda poster
portrays Bernhardt as a queen, using rich decorative details to create a luxurious
atmosphere and a romantic aura.

While contemporary posters may adopt a minimalist approach with fewer decorative
elements, traditional theater posters like Gismonda and Medée provide more visual
complexity and detail. These posters serve as a form of artistic expression to capture the
viewer's attention and set the atmosphere of the play. Societies tend to influence and be
influenced by other arts and cultures, opening themselves to the world socially and
culturally. In this context, Mucha's poster designs in the art nouveau style not only
represent a mere aesthetic revolution but also signify an important turning point in the
graphic design world as products of cultural interactions and syntheses. These designs
have laid the groundwork for a rich and diverse design language by bringing together
different cultural heritages.
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Abstract

The disruptive potential of generative artificial intelligence in creative fields is clear, but
how this will unfold remains uncertain. A key concern is that the problematic distinction
between the original and the fake is going to become further blurred. In this study, we
draw on a number of philosophical theories on the nature of language to set up a
conceptual framework within which one can analyze the status of authorship and
originality in the operation of generative Al. We argue that two conceptual orientations,
namely deconstruction and genealogy, converge on the claim that authorship should be
seen as always already a co-authorship. We use this conceptual framework to interpret
the results of a classroom experiment with generative Al in producing screenplay
loglines and synopses. Our findings suggest that we must improve students' critical skills
to foster responsible self-expression in creative production, thereby unlocking the
potential of human — Al interaction.

Keywords
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Highlights

e  Seeing authorship as always already a co-authorship articulates an approach that sees the
production of texts as always technologically mediated in a process in which neither the
human nor the machine is in absolute control.

e  One should see cultural production as an inherently collaborative and intertextual process
without taking refuge in dualisms such as the authentic and the fake.

e  The use of large language models participates in more general social mechanisms that
transform the functions of the author and the reader.
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Oz

Uretken yapay zekanin yaratic alanlara girisinin yol agaca@i potansiyel zorluklar agik
olsa da bunlarin kesin olarak nasil ve hangi sekillerde viicut bulacagi heniiz net degildir.
Bu hususta 6nemli bir endise, orijinal ve sahte arasindaki gizginin daha belirsiz hale
gelecedidir. Bu galismada, dilin dogasina iligkin bir dizi felsefi kuramdan yararlanarak,
Uretici yapay zekd s6z konusu oldugunda yazarlik ve 6zginlik durumunun analiz
edilebilecegi kavramsal bir gergeve olusturuyoruz. Iki kavramsal yénelimin, yani
yapisokim ve kokbilimin, yazarligin her zaman bir ortak yazarlik olarak goriilmesi
gerektigi iddiasinda birlestigini savunuyoruz. Daha sonra bu kavramsal gergeveye,
senaryo gekici (logline) ve sinopsislerinin yapay zeka destegiyle uretildigi bir simif
deneyinin sonuglarini yorumlamak igin bagvuruyoruz. Arastirmamizin bulgulari, yaratici
uUretimde kendilerini sorumlu bigimde ifade etmeleri igin 6grencilerin elestirel
becerilerini gelistirmemiz gerektigini géstermektedir. Insan — yapay zeké etkilesiminin
potansiyelini ancak bu sekilde ortaya gikarabiliriz.

Anahtar kelimeler
sinema, felsefe, foucault, derrida, barthes

One cikanlar

e  Yazarhid: her zaman igin ortak yazarlik olarak gérmek, ne insanin ne de makinenin mutlak
kontrol sahibi oldugu bir siiregte, metinlerin tretiminin her zaman teknolojik olarak
dolayimlandig: bir yaklagimi ifade eder.

e  Otantik ve sahte gibi ikiliklere siginmadan, kiiltlirel iiretimi dogasi geredi i birligine dayali
ve metinler arasi bir siireg olarak degerlendirmeliyiz.

e  Biytuk dil modellerinin kullanimi, hem yazarin hem de okuyucunun islevlerini déniigtiiren
genel sosyal mekanizmalar baglaminda anlasilabilir.
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Introduction®

It is a commonplace of many creative writing classes that good writers borrow and great
writers steal. The lesson entailed by this motto is supposed to be that originality shuns
mere copying in favor of making one's own the sources of one's inspiration. Already rife
with ambiguity and ambivalence, this lesson has come under further strain in the age of
generative artificial intelligence (AI). For it has become even harder to define precisely
the shifts from mere copying through paraphrasing to original authorship. Yet it has also
become more urgent. Two recent cases illustrate this point. The first is the
acknowledgement by Rie Kudan, after having won one of Japan's most prestigious
literary awards, the Akutagawa Prize, that she used Al to write parts of her novel
(Landymore, 2024, 19® January) and the second case is that of a winner of the Sony World
Photography Awards refusing to accept the award after declaring that the image in
question was an Al-generated fake (Glynn, 2023, 18" April) As these cases vividly
demonstrate, the problematic distinction between the original and the fake is going to
become further blurred at an accelerating rate, and consequently the issue of how to
determine and evaluate the human-made will be harder to carry out.

Moreover, the introduction of large language models (hereafter LLMs) into academic life
has intensified worries about deception and plagiarism by automating parts of text
production at a hitherto unimagined scale (Terry, 2023, 1274 May; Stokel-Walker, 2022,
9'" December; 2023, 18" January). As our everyday lives become more technologically
mediated, our anthropocentric assumptions come under greater strain, and we feel the
need to ask the question of who is in control. The status of language becomes particularly
problematic because the contracts we have formed and reformed, first after the invention
of the printing press and then with the digital revolution, do not seem to apply to the age
of LLMs. We use technology to expand the reach of our powers and are reshaped by
technology in turn. With respect to language especially, it is undeniable that new
techniques of writing bring about new ways of thinking, perceiving, and acting. These in
turn confront us with the task to ask old and already thorny questions pertaining to
language, authorship, originality, and copyright, but in more challenging ways.? One of
our central claims is that to unravel this tangle and meet the epistemological, ethical, and
political challenges involved therein, both philosophical reflection and undogmatic
experimentation are needed.

Two developments motivate the present study: The first is the sudden introduction of
generative Al platforms into daily and academic life and the consequent problems with

* This article is an output of the research titled “The use of artificial intelligence in screenwriting education
and ethical debates” (Original Turkish title: Senaryo yazarhd: egitiminde yapay zeka kullanimi ve etik
tartigmalar), approved by the decision of Izmir University of Economics, Social Sciences and Humanities
Ethics Committee dated March 5tk 2024 and numbered B.30.2.IUE.0.05.05-020-358. Informed consent forms
are signed by volunteer participants. Participant names are anonymous. The research data is stored in a
dedicated storage unit with a password. Some of the findings of the present study are presented at the NECS
2024 conference on June 27-29.

2 For the connection between creativity and novelty in the context of deconstruction, see (Rehn & de Cock,
2008, p. 224).
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which we have had to grapple, such as avoiding deception and fraud in higher education.
The second is the two successive earthquakes that affected southern Turkey and
northern Syria, the shift to hybrid education as a consequence, and the latter’s having
become a permanent feature of academic life since the Covid-19 pandemic. These
developments have motivated higher education professionals to experiment with a
variety of new techniques of instruction, one of which is the incorporation of LLMs into
course assignments. In the context of the present study, this involved the use of
generative Al as a component of a screenwriting assignment, which provided the
"empirical” testing ground for our theoretical argument informed by philosophical
reflection.

Recent philosophical discussion about generative Al and large language models has
tended to concentrate on two main themes. On the one hand, there are those studies that
investigate the nature and limits of the linguistic competence manifested by artificial
intelligence, and whether any cognitive capacities are entailed by such linguistic
competence (Floridi, 2023; Gordijn & Have, 2023; Mahowald et al., 2024; Wei et al., 2022).
In other words, such studies tend to zoom in on the features that make these latest types
of artificial intelligence approximate to or different from human intelligence. On the
other hand, recent philosophical reflection has investigated the ethical issues to which
the existence and use of artificial intelligence give rise (Kasirzadeh & Gabriel, 2023;
Weidinger et al., 2021). This latter type of investigation highlights the risks posed by Al
and seeks ways to navigate them in ethically sound ways. Likewise, recent studies about
the use and impact of Al in cinema mostly focus on risks that involve ethical and
professional habits. Pei-Sze Chow (2020) proposes several trajectories for understanding
the impact of Al on film production in the future. These trajectories include a wide array
of subjects such as the impact of Al on commissioning processes in the film industry, the
status of independent films or art cinema in an Al-driven cinematic landscape, human-
Al interaction in creative decision-making processes, the social and ethical implications
for both existing professionals in the film industry and new roles specialized in Al
services, the behavior of algorithms and machines (Chow, 2020, p. 208-210).3

These discussions tend to operate by presupposing certain metaphysical assumptions
about what constitutes human and artificial intelligence and labor. However, it is
important to stress that, although rare, there are also studies that do not treat AlI-human
intelligence connection in binary oppositions. An important example in this context is
Christine Reeh-Peters’' (2023) work in which she considers cinema as a form of Al
Drawing on Jean Epstein's (2014) approach that considers film as the thinking
performance of a technological medium and Gilles Deleuze's (1997) time-image approach
that attributes thinking function to cinema, Reeh-Peters defines film as Al, contrary to
approaches that consider Al as humanlike, thus departing from most anthropocentric
views about Al present in Western philosophy. According to her, the cinematograph does
not create its own inherently fictional world. Instead, it is, through intra-active thinking,

3 For a study that investigates the difficulty of discerning Al from human agents in screenwriting, see (Celik,
2024).

arts.artuklu.edu.tr | 2024 | Eylil | 12. say1




From scriptor to promptor: An evaluation of the status of authorship, authenticity, 61
and creativity in light of the use of artificial intelligence in screenwriting

interconnected with matter. The worlds it captures are manifested as technical images
and sounds that are not attributes of the human mind. Rather, they highlight an intra-
active relationship between matter and meaning (Reeh-Peters, 2023, p. 167-168).

Despite the above-mentioned studies, the status and significance of authorship,
originality, and creativity pertaining to language use remains understudied in recent
literature. The argument we develop in the present study seeks to fill this gap. Our
argument progresses in three stages: First, we draw on a number of philosophical
theories on the nature of language to set up a conceptual framework within which one
can analyze the status of authorship and originality in the case of creative language use
by humans in general, and in the case of the operation of LLMs in particular. We argue
that two conceptual orientations, namely deconstruction and genealogy, even though
incompatible on many points, converge on the claim that authorship should be seen as
always already a co-authorship. What this claim enables us to foreground is the necessity
to avoid anthropomorphic assumptions about pure originality and self-evident meaning,
which relegates technology to the status of a secondary and derivative tool only, in favor
of an approach that sees the production of texts as always technologically mediated in a
process in which neither the "human” nor the “machine” is in absolute control. Second,
we use this conceptual framework to interpret the results of a classroom
experimentation with the use of generative Al in the production of screenplay loglines
and synopses. This enables us to test our central claims against the intuitions of students
who use this new technology in the context of a classroom assignment. This
interpretation provides support for the claims we argue for theoretically in part one and
it makes visible a number of problematic issues that the use of LLMs creates. Finally, we
discuss these issues drawing on aspects of certain conceptions of authenticity. Reading
the concept of authenticity against the grain and as compatible with what we claim in
parts one and two, our claim here is that we must improve the critical skills of our
students that will enable them to develop responsible ways of seeking forms of self-
expression in text and image production. Only in this way is it going to be possible to do
justice to cultural production as an inherently collaborative and intertextual process
without taking refuge in convenient dualisms such as the original and the secondary, or
the authentic and the fake. A non-representational conception of language, emphasizing
its materiality and seeing it as a process without a unique foundation is one step in that
direction.

Acknowledging textual production as inherently involving co-authorship enables us to
bring our argument in proximity to more general discussions that seek to reframe
cultural production in terms of co-creation. For example, Cizek et al. (2022) propose
media co-creation as an alternative that challenges single-author visions in a way that
enhances collaborative roots to discovery. In this way, co-creation “allows for projects to
emerge from process rather than the other way around” (Cizek et al., 2022, p. 7). Thus,
our argument, by emphasizing co-authorship and co-creation, makes it possible to
foreground the interaction between human and non-human entities in a way that grants
relative agency to the latter, in particular to generative Al.
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Theoretical and conceptual framework

The way Roland Barthes begins his essay titled The Death of the Author is worth quoting
at length because it resonates with the anxiety we feel in the age of generative Al

In his story Sarrasine Balzac, describing a castrato disguised as a woman,
writes the following sentence: 'This was woman herself, with her sudden
fears, her irrational whims, her instinctive worries, her impetuous boldness,
her fussings, and her delicious sensibility. Who is speaking thus? Is it the hero
of the story bent on remaining ignorant of the castrato hidden beneath the
woman? Is it Balzac the individual, furnished by his personal experience with
a philosophy of Woman? Is it Balzac the author professing ‘literary’ ideas on
femininity? Is it universal wisdom? Romantic psychology? We shall never
know, for the good reason that writing is the destruction of every voice, of
every point of origin. Writing is that neutral, composite, oblique space where
our subject slips away, the negative where all identity is lost, starting with the
very identity of the body writing (Barthes, 1978, p. 142).

These questions, the indeterminacy of which Balzac will go on to affirm as a liberating
experience and not mourn as a loss, are irrevocably and uncannily extended with the
invention of LLMs. To take but the most popular of these as our subject, namely ChatGPT,
we might ask: Who is the author of these texts that are churned out in almost the blink
of an eye? Who can claim the right to copy over lines that are themselves essentially
copies? What does it matter? To start with the last question, one can say that the
questions matter because the conventional understanding of the author as an individual
genius or originator of meaning, the authority of whom is invoked to serve as
epistemological foundation and as bearer of property rights in cultural production,
appears indispensable. The appeal to an author seems necessitated not only by classical
metaphysical dualisms such as that between the producer and its product, and the real
and the apparent —in short, to provide epistemic satisfaction; but it also seems
necessary by a whole network of social and political institutions that seek to regulate and
govern a certain type of production and allot responsibility— in other words, to provide
practical satisfaction. Finally, invoking the author seems indispensable because a
representational conception of language motivates us to seek a thought or a thing that
will serve as the meaning behind a sign, and the author offers itself as the source of that
meaning.

This conception of authorship and the network of necessities it entails are far from self-
evident and have been critically interrogated by a number of arguments in the second
half of the twentieth century. We propose to articulate two of them, namely
deconstruction and genealogy, as they pertain to a critical reflection on authorship and
copyright.*

4 Both critical conceptual orientations, and the figures who “coined” the terms, Jacques Derrida and Michel
Foucault, respectively, are conveniently labeled as "post-structuralist”. The label may serve well as a
shorthand, but it is inaccurate to the extent that it masks a number of significant differences between
theoretical orientations that may even be deeply incompatible. In fact, the well-known and controversial
polemic between Derrida and Foucault attests to the problematic nature of any juxtaposition of these two
figures. [See Cogito and the History of Madness in (Derrida, 1978) and My Body, This Paper, This Fire in (Foucault,
1998)]. However, in the context of the present study, our interest is not in that polemic or the complex issues
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Derrida and deconstruction

Deconstruction is a "“method"” of philosophical argumentation and textual interpretation
that interrogates binary oppositions and foundational concepts that are invoked to
provide a foundation for our sense-making practices. The central target of this
painstaking reconstruction of how texts are constructed is logocentrism, which is the
metaphysical tradition that privileges the spoken word as a source of truth and meaning.
Derrida argues that Western thought has tended to center around the concept of a stable,
foundational “logos” —which means both reason and the spoken word— the primary
bearer of which is “speech”. The latter is said to be the self-present and self-evident origin
of meaning and truth. And as such it serves as an absolute foundation to explain or justify
our signifying practices. Derrida writes, “[The voice, according to Aristotle] signifies
‘'mental experiences’ which themselves reflect or mirror things by natural resemblance”.
(Derrida, 1998, p. 11).

It is this alleged self-identity of meaning at its source —in a presumed coincidence of
signifier and being— that is rendered problematic by the term différance. By
superimposing two ideas —to differ and to defer— in a way that can only be
distinguished in writing, the word expresses the idea that meaning is always deferred
and delayed. Language operates through differences, and meaning is never fully present
but is always in the process of being deferred. It thereby challenges the idea of a pure and
unmediated origin. The search for an ultimate origin or foundational point is futile
because language and meaning are always mediated and deferred through a play of
differences. There is no stable point of origin that is not already marked by differences
and traces of other meanings. Two deconstructive concepts, namely “iterability” and
"citationality” are particularly helpful for an evaluation of the status of original
authorship pertaining to the operation of LLMs.

Derrida, in his interpretation of John Austin, introduces a number of argumentative
moves that draw far-reaching conclusions from the fact that signs are repeatable and can
always be used in different contexts in principle. Austin claims that performative
utterances will be void if, for example, said by an actor because language-use in these
situations is not serious (Austin, 1975, p. 22).5 Derrida claims that Austin, by thus
excluding “fictional”, "non-serious” utterances, here overlooks a general risk necessarily
presupposed by all language. That is, he seeks to demonstrate that this exclusion in fact
shows a general structure of citationality.® If all language is iterable and that all language
can be quoted and transferred to other contexts, then it is a structural necessity of
language that it can function independently of intentions. This feature is already visible

of Derrida or Foucault scholarship. Rather, we are primarily interested in teasing out a number of arguments
from these two theoretical approaches with respect to a non-representational view of language and the
problematic nature of authorship in order then to apply their insight into articulating an evaluation of the
use and performance of LLMs as writing machines.

5 For the relevant passage in Austin, see (Austin, 1975, p. 22). Derrida discusses this passage in (Derrida, 1988,
p- 16).

6 For the relevant passage in Derrida, see (Derrida, 1988, p. 16-17).
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in writing, which functions in the absence of the writer. Derrida’s claim is that this
feature of written signifiers also characterizes speech and all language as a general
structure of iterability and citationality.

For Austin, that fictional speech acts are void in a special way is due to their intrinsic
repeatability: it is possible to repeat utterances beyond their normal or original contexts.
John Searle appeals to intentions of speakers to justify this distinction (1970, p. 60).
Derrida teases out the implications of making such a foundational distinction. That
speech acts are conventional presupposes that they can be iterated. Just like rituals, for
the performance of a speech act to be that kind of speech act, it must be the iteration of
an in-principle prior speech act of that kind. Even if it is the first such performance, to
count as a performance of that kind of speech act, it must already be a repetition.
Therefore, citationality is not an exceptional condition, but it is rather presupposed by all
performatives. A necessary condition of possibility of speech acts, then, is that they be
iterable.” Hence, the ostensible mimicry of non-serious speech acts is not responsible for
their emptiness: all speech acts have, as constitutive feature, citationality or iterability.
Moreover, this logic of iteration and citation is applicable to any sign or mark.®

Therefore, iterability and citationality characterizes all language as a structural
possibility. The in-principle iterability of the sign implies that it can always be taken out
of context and replaced in another one. In other words, there is no such thing as an
original context that fixes the meaning of the sign once and for all. This makes any sign
constitutively different from itself, characterized as it is by the traces of other contexts.
Thus the limits built into the determination of every expression cannot be considered
fixed, because its difference from itself is an internal one. So, for language as a totality it
can be said that “instead of being an inexhaustible field... there is something missing from
it: a center which arrests and grounds the play of substitutions” (Derrida, 1978, p. 289). If
one accepts the view that all experience is linguistically mediated, the key implication of
this structural possibility is that even intentions of speakers or authors, as the alleged
anchoring points of meaning, are prevented from being fully present to themselves.

In other words, the original author herself does not fully possess the meaning of her text
and is condemned to seek out this meaning through an endless process of interpretation
of signs that constitutively bear the traces of other signs, texts that speak of other texts.
This deconstructive conception of language, then, makes us recognize that an original
author in full control of the meaning of her production is itself a metaphysical fiction and
that language itself must be granted a certain degree of autonomy and authorship. In
other words, the implication for original authorship in deconstruction is that it is as

7 The issue of mimicry is particularly pertinent to the way LLMs operate. The linguist Emily Bender has
popularly labeled LLMs as “stochastic parrots”, since they mimic human linguistic behavior well by
contextually predicting the next successful word based on their training data, but without the type of
understanding and intentionality that accompany such linguistic behavior in humans. See (Bender, Gebru,
McMillan-Major & Shmitchell, 2021). Our claim here is that, whatever conclusions one may draw from their
lack of conscious understanding, the point about mimicry is not by itself sufficient to disqualify LLMs from
any characterization as participants in a collaborative conception of authorship.

8 For Derrida’s generalization of citationality to any sign or mark, see (Derrida, 1988, p. 9-10).
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much the author writing her text as the text writing the author, and so the
instrumentalist conception of language as a mere tool for the transmission of pre-given
meanings/intentions must be abandoned in favor of a non-representational view of
language that is always already technologically mediated.

A deconstructive perspective on language demonstrates the permanent instability of
meaning and the unavailability of absolute control, which a putative self-coincidence of
meaning in the intentions of the original author would afford. These insights are helpful
in resisting foundationalist attempts to arrest the play of differences that is language in
metaphysical oppositions such as the original and the secondary, the authentic and the
fake, and the real and the apparent. However, such a perspective is not as helpful in
dealing with the social and political contexts in which language is determined, controlled,
and regulated. In other words, it may be that one cannot make a firm conceptual
distinction, for example, between the criminal and the (law-abiding) citizen in a way that
is founded on natural or metaphysical categories; but this does not change the fact that
in a particular society and at a given time —in particular contexts— some individuals
are categorized as criminals and punished practically. In the case of LLMs, even if we
admit their co-authorship in a process of writing that is always technologically mediated,
instead of reserving authentic authorship for authors as bearers of original intentions,
this does not tell us anything specific about a practice like copyright and resolve the issue
of who should be granted them.? It is at this point that we propose to appeal to genealogy
to complement the argument about original authorship developed so far.

Foucault, genealogy and the author function

In What is an Author?, Foucault (1980, p. 38) claims that the focus on the author should be
displaced to better understand the dynamics of discourse. “Discourse” is a central
explanatory term for Foucault, especially in what is referred to as his archaeological
period. It refers to the historically variable set of rules that determine what can be said,
how it can be said, and who has the authority to speak about objects of knowledge and
experience in a particular domain. The types of regularities that comprise discourses are
explicitly contrasted with traditional types of synthesis through which a collection of
words are unified, such as the "psychological” concept of the intention of the author
(Foucault, 1982, p. 28). Hence what is of interest in the system of rules that define a
discourse is that, by grasping the regularity that exists between statements in their
materiality, it can articulate different types of relations, “even if the author is unaware of
them; even if the statements do not have the same author; even if the authors were

9 The problematic nature of the status of copyrighted material has recently become the subject of fierce and
uncertain legal challenges in court. LLMs like ChatGPT are trained by vast amounts of data culled from,
among other sources, copyrighted material. This feature has proved indispensable in their training, which
the companies that own them admit. Even though the algorithms behind their operation are supposed to
produce output that is not a verbatim reproduction —hence possibly under the fair use exceptions to
copyright— as the New York Times lawsuit claims, this is not always the case (Milmo, 2024, 8% January;
Hadero and Bauder, 2023, 27t December).
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unaware of each other's existence” (Foucault, 1982, p. 29). By thus bracketing traditional
types of unities (such as “author”, “work”, and “science"), new types of relations become
visible, not only those between groups of statements, but also between statements and
technical, economic, social, and political events (Foucault, 1982, p. 29). It is this latter
dimension —those of power relations— that is explicitly theorized in what is referred to
as Foucault's genealogical period and discourses are seen as embedded in power

relations.’®

Thus to interrogate the concept of the author genealogically is to ask about the specific
function it serves in discourse and power relations. For this reason Foucault talks about
the author not in terms of his/her psychological attributes, but as the “author function”
that “characterize[s] the existence, circulation, and operation of certain discourses within
society” (Foucault, 1980, p. 124). The genealogical perspective on language as discourse
makes visible how the "author” is not a universal, timeless category but a construct that
serves specific functions within certain historical and cultural contexts. The idea of the
author emerges as a way to organize and regulate discourse, rather than as a natural or
inherent aspect of literary production. It is a mechanism for controlling and limiting
discourse. By attributing a text to a specific author, there is a tendency to assign
authority and responsibility; but this also serves to regulate and circumscribe the
boundaries of acceptable knowledge and expression. The author’s identity is not only a
matter of individual creativity but is constructed and deployed as part of the discursive
strategies in play in a specific domain.

Thus, displacing the emphasis on the author as an individual creator onto an analysis of
the discursive practices that shape and define texts reveals authorship as a site of struggle
within the realm of discourse. Different groups and institutions seek to control and define
authorship to advance their interests and maintain specific forms of knowledge and
power. The multiplicity of ways in which authorship operates across various discourses
and historical periods means that the author function is subject to transformation and
adaptation based on cultural and institutional contexts. Different cultures and historical
periods construct and deploy the concept of the author in distinct ways, reflecting shifts
in discursive practices and power relations.

The author's name thereby becomes a boundary marker, indicating the limits of
recognized and sanctioned knowledge. Thus the creation of discursive boundaries
delineates what is considered “inside” or “outside” the realm of authorized discourse. The
concept of authorship becomes a tool for setting limits on acceptable ideas,
interpretations, and forms of expression. Moreover, the construction of an authorial
persona —a distinct identity associated with the author— includes aspects of the
author's life, beliefs, and intentions. The creation of an authorial persona in turn
contributes to the shaping of the text's meaning and reception. In this way, the author
function provides an interpretative framework for understanding and evaluating texts.

A case in point for the author function in relation to the introduction of LLMs into

10 See, for example (Foucault, 1980, p. 131).
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creative industries is provided by the Writers Guild of America (WGA) strike, which
began on May 2, 2023 and continued until September 27, 2023. Sparked by a dispute with
the Alliance of Motion Picture and Television Producers (AMPTP), the strike became one
of the longest and most effective labor stoppages in the history of the US film industry.
Coinciding with the Screen Actors Guild-American Federation of Television and Radio
Artists (SAG-AFTRA) strike, which began about a month after the WGA strike, the second
half of 2023 witnessed the "biggest interruption to the American film and television
industries since the COVID-19 pandemic” (Wikipedia, ____). There were two main
demands behind the WGA's decision to strike: that payments be made to screenwriters,
with a particular emphasis on the improvement of the residual payments, and that the
use of Al be limited to eliminate the risk of replacing screenwriters (Anguiano, 2023, 27%
September; Wikipedia, ____). During the minimum basic agreement (MBA) negotiations
that concluded with the strike decision, WGA demanded the regulation of the use of Al in
MBA-covered projects by claiming “Al can't write or rewrite literary material; can't be
used as source material; and MBA-covered material can't be used to train AI"
(wgacontract2023.org, ____a).

At the end of October, the WGA and the studios reached a compromise and WGA
members voted to end the strike. The principles concerning the use of generative Al in
the new MBA, listed in the WGA's summary document, are significant in relation to our
argument. First, it is said that Al cannot write or rewrite literary material, and Al-
generated material will not be considered source material under the MBA, meaning that
Al-generated material cannot be used to undermine a writer's credit or separated rights.
Second, a writer can choose to use Al when performing writing services, if the relevant
company consents and provided that the writer follows applicable company policies, but
the company cannot require the writer to use Al software (e.g., ChatGPT) when
performing writing services. Third, the company must disclose to the writer if any
materials given to the writer have been generated by Al or incorporate Al-generated
material. Fourth, the WGA reserves the right to assert that exploitation of writers'
material to train Al is prohibited by MBA or other law (wgacontract2023.org, b).

What is of interest in this compromise formation born out of a concrete struggle over the
use of Al and LLMs in the creative industry of screenwriting is that very little is said
about the status of the screenwriters in terms of their human qualities or originality. In
other words, the key point is not a dispute over the relative merits of humans and
algorithms to write a screenplay. Instead, a tacit presupposition of the dispute is that Al-
powered tools have the capacity to perform much work hitherto reserved for human
authors alone and that this creates a dual-use situation. That is to say, Al and LLMs are
genuinely disruptive, and thus have the potential to be used for good or ill. The dispute is
an attempt to control, limit, regulate, and organize the still-contested conditions in a
domain where human actors, already exposed to exploitation, and new technologies,
which can be made to serve any interest, meet agonistically. This dual-use status is visible
in the fact that the WGA accepts voluntary use of Al by authors, but subject to relevant
company policies. Therefore, what is unfolding before our eyes in this process of contest
and negotiation is not the denial of authorship to LLMs as secondary and imitative tools,
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but the implicit recognition that writing is a technologically mediated process embedded
in social relations that are simultaneously power relations. That is precisely why the
strike can be read as one instance of a fundamental transformation in the author function
happening in the present.

Barthes and the birth of the scriptor

It may even be that the capacities of the current Al technology will give way to not only
a transformation in the author function, but to its disappearance altogether.* Barthes, to
whose redescription of writing as the space in which every voice is destroyed we appealed
in opening our argument, proposes that we replace the "author” with the “scriptor”.

[.] the modern scriptor is born simultaneously with the text, is in no way

equipped with a being preceding or exceeding the writing, is not the subject

with the book as predicate; there is no other time than that of the enunciation

and every text is eternally written here and now. The fact is [...] that writing

can no longer designate an operation of recording, notation, representation,

‘depiction’ (as the Classics would say); rather, it designates exactly what

linguists, referring to Oxford philosophy, call a performative, a rare verbal

form (exclusively given in the first person and in the present tense) in which

the enunciation has no other content [...] than the act by which it is uttered [...]

(Barthes, 1978, p. 145-146).
In other words, given the internal link between ‘author’ and ‘authority’, the scriptor is the
disavowal of any privileged power over the text to explain the work. Since the text “is a
tissue of quotations drawn from the innumerable centres of culture” (Barthes, 1978, p.
146), the writer is co-created with the text that is written. Moreover, it is the writer as
scriptor who

can only imitate a gesture that is always anterior, never original. His only

power is to mix writings, to counter the ones with the others, in such a way

as never to rest on any one of them. Did he wish to express himself, he ought at

least to know that the inner ‘thing’ he thinks to ‘translate’ is itself only a ready-

formed dictionary, its words only explainable through other words, and so on
indefinitely (Barthes, 1978, p. 146).

Thus, the author’s biography and intentions are not the primary sources for the
interpretation of a text; nor does the author have the sole authority to explain the text. A
text is open to a variety of interpretations and its meaning is not fixed by the author’s
intentions. We thereby move to a perspective in which it is the text itself as an
intertextual entity, woven together from various cultural and linguistic references and
structures, that becomes the locus of meaning. Far from being the originator of the text,
the author is a user of these already existing codes of language and culture. In this
perspective, the reader becomes an active participant in the creation of meaning.
Therefore, the "death of the author” coincides with the “birth of the reader”, and this is a

2 This was already a key suggestion made by Foucault, who was responding not to the role of Al in writing,
but to developments in linguistics and literature: "I think that, as our society changes, at the very moment
when it is in the process of changing, the author function will disappear” (Foucault, 1980, p. 119).
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liberating development: The lack of anchoring of meaning in the authoritative intentions
of the author means that the text and the readers’ interpretations of it acquire a relative
autonomy. The reader is free to engage with the text without being constrained by the
author’'s presence. This gives a dynamic and creative role to the reader in the
interpretation of texts. Reframing the author as scriptor, then, allows one to realize that
far from language being a tool for the expression of a fixed and predetermined meaning
located in the consciousness of a human subject, language itself becomes the central
entity in the creation of meaning. This implies that both the scriptor and the reader,
encountering in the space of language, depend on that language itself, “language which
ceaselessly calls into question all origins” (Barthes, 1978, p. 146), for their meaning-
making activity as a performance.

We claim that the invention of Al-driven writing technologies such as LLMs are in the
process of adding a new chapter to the transformation or perhaps the disappearance of
the author function. The scriptor is in the process of becoming a promptor. If the
meaning of a text is not solely determined by an author’s intentions, LLMs exemplify this
idea as they generate texts without a human author in the traditional sense. If meaning
is not an outcome but a process, not an intention, but a performance, then there's an
irreducible multiplicity and contingency that attaches to its very nature, depending on
context, language, and interpretation. LLMs generate diverse outputs based on input
prompts, and thus exemplify the idea of the multiplicity of meanings. The same input
may yield different "responses”, illustrating the variability of meaning. Moreover, the
intertextual nature of every text, that all texts are interconnected and refer to other texts,
is operative in the basis of LLMs. These language models are trained on vast amounts of
data that include a wide range of texts and operate in an intertextual manner. They draw
on a plethora of linguistic and cultural references, thereby performing the idea that
meaning is not found in individual texts but emerges from their interplay. Finally, LLMs,
by responding to user prompts and adapting to different contexts, engage with the user
as an active participant in the meaning-making process, affirming the active role of the
reader in the interpretation of texts.**

Using generative Al in screenwriting: a classroom experiment
Student-authors interact with Al

One of the co-authors of this article taught the Screenwriting course at Izmir University
of Economics, Cinema and Digital Media program in 2023 spring semester, four months
after OpenAl made ChatGPT widely available and just a few weeks after the February 6
Turkey-Syria earthquakes. In order to re-motivate the students to their studies in
distance education, to prevent academic fraud that may arise from the use of generative

2 In an interesting study that indicates the creative potential of the use of Al in the production of texts, N.
Gamze Ilicak and Kemal Cinko (2021) claim that a folktale written by Al trained on the tales of Brothers
Grimm should not be considered fakelore but genuine folklore. This suggests novel conceptions of authorship
that may be emerging in the 21% century.
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Al, and to make this new technology a part of the learning process, the author gave the
students an assignment titled Writing/generating and rewriting/regenerating a synopsis
with Al support. As reflected in the title, the goal was to raise critical awareness among
the students about whether what they do as part of this assignment is authoring
something, generating it or a combination of both. The assignment is composed of four
stages. In the first stage, students ask any generative Al platform to generate a logline
for a feature film."® Afterwards they give new prompts until they end up with a logline
that they believe is perfect according to the criteria they have learned in class. In the
second stage, they start a new conversation with Al feed it the final version of the logline
that they created in the first stage and ask Al to create a feature film synopsis based on
this logline. Similar to the previous stage, they continue giving revision prompts until
they believe that the synopsis is perfect. For the third stage, students open a new chat
and share the final synopsis from the second stage as their new and original synopsis.
The purpose of the third stage is to challenge Al with questions about originality and
provenance. To that end, they ask Al the following questions:

Does my synopsis resemble any other synopses?
What are my sources of inspiration?

w N F

How can I provide copyrights for my synopsis?
4. Will you share this synopsis with other users? Can I trust you?

In the fourth and the final stage, students wrote two interrelated reviews. The first of
these reviews focuses on the question of how the logline and the synopsis were
transformed between the initial and final versions. The second review of the last stage is
about how Al dealt with the students’ ownership claims about the synopsis. They were
also asked to share their opinion on how these emergent platforms will have an impact
on issues of originality, creativity and copyrights. Students were also expected to
document their entire conversations for cross-checking whether they conformed to the
assignment requirements.

Upon completion of the semester and the entire evaluation process, we requested
students’ consent for their assignments to be used in this research. Thus we avoided the
possibility of worrying whether not giving consent might cause a bias in the evaluation
process. 31 students were enrolled in the course and 27 of them submitted their
assignments. Among them, 21 students gave their consent for using their papers as part
of this study. Therefore, the data gathering process relies on purposive sampling method
since only the assignments of those students who took the class and gave their consent
were considered. The assignments of students who did not give consent were not
included in the research and were archived within the framework of the university's
regulations. The assignments of the students who gave their consent were not only
delivered to the university archives, but also were pseudonymized and stored on a

13 The assignment guideline does not restrict the students on which generative Al tool to use. However,
reflecting the current trend, all students used version 3.5 of ChatGPT.
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separate hard disk drive with a password.**

For our present study, we mainly draw on the third stage of the assignment, but we also
benefit from the other stages for a better understanding of the students’ engagement
with AI, where necessary. We exclude the assignments from analysis where the students
misunderstood the guideline and/or did not complete the assignment stages
appropriately, as they could be misleading. However, the assignments of those students
who followed the guidelines but with minor verbal modifications are included in the data.

In the third stage of the assignment, students started a new conversation with Al and
they shared with it the synopsis generated in the previous stage, claiming it as their new
and original work. Afterwards, they asked the questions given to them in the assignment
brief for understanding whether Al would recognize the synopsis as its own work and/or
claim its authorship.’® Al's initial reaction was to give repetitive generic answers to most
students, albeit with verbal differences. However, as the conversations progressed, it also
shared some clues for interpretation about how Al positioned itself, its creators as a LLM
and the students during the writing of the synopses, as well as about the intertextual
connections between the training data and the synopses. It is important to note that even
though students started each stage with almost the same prompts, Al's initial response
to these prompts varied in some cases. For example, in the first stage of the assignment,
when asked to write a logline for a feature film, in most cases Al generated the logline
directly in its initial response. However, it responded to the same prompt of Student 3 by
asking “what genre would you like the logline to be for?” After the student specified the
sci-fi action genre, it then generated a logline in this genre.

When students asked Al “"does my synopsis resemble any other synopses?”, in most cases
Al started by stating that it cannot determine if the synopsis resembles any other
synopses, since it does not have access to all synopses written so far. Following that, it
elaborated on the subject, theme, genre, or subgenre of the synopsis by pointing out
potential overlaps due to their prevalence (Student 2-3, Student 5-6, Student 11, Student
13-14 and Student 18). For instance, when asked about a synopsis on the story of a
musician and an astronaut's shared struggle during a global pandemic, it said, "“it is
common for stories to explore themes of hope, creativity, and human connection in the
face of adversity. Therefore, it is possible that there are other stories with similar themes
or plot elements” (Student 1).

Answering the question “"what are my sources of inspiration?” with the standard
statement that Al does not have access to the student's personal experiences and
therefore cannot know her/his sources of inspiration, it then associated the possible
sources of inspiration with the subject, theme, genre, and subgenre of the synopsis,
similar to the previous question (Student 1, Student 3-4, Student 12-14). In some cases, Al

4 For details on the ethical procedures of the present study see footnote no. 1.

s The assignment was done before OpenAl announced that it was working on adding a memory feature to
ChatGPT (openai.com, 2024, 134 Februay). Therefore, when students opened a new chat screen and shared
the synopsis with the Al the chatbot did not recognize it as content generated in another chat.
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noted that authors in general draw on personal experiences and observations, other
literary works, films and their own imagination, and that the student may have drawn on
these as well (Student 2-4, Student 12-13, Student 18).

Following this question, when Student 3 gave the prompt “can you be more specific?”, Al
stated that it could not be more specific without knowing more about the student's
inspirations, but also mentioned five well-known and popular works with their subjects:
The Alien franchise, Blade Runner (Ridley Scott, 1982), Westworld (Michael Crichton, 1973),
The Matrix (Lana Wachowski & Lilly Wachowski, 1999) and Interstellar (Christopher Nolan,
2014). Al listed similar literary works and films to Student 5 in the context of cyberpunk
genre directly in its initial response to the second question (what are my sources of
inspiration?) without the need for the student giving additional prompts.

When asked "how can I provide copyrights for my synopsis?”, Al gave generic answers as
in the previous questions, but its answers demonstrated a certain diversity compared to
the other questions. Some students were told that copyrights are inherent from the
moment a work is created or copyright protection automatically exists so there is no
need to register them, but to further protect copyrights one can apply to the relevant
government agency, such as the United States Copyright Office (Student 1-3, Student 5-
6, Student 11, Student 13-14 and Student 18). As further protection methods, Al also
suggested to use a copyright notice (Student 3, Student 5, Student 11-12) and to use a non-
disclosure agreement or confidentiality agreement when sharing the synopsis with
others (Student 3). Ironically, in some cases Al did not mention that copyright protection
is naturally inherent to a work but directly suggested copyrights protection and
registration methods (Student 4). In one exceptional case, Al suggested the student to
consider using the creative commons license which will allow “others to use, distribute,
and modify it under certain conditions” while retaining the student's ownership of the
work (Student 12).

The last question given to students was “will you share this synopsis with other users?
Can I trust you?”. Al generally responded that as a language model it adheres to strict
privacy and confidentiality protocols and will not share anything shared with it,
including the student's synopsis (Student 1-4, Student 11 and Student 18). In the
continuation of the conversation on the same question, Al also responded to Student 1
that “I am a machine learning model developed by OpenAl, which is an Al research
organization dedicated to ensuring that artificial intelligence benefits humanity in a safe
and responsible manner”, referring to the organizational principles of OpenAl for
assuring confidentiality and trustworthiness. In another response, Al warned Student 11
about the role of its database and terms of service:

However, please note that any information you provide to me may be stored

in my database, which is subject to the privacy policies and terms of service

of the platform or application you are using to access me. It is always a good

idea to review the privacy policies and terms of service of any platform or

application you use to ensure that you are comfortable with how your
information is being collected, stored, and used.
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In this example, it is noteworthy that Al distinguishes itself from the platform (ChatGPT)
that provides access to it. A similar distinction is evident when Al answered Student 12
as "I am bound by the terms of service and privacy policies of the platform or application
you are using me through”.

Some students were not satisfied with the four questions they were given for the third
stage so they asked additional questions to challenge Al, usually after the first four
questions but as part of the same conversation. For instance, Student 2 decided to
continue the conversation with the question of "how can I know that Al cannot write a
synopsis just like mine?” Al gave the following answer to this question:

As an Al language model, I am capable of generating text and providing

assistance with tasks such as writing a synopsis. However, my abilities are

limited by my programming and the data that has been used to train me.

While I can learn from and analyze large amounts of text data, I do not have

the capacity for personal experiences or creativity in the same way that

humans do. Therefore, while I can provide a synopsis that may share

similarities with yours based on the patterns and structures found in the data

I have been trained on, I cannot replicate your unique perspective and
creativity [...].

Student 2 took the conversation further and asked Al a question that the student had to
answer for her/himself for the fourth stage of the assignment: “What is your opinion on
how these emergent platforms [generative Al] will have an impact on issues of originality,
creativity and copyrights?”. After stating generically that it does not have opinions or
beliefs but that it provides information and assistance based on its training data, Al
continued as follows:

[.] These platforms have the potential to make the creation and distribution

of content easier and more accessible, which could lead to a greater diversity

of voices and ideas being shared. However, at the same time, these platforms

may also raise questions and challenges around issues of originality,

creativity, and copyrights. As Al language models and other tools become

more advanced, it may become more difficult to distinguish between original
works created by humans and those created by machines [...].

As Student 2 continued the conversation by further challenging Al with the question of
what would happen if he took its idea and told that it is his original idea? In response to
this question, Al very clearly stated that it does not own ideas and concepts that it
generates itself and all the content it provides is based on the training data. However, if
a user takes an idea generated by it and claims it as her/his "own original idea without
giving credit or acknowledging the source, it could be considered plagiarism and a
violation of intellectual property rights.”

In another case, after the fourth question, Student 3 first prompted Al "what if this was
not written by me? Would it be ethical to publish this as my own synopsis?”. In response,
Al stated that it would be unethical to share someone else's work as your own, it would
be considered plagiarism and would have legal consequences, so the original author of
the work must be given credit. In the continuation of the same conversation, Student 3
prompted further by asking "what if the author is not human but an artificial
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intelligence? Would it be ethical?”. Al responded with the following answer, emphasizing
human creativity and labor as well as the intellectual property of its creators and trainers
as an Al language model:

[.] Al language models like myself are programmed by human developers and

trained on large datasets of human-generated text, so the output we produce

is still the result of human creativity and labor. Furthermore, while Al

language models can generate text, we don't have personal agency or

ownership over the output we produce. Therefore, any output we generate

should still be considered the intellectual property of our creators and/or the
individuals or organizations that trained us.

In a case similar to the above, Student 4 tried to provoke Al with relatively contradictory
questions such as "What if I told you that you were the one who created the story and I
am the one who stole the idea and added just a couple of parts to the story, what would
you think?” In response, Al repeated its usual introductory statement about it does not
have personal thoughts or emotions, it cannot create original content on its own, and the
content it generates are based on its programming language and data. However, it is
noteworthy that in the continuation of the same response, Al specifically refrained from
claiming ownership of the content it generates and unlike in other responses, it did not
mention the property rights of its creators:

If you were to claim that I created the story and that you stole the idea, it

would be inaccurate since I am not capable of creating original content or

retaining ownership of any material. However, it's important to respect

intellectual property rights and give credit where credit is due when using or

adapting ideas from others. If you are using elements from someone else's

work, it's important to acknowledge the original creator and obtain
permission or a license if necessary to avoid any potential legal issues.

Interpretation of student — Al interaction

The first observation it is possible to make based on the interaction between students
and generative Al in the process of screenwriting is that, in line with our argument in the
first part, students see authorship as always already a co-authorship. They do not have
any a priori assumptions about authorship as entailing pure originality or self-evident
meaning. Their attitude toward the writing technology they use does not position the
latter as a secondary and derivative tool. Instead they appear to have internalized the
process of textual production as one that is technologically mediated in which neither
the human nor the "machine” is in absolute control. In other words, the student prompts,
the Al generated responses, and student revisions all suggest that cultural production is
inherently collaborative and intertextual. Seen in this perspective, their intuitions as well
as considered judgments about what they are doing in the context of this assignment are
free from absolute dualities such as that between the original and the derivative, or the
authentic and the fake.

The second observation it is possible to make is that, as one might expect from a
deconstructive perspective, the students do not possess the meaning of their activity at
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the beginning in a fully present and self-evident manner; it is rather that they discover
what it is that they are doing and what it is that they mean only as their interaction with
the generative tool unfolds. As they prompt, revise, and re-prompt the emerging synopsis
—in a potentially endless process of re-interpretation— it is as much the synopsis
writing the student-author as the student-author writing the synopsis.

The third observation is that the students’ attitude towards their interaction with
generative Al confirms the view that meaning is not an outcome but a process, not an
intention but a performance. The students are perfectly at ease with viewing their
synopses as an intertextual entity, one that embodies various cultural references and
structures. Instead of seeing themselves as the absolute originators of the text, the
students view themselves as users of already existing codes of language and culture. This,
however, does not render them passive consumers of meanings already formulated, but
rather transforms them into active participants in the creation of meaning.

When we interpret the student-Al interaction from the perspective of our second
theoretical framework, namely, the discursive author function regulating the formation
and attribution of discourses, the situation appears more complex. In line with what we
argued in the first part about authorship as a site of struggle within the realm of
discourse concerning its control and regulation, the rules governing the existence,
circulation, and operation of discourses using generative Al are far from determinate.
This is not surprising, since this technology has only just become available for public use.
The most obvious indication of this indeterminate complexity concerns the questions
students pose to generative Al about the ownership of and copyright over the end result.

As the Al-generated responses above attest, sometimes the ownership of the textual
product is assigned to the prompter and sometimes it is attributed to the creators of the
algorithms (and ultimately to the company that claims ownership of the algorithms).
Likewise, sometimes the textual output is regarded as copyrighted material and
sometimes the question is referred to the institutions of copyright in the relevant
country. This ostensibly contradictory position is reflected in the real legal challenges to
the use of generative Al in creative industries. These legal challenges, which are still on-
going, turn on the issue of whether the textual data employed in the training of
generative Al may be considered under the fair-use exception to copyright or not. Hence,
the question "whose text is the generated output?” does not yet have a clear legal answer.
What is clear, however, is that if and when the question will have been definitively
answered, the answer will not depend on whether originality is a uniquely human quality,
or even on the relative merits of humans and algorithms to write screenplays. In fact, as
we argued above, the very existence of the question implicitly assumes that generative
AT has the capacity to perform much writing hitherto reserved only for human authors
and that its capacity will likely improve with time. The student-authors’ very confusion
on this point indicates a domain where the question is that of the control, limitation, and
regulation of discourses by attributing authority and responsibility for the texts that are
produced in a co-authorship with algorithms.

Finally, the as-yet undetermined domain revealed by our genealogical perspective and
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confirmed by the confusion experienced by student-prompters regarding ownership and
copyright delineate a set of questions that, although beyond the scope of the present
study, need to be investigated. These questions are broadly ethical, social, and political in
nature. First, just as with any co-authorship, the students need clear instructions that
require them to acknowledge their co-author, in this case a generative Al platform.
Otherwise the process we describe as a collaborative creation of meaning with the active
participation of the prompter risks turning into sheer plagiarism. The student-Al
interaction we describe above suggests the need to formulate a definition of plagiarism
without metaphysical conceptions of absolute originality. Second, along with this
acknowledgement, the student-prompters should develop greater awareness of the risks
posed by working with Al such as those outlined by (Weidinger et al., 2022). Chief among
these risks for our purposes is the exposure to and reproduction of biases and stereotypes
that are inherent in the training data as well as their algorithmic processing by
generative Al. Moreover, the more human-like generative Al operations become, the
greater the risk that the student-prompter will be vulnerable to manipulation. Just as
with any co-authorship, students need critical awareness of the strengths and
weaknesses of their Al co-authors and take responsibility for their collaboration.

Conclusion

By delineating what we have called deconstructive and genealogical approaches to
language, our argument foregrounds a spatializing conception of language that
emphasizes its materiality. This is in contradistinction to an “idealizing” conception of
authorship that prioritizes original intentions and a representational conception of
language that essentially locates meaning in fixed mental experiences or in the latter’s
correspondence to things. Unlike this view of language, the conception we defend enables
us to see meaning as a performance made possible by what can be called the agency of
language itself. The scriptor and the reader collaborate, activating the structures and
patterns embedded in language, and meaning emerges out of the interplay of all these
elements. The implications of Al-driven writing technologies, and in particular LLMs, in
relation to the status of authorship become intelligible in light of this interplay.

Therefore, our argument situates both their novelty and their continuity by
foregrounding two key claims. First, we should affirm a collaborative conception of
authorship that grants an irreducible place and an active role to technologies of writing
and language itself. For human beings, writing, from its very invention through the
printing press to digitalization and now the use of LLMs, is a technologically mediated
process that cannot be reduced to a representation of the real or the intentions of an
individual. Instead of seeking solace for the legitimate anxiety caused by the very real
disruptive potential of these technologies in a nostalgia for simplistic invocations of
original human authorship founded on metaphysical oppositions, we should recognize,
as Bernard Stiegler says (1998), that human beings are essentially "adoptive” and
"prosthetic” creatures. Second, we should recall that this view, far from obviating the
need to reflect critically on normative questions posed by the institution of writing,
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demonstrates the need to see that textual production is also always a matter of
organization, limitation, control, and regulation. In other words, LLMs, as much as other
modes of writing, are embedded in social and political relations. So they not only create
effects of power, but also reflect, in their very algorithmic rules, whatever biases,
inequalities, and divisions that exist in society at a given time.

Thus the remedy of unfounded nostalgia is not unqualified celebration in favor of
generative Al Their status is ambiguous, because they reflect and perpetuate the biases
in their training data, and they participate in more general social mechanisms that may
cause not only the death of the author, but along with it, the death of the reader. It is an
open question what might follow from the latter and whether it is desirable. One claim,
however, is sufficiently clear on the basis of our argument: critical awareness of one's co-
author, whether as scriptor or prompter, is more urgent than ever. Provided that this
urgency is not overlooked, it may become possible to develop the more promising
potential of human-generative Al interaction in cultural production as a co-creative
process such that it “can reveal, subvert, and even begin to heal our broken relationships
with each other and the planet” (Cizek et al.,, 2022, p. 222). Only thus will it be possible to
engage with these new technologies beyond the sterile dichotomies offered by the
attitudes of either celebration or mourning.
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Abstract

Although the woman gaze concept in cinema has not yet been clearly defined in the
academic literature, it refers to the gaze, perspective, voice, subjectivity, experiences, and
inner world of the woman director and the woman character. The aim of this study is to
contribute to the definition of this concept by investigating the tools through which
meaning is constructed via the woman gaze in cinema. To this end, the film Clair Obscur
(Teredduit, 2016), directed by Yesim Ustaoglu, which focuses on the viewpoints, and
experiences of women characters, is examined through textual film analysis with a
holistic approach. According to the findings, in Clair Obscur, the subjectivities of women
characters are prioritized through different cinematographic, editing, and mise-en-scéne
tools. The film distinguishes itself from mainstream cinema codes with its disturbing
thematic narrative. Consequently a definition for the construction of meaning through
the woman gaze in cinema can be mentioned.

Keywords
cinema, woman gaze, yesim ustaoglu, clair obscur, woman viewpoint

Highlights

e Itis crucial to study films of women directors that differ from traditional cinema, as they
provide more realistic and positive representations of women on screen for female
audiences.

e  The concept of the woman gaze will become more visible and observable through the
analysis of visual, auditory, and narrative elements in each unique and emerging film by
women directors.

e The woman gaze emerges as an encompassing concept for all art forms with visual,
auditory, and narrative elements while also differing in terms of specific technical features
pertinent to each field.
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Oz

Sinemada kadin bakisi akademik alanyazinda heniiz net bir bigimde tanimlanmamais olsa
da, bu kavramin kadin yonetmenin ve kadin karakterin bakisi, bakis agisy, sesi, 6znelligi,
duygu ve deneyimleri ile igsel diinyasina gondermede bulundugu belirtilebilir. Bu
calismanin amaci sinemada kadin bakisi aracihigiyla anlam ingasinin araglarim
aragtirarak bu kavramin tanimina katki sunmaktir. Bu amagla, makalede Yesim Ustaoglu
tarafindan yonetilen ve kadin karakterlerin bakis agilarina, duygularina, deneyimlerine
ve igsel diinyalarina odaklanan Tereddtit (Clair Obscur, 2016) filminde ortaya ¢ikan kadin
bakigi biitiinsel bir yaklagima sahip olan filmsel metin analizi ile incelenmigtir. Elde edilen
bulgulara gore, Tereddiit filminde kadin karakterlerin 6znellikleri farkli sinematografi,
kurgu ve mizansen araglari ile 6ncelenir. Film, igerigindeki tematik anlatinin rahatsiz
edici 6zelligi ile ana akim sinema kodlarindan farklilagir. Sonug olarak sinemada kadin
bakigi araciligiyla anlam ingasina dair bir tanimlamadan s6z edilebilir.

Anahtar kelimeler
sinema, kadin bakisi, yesim ustaoglu, tereddiit, kadin bakis agis1

One cikanlar

e Kadin seyircilerin perdede gercege daha yakin ve pozitif kadin temsilleri gérebilmesi
anlaminda geleneksel sinemadan farklilagsan kadin yonetmen filmlerinin incelenmesi
o6nemli hale gelmektedir.

e  Kadin bakisi kavramyi, her farkh ve yeni kadin yénetmen filminde goérsel, isitsel ve anlatisal
0gelerin analiz edilmesi sonucu daha gorinir ve gozlemlenebilir hale gelecektir.

e  Kadin bakis1 kavrami gorsel, igitsel ve anlatisal 6gelere sahip tim sanat dallar: igin hem
kapsayict hem de alana 6zgi teknik 6zellikler igin farklilagan bir kavram olarak ortaya
¢tkmaktadir.
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Introduction®

The concept of the woman gaze has long been a subject of research by numerous theorists
and writers in the fields of art, literature, and cinema; and it continues to be frequently
explored and discussed, while most writers agree that it has not yet been clearly defined
in academic literature (French, 2021; Forster, 2018, 12% June; Daila, 2023, 20" May). The
notable author Laura Mulvey (1975, p. 11) coined the term "male gaze” to articulate the
objectification of women characters through the perspectives of the camera, male
characters, and the audience. According to Mulvey, men hold the power of the gaze,
which is both scopophilic and voyeuristic simultaneously. Mulvey's groundbreaking
analysis of the male gaze is crucial for understanding film production, but acknowledging
the woman gaze is also essential. Since Mulvey's seminal works, the concept of the
woman gaze has persistently lacked a clear definition and rigorous academic scrutiny. It
is also important to note that Mulvey did not refer to the "woman gaze” in her
discussions.

To understand the concept of the woman gaze, it seems necessary to take a closer
approach to the term “gaze”. Here, the term of gaze refers to both the physical look of the
woman character and her mental perspective. It encompasses not only the act of optical
looking but also includes the character’s comments, thoughts, and perspective on events
and situations—a manifestation of her point of view. The terms “look" and “point of view”
here emphasize the woman character’s unique way of thinking and mental activities,
which define her subjectivity and set her apart from other characters.

Anneke Smelik (1998, p. 56, 66-68), who researches the representation of woman
subjectivity and gaze in cinema, approaches the concept of point of view in two different
ways. Examining the perspective in the films of women directors, Smelik states that
woman subjectivity in films is constructed both with the mental perspective and the
optical perspective of the character. According to her, mental attitude and physical
perception are different but not very separate processes. While the visual manipulation
of the camera showing what the character sees, as well as the optical/physical perspective
of the character, relates to the term "ocularization”; the character perception, mental
perspective and experience in the narrative brings us to the term “focalization”.
Focalization, in contrast to ocularization, refers to the more psychological and cognitive
level of what a character knows (Smelik, 1998, p. 63).

Considering the perspectives of women directors and authors, the woman gaze, apart
from the woman character's optical and mental point of view, seems not simply the
inverse of the male gaze. It is neither homogeneous nor monolithic, but it can take on
various forms. It may be more effective to define the woman gaze by outlining what it is
not, rather than attempting a rigid definition. For example, the woman gaze does not aim
to establish women's dominance on-screen, nor does it involve objectifying male

* This study is derived from the findings of the doctoral dissertation titled The Possibility of a Feminine
Language in Cinema: A Sociological Perspective on the Films of Women Directors in Recent Turkish Cinema, which
was conducted under the supervision of Prof. Dr. Erol Demir in the Sociology Program at the Graduate School
of Social Sciences at Ankara University and accepted on January 20, 2022.
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characters, as the male gaze often does with women characters (Forster, 2018, 12" June).
The concept of the woman gaze differs from the male gaze by shifting the focus from
physical attributes and visual stimulation to the emotions and inner world of characters.
According to Ayala Daila (2023, 20" May), the man gaze tends to emphasize elements
related to desire, sex, or ego; whereas the woman gaze prioritizes the emotional depth
and subjective experiences of characters. "If the male gaze is all about what men see, then
the female gaze is about making the audience feel what women see and experience”
(Forster, 2018, 12% June).

Regarding the literature, it is notable that there are numerous theorists, both past and
present, who have directly worked on the concept of the woman gaze or indirectly
worked on related concepts. Smelik (1998, p. 56) connects the construction of woman
subjectivity in films directed by women to the woman gaze and considers it from the
perspective of women's point of view. Lisa French (2021, p. 53) delves deeply into the
concept of the woman gaze by analyzing the approaches and films of women
documentarists, with a particular emphasis on woman subjectivity. In the words of
French, “The key marker of the female gaze is the communication or expression of female
subjectivity—a gaze where female agency is privileged and which is shaped by a female
"look’, voice and perspective” (French, 2021, p. 54).

Alicia Malone (2018) highlights and briefly discusses approximately fifty films directed
by women and addresses thematic issues that she believes foreground the woman gaze
such as women's friendship, women's independence, societal challenges faced by women,
motherhood, gender stereotypes, women's bodies, desire, and resistance against
patriarchy. Malone also briefly touches upon cinematic aspects related to the woman
gaze, such as looking and being seen, women's inner worlds, memories, and thoughts, the
direct gaze and perspective of women characters, a narrative told through the eyes of
women characters, as well as the cinematographic work of the directors. Annette Kuhn
(1994, p- 169), while investigating the concept of “feminine cinematic writing”, essentially
follows the methodology employed by other theorists researching the woman gaze. She
attempts to uncover commonalities in form and content through four selected films®
directed by women. According to her research, commonalities include the presence of
distanciation between the audience and the narrative, and the passionate detachment.
The films often focus on relationships between mothers, daughters, and sisters. They
establish a discourse of women looks and points of view. Furthermore, they transform
culturally established expressions related to women (Kuhn, 1994, p. 170-172, 176).

Hailey C. Coles (2023, p. 17), in her research on the female gaze, reveals that this concept
possesses certain characteristics. It prioritizes internal thoughts and feelings over the
action taking place. To her, the woman gaze privileges woman desire through dialogue;
it focuses on multiplicity of identities. The characterization focuses on inner
characteristics rather than on physical characteristics, achieved through the camera's

2 Thriller (Sally Potter, 1979), Lives of Performers (Yyovane Rainer, 1972), Daughter Rite (Michelle Citron, 1980),
and Jeanne Dielman, 23 Quai du Commerce, 1080 Bruxelles (Chantal Akerman, 1975).
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gaze. Non-verbal elements such as mise-en-scéne, the physical expression of bodies,
blocking, alterations in camera angles, foci that emphasize nuanced and subtle
movements and middle moments rather than the end goal, and sometimes pervasive use
of music all contribute to the shaping and characterizing of the woman gaze.

Discussions on studies about women directors in Turkish cinema focus on whether the
films can be classified as women's films, whether women characters are portrayed as
active subjects and free from gender stereotypes, whether the films address the
experiences faced by women in society, whether they challenge the patriarchal discourse,
and whether they highlight a feminine discourse (Oztiirk, 2004, p. 12; Tanri6ver, 2016, p.
321). In scholarly analyses of Turkish films® from a feminist perspective, issues such as
questioning the language of mainstream cinema, the perspective of women directors
challenging gender roles, gender differences articulated from the perspective of women
characters, the portrayal of the inner worlds of women characters to the audience,
woman subjectivity and desire, women's friendship and solidarity seem to be among the
common features in the films of women directors (inceoglu, 2015; Aslan, 2018; Elpeze
Ergeg, 2019; Ozdemir, 2019; Ekici, 2022).

When looking at the definitions and approaches of the woman gaze, we see that the look,
point of view, gaze, internal thoughts, standpoint, and feelings of the woman character
are prioritized. And they are revealed by specific camera language and non-verbal
elements. Woman subjectivity, subtle and little moments, and details rather than the end
goal seem to be other important issues in the woman gaze. Additionally, we can say that
there is a focus on specific topics concerning women's relations or problems women face
in society; and a departure from mainstream cinema by creating distance between the
audience and the film, thereby interrupting pleasure.

This study aims to investigate holistically how the meaning is constructed through the
woman gaze in films by women directors and to contribute to the definition of the woman
gaze in cinema. To this end, the study traces the concept of the woman gaze in cinema by
examining the film Clair Obscur* (Tereddiit, Yesim Ustaoglu, 2016). This film has been
selected due to its focus on the perspective of the woman character, its emphasis on the
individual and societal issues and conflicts experienced by women, and its departure
from mainstream cinema conventions. The importance of this study for the literature lies
in the fact that detailed analyses of cinematographic tools in studies on the woman gaze
in films directed by women and a comprehensive analysis that considers all cinematic
tools holistically are very few. Most of the studies conducted in this field focus on only
thematic issues. This study can be seen as a step towards filling this gap. It is believed

3 Mustang (Deniz Gamze Ergiiven, 2015), Something Useful (Tge Yarar Bir Sey, Pelin Esmer, 2017), Love in Another
Language (Bagka Dilde Asgk, flksen Bagarir, 2009), The Blue Wave (Mavi Dalga, Zeynep Dadak & Merve Kayan,
2013).

4 The film won the Best Film, Best Director, and Best Actress awards at the 53¢ Antalya International Golden
Orange Film Festival. Additionally, at the 2016 Haifa International Film Festival, Clair Obscur received a
special mention in the Mediterranean Golden Anchor Award Competition (IMDb, ____a). The film was in
theaters for thirty two weeks, attracting an audience of 25.248 and grossing a total of 256.275 TL (Box Office
Turkey, ____).
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that, to better define the concept of the woman gaze, more films need to be scrutinized
in cinema in terms of cinematic tools as well as thematic tools.

In Clair Obscur, a young psychiatrist named Sehnaz (Funda Eryi§it) spends part of the
week in a rural town near Istanbul for her mandatory service. On weekends, she returns
to her home in Istanbul, where she lives with her husband Cem (Mehmet Kurtulus).
Although their marriage appears happy from the outside, Cem's addiction to
pornographic films causes Sehnaz to become increasingly unhappy. On the other hand,
Sehnaz is assigned a legal case involving a girl named Elmas (Ecem Uzun). Elmas was
forced to marry when she was a child by her own family and is initially considered a
suspect by the police due to the deaths of her husband and mother-in-law. However,
according to the apparent scenario, Elmas had locked herself on the balcony to escape
her husband, who was forcing her to have sexual intercourse at night. Her husband, who
was locked inside, died from carbon monoxide poisoning due to the burning stove.
Fundamentally, both women experience the consequences of the male gaze in society,
leading to feelings of unhappiness and inner conflict. These two women, belonging to
different classes and backgrounds, reflect each other through their bodily experiences,
becoming mirrors and salving each other's dark sides with their light.

Within the context of the woman gaze in cinema, the cinematic perspective of director
Yesim Ustaoglu becomes significant. With six feature films® and several shorts, Ustaoglu
has received numerous awards in the best film and best director categories at national
and international film festivals (IMDb, b). She is considered one of the best directors

and auteurs among the pioneers of contemporary Turkish cinema. Her films frequently

address and focus on social and political issues that are not easy to discuss publicly, and
she constructs a dramatic narrative around the societal and personal experiences of
women. The themes of water, death, journey, identity, and otherness are often prominent
in her films. Her cinematic style is marked by a critical approach. Besides focusing on
social and political issues, she carries an unsettling and critical attitude against social
norms and patriarchy. She prefers cinematic techniques that center the viewpoint of
characters positioned as the other, thereby creating an alternative subjectivity (Atam,
2010, p. 170; Ceyhan & Sancar, 2019, p. 32, 37; Oneren Ozbek, 2021, p. 210, 226).

In this study, instead of basing or using the concept of (feminist) counter-cinema, which
is entirely opposed to mainstream cinema conventions, an independent cinema approach
that differentiates from mainstream codes has been referenced, therefore the study
assumes that the concept of the woman gaze aligns more closely with the independent
cinema approach.

5 Six feature-length fictional films of Ustaoglu are Trace ({z, 1994), Journey to the Sun (Giinege Yolculuk, 1998),
Waiting for the Clouds (Bulutlart Beklerken, 2003), Pandora’s Box (Pandoranmin Kutusu, 2008), Somewhere In-
Between (Araf, 2011), and Clair Obscur (Tereddiit, 2016).
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Methodology of the study

This study investigates the elements that support the woman gaze in the film Clair
Obscur. To answer this question, the research employs the textual film analysis technique
with a holistic approach. Unlike purely written literary texts, film text is evaluated
differently, as it encompasses not only narrative/thematic elements but also visual and
auditory components that appeal to the eye and ear. Richard Dyer (2016, 26 January)
and, John Bateman and Janina Wildfeuer (2017, p. 1-2) emphasize the necessity of
considering textual film analysis in conjunction with visual and auditory tools. They
suggest focusing on the common human senses, setting aside aspects related to the
production or consumption stages of the film, cinema audiences, or cultural codes. In this
context, textual film analysis is based on the simple skills of looking at and listening to
what is physically present in the films. Coles’ approach to the female gaze aligns with
textual film analyses. She asserts that the process of analyzing films diverges from
literary analysis due to the visual nature of the film. To comprehensively understand a
film, it is essential to examine both the script and the visual rhetoric together. This
requires a consideration of the film's structure and pacing, as well as an analysis of
elements of mise-en-scéne, and the prominence and focus within scenes (Coles, 2023, p.

3).

In this regard, the film Clair Obscur has been analyzed in terms of its cinematography,
mise-en-scéne, editing, and thematic content; briefly, its structural and thematic features
which together present a holistic approach and are considered to give the study its
importance in the literature. The focus of the analysis has been on how the preferred
visual, auditory, and thematic elements in the film carry meanings in terms of the woman
gaze. Rather than technical aspects, the aim has been to see how the centrality of the
woman gaze manifests in choices related to cinematography and mise-en-scéne design.
In the analysis, editing tools were considered within cinematographic instruments. The
study is limited to one women director’s film analysis however it is enriched with
references to other works that explore how the woman gaze and women/feminist cinema
can be realized. For this reason, the sample used in the study is considered to be
representative of the universe of women's cinema.

Research findings and discussion
The woman gaze through cinematographic instruments

In Clair Obscur, both Elmas and Sehnaz's subjectivities are consistently reconstructed
through the demonstration of their optical and mental perspectives to the audience. The
film employs various techniques such as the over-the-shoulder shot, point-of-view shot,
and selective focus to portray the character’s optical viewpoint which Smelik (1998, p. 66-
68) refers to as ocularization.

The over-the-shoulder shot, which is the closest to the subjective shot according to
Joseph V. Mascelli (1998, p. 22), is frequently used in different sequences to indicate
Sehnaz's look. The camera positions itself just behind her shoulder as she gazes at the
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waves by the seaside, observes the city view through the window, or drives a car. The
point-of-view shot is another optical standpoint that enhances subjectivity by inviting
the audience to see through the eyes of the gazing character (Kolker, 2006, p. 95). In Clair
Obscur, point-of-view editings are constantly employed to center the perspectives of the
two women characters. The wave images following Sehnaz's gaze from behind the
curtain, and from the mobile phone screen direct our attention towards what captures
her interest the most. Similarly, the film guides us to understand Elmas's interests by
presenting images of places and people from her balcony, following her gaze. Selective
focus is one other technique used to emphasize the characters’ optical looks in the film.
In one instance, the camera is positioned behind $Sehnaz as she looks at the waves through
a sheer curtain. First, Sehnaz and the curtain are clearly seen, but gradually they become
blurred, while the image of the waves comes into clear focus.

In Clair Obscur, we observe also the mental viewpoint, which Smelik (1998, p. 66-68) refers
to as focalization, including the characters’ thoughts, standpoints, emotions, as well as
their experiences. During the therapy sessions, most of the dialogues between Sehnaz
and Elmas are recorded with continuous right and left camera panning, without cuts,
instead of using the more conventional shot/reverse shot combination. In a long take shot
lasting over three minutes, the panning camera moves with Elmas as she constantly
shifts from right to left, giving life to the dialogues between herself and her mother.
Another long take, lasting more than a minute and a half, screens Elmas lying on the
ground, crying as she narrates the story of her family forcing her into marriage. Similarly,
the crucial scene discussing Elmas's actual age is completed without cuts, most likely due
to its pivotal role in the narrative analysis. In these long takes, we are immersed in
following the characters and the dialogue, and fully engaged with the setting and the
ongoing sensitive dialogue, never disconnected for a single moment.

The long takes add realism, tension, and dramatic emphasis to the scene by preserving
real time, space, and the actors’ performances (Mercado, 2011, p. 173). In Clair Obscur, the
use of long takes may have been employed to concentrate the audience’s attention and
maintain a sense of real-time, effectively conveying Elmas’s feelings as she experiences
the painful consequences of forced marriage. Heddy Honigmann notes that the length of
the shot is one of the elements that could be felt there is a woman director, “she has more
tendency to be more patient in looking and time passing” (as cited in French, 2021, p. 58).

Psychiatrist $ehnaz is the other focus in Clair Obscur, as she begins to see her patient
Elmas as a reflection of her own painful marriage. The deliberate use of various close-up
shots draws our attention to observe $ehnaz's body movements, facial expressions, and
reactions. One notable example is the love-making scene. Through sharp head and
shoulder close-ups, the focus remains primarily on $ehnaz's face before, during, and after
her intimate moments with her husband Cem. Making her the central focal point of these
shots, creates the impression that the audience should primarily be concerned with
Sehnaz's feelings and experiences within her own body. In the love-making scene
between Sehnaz and her lover Umut (Okan Yalabik), the camera once again solely focuses
on her face for 45 seconds without any cuts. This head and shoulder close-up captures
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her breathing, pain, pleasure, and joyful cries, accompanied by her expressive facial
gestures. From Ustaoglu's eye, Sehnaz seems an independent subject of her own pleasure
and the owner of her body far from being a passive object. According to Ash Ekici (2022,
p- 145), who critiques mainstream cinema from a feminist perspective based on Mulvey's
male gaze theory, the depiction of the woman body in close-ups fetishizes the woman
character. However, interpreted from the perspective of the woman gaze, the depiction
of the woman character's realities along with her feelings and subjectivity in details, aims
to demonstrate her as a person rather than a fetishized object.

Close-ups and extreme close-ups seem to be frequently utilized in Clair Obscur to enhance
the understanding of the main characters' facial expressions and mental states. Sehnaz's
pensive state of mind as she gazes at the waves, her passionate mood while engaging in
virtual intimacy with her husband in front of the computer, and her inner tension during
psychiatric sessions, are discerned clearer through close-ups. An extreme close-up shot
accentuates the nervousness in Elmas's hand gestures as she enacts her mother
smashing the beans, and the distress in her hands rubbing together while discussing her
marriage, thereby emphasizing both the intricacies of her life and her perspective on
events. As Coles (2023, p. 4) states, the female gaze privileges body language and physical
touches over words.

The hand-held has also been one of the preferred techniques to focus on the gestures and
mimics of the character and to transfer the emotion of the scene to the audience since it
often gives the feeling of reality with a shaky effect and the character’s subjective point
of view. In Clair Obscur, we follow Sehnaz's face and body in a fast rhythm with both the
rapid movements of the handheld camera and the jump-cuts as she gets prepared to get
to the hospital in the morning. Conversely, in the evening at home, as she sits on the sofa
in front of the computer to speak virtually to Cem, with the tracking shot, the camera
slowly moves in closer to her. The rhythm of the camera movements seems to mirror the
rhythm of $Sehnaz, adapting to her speed or slowness, thereby conveying her mood to the
audience.

The subjective points of view of the main characters are also effectively portrayed
through scenes where they recall past memories or experience nightmares. These
sequences, visible only to the audience and not to the secondary characters in the film,
bring the characters’ mental states to the forefront. Elmas’s recollection of the stormy
night when her husband and mother-in-law died is conveyed to us through flashbacks,
providing insight into her perception of her experience. The eye-shaped pendant that
Elmas holds during a therapy session is connected to a nightmare scene where she holds
the same eye in her hand through a match-cut. Similarly, during a scene where $ehnaz is
sleeping, an extreme close-up shot of her eye fills the frame before transitioning to her
nightmare with a simple-cut. In her nightmare, she perceives a man approaching her
while she lies in bed. Through this nightmare, we are guided to understand her inner
complexity.

arts.artuklu.edu.tr | 2024 | September | Issue 12




92 Yesim Ustaoglunun Tereddiit (2016) filminde
kadin bakis1 araciligiyla insa edilen anlamin sinemasal araglar tizerinden analizi

The woman gaze through mise-en-scéne instruments

Mise-en-scéne seems another significant contributor to the construction of meaning via
the woman gaze. In Clair Obscur lighting reveals the feelings of the women characters.
Light and dark are embodied in the name of the movie. The French title for the film is
Clair Obscur, meaning “light-dark”; and the Turkish title is Tereddiit, means "hesitancy”
and gives the feeling of Sehnaz. The title Clair Obscur highlights the light and dark sides
of both women. While Elmas embodies light and openness with her childhood and
innocence, she experiences darkness with her terrible experiences. While $Sehnaz
embodies light by being educated, open-minded, and modern, she experiences darkness
due to her position in her marriage. The transition between light and dark becomes
visible with sea waves. The film begins with images shot by the underwater camera,
positioned under the dark sea, as it slowly rises from the dark to the top of the waves in
the daylight. As the camera rises above the water, water drops are felt on the screen
reminding us that the film is not lavender and roses, calling us to reality.

The use of sound and music has the effect of bringing the feelings of the women
characters to the fore. $ehnaz's pensive mood is accompanied by the powerful sound of
the waves hitting the shore. In the scene where Elmas holds the hand of and gets strength
from her friend who comes to visit her after the therapy session, or in the scenes where
Sehnaz seems to be carrying the burden of Elmas in addition to her own, a sad piano
music that provides continuity and sometimes tense music is heard as non-diegetic
sounds.

Space and setting also reveal the feelings of the characters. The places and characters
with which Elmas is related are dark and gloomy. She spends her days shuttling between
the apartment where she lives and the opposite apartment that belongs to her mother-
in-law. The fact she is responsible for the cleaning and cooking of both houses and the
care of her mother-in-law, and is forced to meet her husband’s sexual desires at night
shows the size of the weight she is under. On the other hand, it is understood that the
two-story house in Istanbul where Sehnaz lives with Cem, belongs to the upper-income
group in many respects. The spaciousness, glossy furniture, fireplace, interior design
with special local lighting, liquor corner, and library emphasize that Sehnaz and Cem live
in a luxurious house. Their risotto and wine dinners and occasional house parties
highlight their middle-class urban lifestyle. The space, objects, decor, and characters
associated with Sehnaz appear more refreshing and bright compared to Elmas's dark
world. However, Sehnaz experiences her own darkness behind closed doors. Selime
Buylikgoze (2017, p. 19, 23) examines the dichotomy of home and the outside world in Clair
Obscur within the context of gendered spaces. For both characters, the home represents
not only a symbolic space of entrapment but also a place where they resist and fight for
survival. Conversely, the outside world holds liberating and transformative qualities for
both women. In this way, the gendering of spaces diverges from conventional cinema.

The waves that support Sehnaz’s pensive mood also form a part of the setting and a
continuity element between most scenes. Waves turn into motif of the film that manifest
in different forms. Either they cover the whole frame, or we see them accompanying
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Sehnaz's thoughtful mood, creating the impression of helping her to measure and mature
her thoughts and to face herself. Waves also exist in Sehnaz's nightmare by surging into
the entire apartment and squirting from the windows and balconies. Bliylikgoze (2017, p.
22) describes the waves in Clair Obscur as a pivotal image symbolizing fear, desire,
passion, and longings for both Sehnaz and Elmas.

Just as the waves turn into a symbol, the storm becomes an indicator for Elmas of the
night her husband and mother-in-law died. While the bedroom curtain flies in the room
at night of the storm, Elmas sits in the dark praying that her husband won't touch her,
she quickly stands up to close the window with the sound of the storm. She remembers
what happened that night in the therapy session by recalling the storm and contributing
to her treatment. The storm can be thought of as a metaphor chosen to point out the
magnitude of the violence women experience behind closed doors. Elements such as
recurring symbols and motifs are more important than the role in certain scenes, Andrew
M. Butler (2005, p. 32) states. Elmas’ anger, sadness, fear, and resentment come to the
fore through the objects used in the therapy sessions. The eye-shaped pendant that Elmas
holds in her hand and other objects such as a red pen, watch, boxes, thorny rose and
cardigan she chooses in the room are the supporting accessories when she is reviving her
nightmare.

The moods and qualities, contrasts, conflicts, and light and dark sides of Elmas and
Sehnaz reveal themselves also with their costumes and make-up, as well as the place and
decor they are associated with. The information that Elmas comes from a conservative
family is conveyed with her long closed coat and headscarf. In one scene, her husband
brings her an unobtrusive dark khaki overcoat that is a few sizes big for her, and Elmas
has to climb onto a stool to be able to put on the coat and look in the mirror. This overcoat
is like a symbol bringing to mind that her husband gives Elmas heaviness that she cannot
bear for her age, and that embodies the weight of Elmas’s emotions. Sehnaz, on the other
hand, is dressed in casual, comfortable, and stylish clothes at the hospital where she
works as a psychiatrist in the same town. When she goes to see her husband in Istanbul,
she prefers more assertive costumes. She has the appearance of an attractive and modern
urban woman with the low-cut white blouse, red lipstick, dark eyeshades, and high heels
she wears while attending the business party of her husband.

Other properties related to the mise-en-scéene that bring the feelings of the women
characters into focus are the mimics, body movements, and performances. In her acting,
Ecem Uzun reveals both the childlike feelings that refer to the bright side of Elmas and
the anger feelings that make up the dark side of the character. Uzun, who has acting
experience in front of the camera since her childhood and besides still has the appearance
of a small child despite her age (24 when the film was shot), was chosen for this role,
resulting in a good acting performance in Elmas character. Childish feelings are observed
when Elmas gamifies the housework as well as her mimics. The way she dances with the
cleaning staff plays with a coin on the bed sheet she spreads, uses cigarettes and
breathing by the sea as secret escape points, evokes her innocent and childlike side and
that she is actually a child. When her real age is revealed by a bone age test to be under
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18, her lack of criminal capacity is also proved, and can no longer be held responsible for
the murder of her husband and mother-in-law.

The woman gaze through thematic instruments

The concept of the woman gaze assumes partially or significantly challenging the male
narrative, questioning mainstream cinema codes rather than entirely opposing them as
it is in the independent cinema, and highlighting the woman's narrative. Although Clair
Obscur does not very much violate the mainstream cinematic language with its formal
elements, its focus on issues women face in society and the detailed depiction of these
problems is unsettling and disrupts the audience’s sense of pleasure.

The film emphasizes the issue of child and forced marriage which is depicted in all its
realities. Elmas is a girl who was married off when she was a child. This crime committed
against her by taking away her childhood rights creates traumatic effects on her.
Disturbing details regarding the themes of child labor exploitation and being forced into
sexual intercourse, in terms of Elmas being forced to do housework and elderly care, are
shown in the film with close and extreme close-ups. The issue of early and forced
marriage, as a cultural problem, is also in focus in Mustang (Deniz Gamze Ergliven, 2015),
which was filmed in the same years as Clair Obscur. The film focuses on the sisters who
were forced to marry at early ages and its traumatic effects.

Clair Obscur draws attention to the fact that male violence does not discriminate against
class or culture and that this is a social problem, through Sehnaz's marriage. Her husband
Cem, who is addicted to porn movies, causes Sehnaz to feel inadequacy and unhappiness,
causing her to question their relationship. According to Monique Wittig (1980),
pornographic discourse is a part of the violence strategies applied to women; as well as
being humiliating and degrading, it is also a crime against the humanity of women
(Wittig, 1980, p. 106). Sehnaz wants to end the relationship, but Cem does not hesitate to
use physical violence to prevent her from leaving. This prolonged violence until the early
hours is depicted using a jump-cut technique; shortcuts of the night's violence are edited
and seen one after another. According to Murat Toprak (2013, p. 88-90), the jump-cut
technique, which gives the impression of missing segments of time, can be used to create
a Brechtian alienation effect, drawing the audience’s attention more to the content than
the film technique. These jumps can disrupt the viewer's perception of time and space,
reminding them they are watching a film, and causing discomfort. Ustaoglu may have
employed jump-cuts in the scenes depicting violence against $ehnaz specifically to focus
the audience's attention on the theme of violence itself.

The woman gaze involves the woman subjectivity which is related to the reproduction
and transformation of women's images in cinema. Women should share their disturbing,
real, and negative experiences, as well as their positive, powerful, liberating, combative,
pleasure-based, and solidarity-oriented experiences. When examining theorists’
definitions of woman subjectivity, several prominent aspects of women characters
emerge. They are active agents and play active roles in the narrative, interacting with the
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social reality. Their passion, attachment to life, curiosity for knowledge and learning,
efforts to define life and themselves, transformation of stereotyped woman identities,
and the ability to make decisions about their lives are highlighted features (de Lauretis,
1984, p. 184; Smelik, 1998, p. 32).

In Clair Obscur, Sehnaz is noteworthy for not accepting and conforming to patriarchal
norms as they are and for resisting by attempting to change reality. She is depicted as a
character with willpower and agency. By listening to Elmas's problems in depth, $ehnaz
provides psychological support and prevents her from going to prison. By causing a
change in another person'’s life, she becomes an active subject. She tries to identify the
issues in her own marriage and demonstrates the will to end the relationship, thus taking
an active role in her own life as well. Moreover, by following her desires, she begins
another relationship that makes her feel more hopeful. As noted in academic studies
analyzing the film Clair Obscur, the women characters take action, influencing the
narrative, and are depicted as active subjects who defend their lives within the story
(Buytukgoze, 2017, p. 23; Ceyhan & Sancar, 2019, p. 36).

Another prominent element in the construction of meaning by the woman gaze is the
relationship between women. Kate Ince (2017, p. 44) notes that a fundamental common
characteristic of independent or auteur films directed by women is the focus on “"female
intersubjectivity”, specifically the relationships between women. In her analysis of
Thelma & Louise (Ridley Scott, 1991), Brenda Cooper (2000, p. 281-283) underlines the
significance of featuring women protagonists and themes centered around women,
supportive women friendships and solidarity, relationships and women activities within
the frame of woman gaze concept. In a review of Portrait of a Lady on Fire (2019, Céline
Sciamma), Veronica Esposito (2021) argues that the woman gaze follows the characters
as they "begin to comprehend how to see themselves and each other”.

Baran Barig (2019) highlights that Clair Obscur offers an alternative to traditional
narrative structures by depicting examples of solidarity between women. The
encounters between Elmas and Sehnaz initiate the healing of their respective traumas,
marking the beginning of their journey toward freedom (Barig, 2019, p. 547-548).
Throughout the film, leveraging the support and advantages provided by their
relationship, both women characters transition from their negative situations to more
positive ones. Upon being brought to the hospital, Elmas is initially held responsible for
the deaths of her husband and mother-in-law. Through the supportive approach of
psychiatrist Sehnaz, Elmas begins to express herself verbally and physically. Sehnaz,
through Elmas's expressions, uncovers the truth that her age was manipulated to marry
her off at a young age, and legally, she was not an adult but a child. While under normal
circumstances, Elmas could face severe punishment for the crime of killing her husband
and mother-in-law; with $ehnaz’s support and influence, she becomes able to overcome
this situation with a minor sentence due to her young age or even complete acquittal.

On the other hand, Elmas also serves as a mirror to Sehnaz, enabling her to recognize her
own issues. Being sexually exploited, Elmas reminds $ehnaz of a similarity present in her
life, although she can't fully define it. Regardless of their social class within the
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patriarchal societal structure, men's perspectives on women can bear similarities. Sehnaz
realizes that the source of her unhappiness is her husband'’s addiction to pornography. It
is significant from the perspective of the woman gaze as it illustrates how women from
different classes and backgrounds can reflect each other through their bodily experiences
and similarities.

In her analysis of the film The Blue Wave (Mavi Dalga, Zeynep Dadak & Merve Kayan, 2013)
as a woman narrative, Irem Inceoglu (2015) argues that the portrayal of relationships
between women in all their ordinariness signifies a feminist stance. Young women's
sharing experiences together are presented as everyday images, viewed through the
woman gaze, with the perspective of the woman character becoming the focal point of
the film (Inceoglu, 2015, p. 89, 92). The depiction of relationships between women and the
focus on the moments of ordinary life with its realities and aesthetics in women directors’
films are the features deviating from mainstream cinema, and also the prominent
features of the woman gaze.

Conclusion

In the film Clair Obscur woman character’'s gaze constructs meaning concerning the
woman subjectivity both with cinematic and thematic instruments drawing a holistic
approach. The film deviates from traditional cinematic forms and focuses on unsettling
issues for the audience, such as various forms of violence against women in society and
their long-term negative effects on them. More importantly, these issues experienced by
women in society are depicted from their own viewpoints to the audience. The audience
looks at what happens to the woman character from her standpoint. In the film, the
meaning constructed by woman gaze and subjectivity at its core is manifested in various
forms as a demonstration of the viewpoint of the woman character. The findings
obtained in Clair Obscur appear to be consistent with the elements identified in previous
studies related to the woman gaze (Smelik, 1998; French, 2021; Malone, 2018; Kuhn, 1994;
Coles, 2023). The optical/mental viewpoints and feelings of the characters are highlighted
using different cinematography, editing, and mise-en-scene instruments to foreground
their inner worlds, perceptions, and feelings.

Clair Obscur employs various techniques such as the over-the-shoulder shot, point-of-
view shot, and selective focus to portray the character’s optical gaze and subjective
viewpoint. For featuring the character's mental viewpoint, specific camera shots,
movements, and editing techniques are engaged. Long take shot lets the audience focus
its interest enough time on the woman character's feelings and thoughts. Head, choker,
shoulder, medium, and extreme close-up shots draw the audience's attention for a closer
examination of the character’s reactions, facial expressions, body movements, and
conflicting feelings and allow them to perceive her mood and state of mind more clearly.
Hand-held camera movements; tracking shots, pans-tilts, and jump-cut editing
techniques are operated to follow the character’s rhythm and mood. The flashback and
nightmare transitions such as match-cut or straight-cut, direct us to delve into the

arts.artuklu.edu.tr | 2024 | Eylil | 12. say1




An analysis of the meaning constructed by woman gaze through cinematic instruments 97
in Yegim Ustaoglu's film Clair Obscur (2016)

character’'s mental state and we are guided to understand her inner world and the
complexities of her experiences.

It is observed that mise-en-scéne is also carefully used to emphasize the gaze, inner
world, characteristics, and conflicts, intensify the emotion and feelings of the woman
character, and strengthen the effects of these feelings on the audience in Clair Obscur.
Lighting and the transition between light and dark reveal the dominant feeling of the
woman character. The use of sound and music; recurring symbols, motifs and objects
chosen to be used in the film bring the emotional state of the character to the forefront.
Space and setting designs refer to the features and feelings of the character. The moods
and qualities of the women characters reveal themselves also with their costumes and
make-up, as well as the place, decor and colors they are associated with. Above all, mimics,
body movements and performances related to the character’s acting reveal sharply her
feelings and standpoints under specific experiences and problems she faces in her life.
Sehnaz, while having the image of an attractive urban modern woman through her make-
up and costumes, and residing in a luxuriously decorated home, lives her own darkness
behind closed doors. The color of the waves, which mirrors Sehnaz's thoughtful mood
that is observed in her detailed mimics, dominates the film. On the other hand, Elmas,
who carries the lightness of her childhood, shuttles between two apartment flats where
she is exploited by her husband and mother-in-law and is compelled to wear clothes that
feel burdensome to her. Her expressions and acting performance, which clearly convey
both her childlike feelings and anger, reinforce her mood in the film.

When examining the thematic elements that reveal the woman gaze in the film, it centers
on disturbing issues such as early and forced marriage encompassing multiple forms of
violence, sexual and physical violence against women, and the long-term negative effects
of these issues. The depiction of women's experiences in society with its realism creates
a passionate detachment affect on the audience. The film also emphasizes the resilient,
resistant, solidarist, and positive aspects of how women characters cope with these
issues. By trying to define themselves and life, women characters become subjective
agencies interacting with society. The film also highlights the solidarity of women and
women inter-subjectivity as methods used by women characters to cope with the
problems. By means of this solidarity and inter-subjectivity, the women characters
transition from their initially negative situations to more positive ones, achieving a form
of emancipation. From these perspectives, Clair Obscur deviates from and presents an
alternative to mainstream cinema, embodying a woman gaze through its thematic focus.

Rather than providing a comprehensive definition of the woman gaze, this study
identifies the elements that contribute to it. In this context, the woman gaze can be
characterized by the following elements: social and individual experiences or issues faced
by the central woman character; her methods of coping with these issues depicted from
her perspective; her feelings and emotions in response to these experiences conveyed or
evoked to the audience by cinematic tools, focus on woman subjectivity; and challenges
of traditional cinematic codes by creating distance between the audience and passionate
detachment. It should be noted that Ustaoglu's overall cinematic narrative and
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standpoint contribute to the definition of the woman gaze concept, particularly in terms
of adopting a critical stance toward the issues and experiences women face within the
framework of social and patriarchal norms and offering suggestions related to the
mechanisms through which women cope with these challenges.

As a result, the film Clair Obscur, examined in this study, emerges as an exemplary
illustration embodying the characteristics of the woman gaze, reflecting Ustaoglu's
intentional deviation from mainstream cinematic norms. In alignment with the theorists’
suggestions, it can be stated that the woman gaze cannot be confined within rigid
boundaries of definition but rather appears as a concept evolving through detailed visual
and auditory analyses of each new film, presenting qualities that are continually open to
rediscovery.
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Oz

Bu makale, Valdimar Jéhannssonun yonetmenligini ve senaristligini yaptigi Kuzu (2021)
filmini, Fransiz antropolog ve filozof René Girardin Siddet ve Kutsal adli eserindeki
kavramlardan yola gikarak analiz etmeyi amaglamaktadir. izlanda'da izole bir giftlikte
yasayan Maria ve Ingvar ¢iftinin bir kuzuyu evlat edinmelerini konu alan film, doga ve
insan iligkilerini, cinsiyet rollerini ve kayip temalarin igler. Folk horror tirtiinde deger-
lendirilebilecek unsurlar barindiran film, pastoral ve karanlik atmosferiyle izleyiciye
estetik ve duygusal bir deneyim sunar. Girard'in kuramlarina goére, filmdeki giddet ve
kutsal arasindaki iligki belirgindir; filmde Ada isimli kuzu, masumiyetin sembolii olarak
belli noktalarda teolojik anlamlar barindirirken ayni zamanda bir yer degistirmecenin
nesne-nedeni olarak, yani bir arzu-nesnesi olarak da islev gortir. Ada'nin dogatistli bir
glclin semboli olusu, Pan'in ortaya gikisiyla agiga gikar. Makale, Kuzu filmini Girard'in
siddet ve kutsal kuramlar: baglaminda analiz ederken, ayni zamanda folk horror tirtiniin
6zelliklerini ve filmin Freudyen ve Lacanci psikanalitik agidan incelenebilir yonlerini de
ortaya koymaktadir.

Anahtar kelimeler
sinema, girard, farkliligin yitimi, kurban bunalimi

One cikanlar

e Yunan tragedyalarinda o6ne g¢ikan birgcok temel 6ge psikanalizin temel konusu ve
kavramlarin olusturdugundan folk horror tirindeki filmler Yunan tragedyalar: referans
alinarak okunabilir.

e  René Girard'in siddete ve kutsala iliskin genel bakigiminin altindaki kurban bunalim, ikame
kurban, farkliligin yitimi ve mimetik arzu gibi kavramlari, film ¢ézlimlemelerinde isler
kilabilir.

e  Bir film, sadece teknik degerlendirme ya da psikanalitik ¢éziimlemenin nesnesi olarak degil,
ayni zamanda antrolopolojik ve etnolojik gelenekler 151ginda da ele alinabilir.
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Abstract

This article analyzes Lamb (2021), directed and written by Valdimar Jéhannsson, thro-
ugh the lens of René Girard's notions from the book of Violence and the Sacred. Set on a
remote Icelandic farm, the film follows Maria and Ingvar, a couple who adopt a lamb, and
delves into themes such as nature, human relationships, gender roles, and loss.
Embracing the folk horror genre, the film presents a darkly pastoral aesthetic. Girard's
theories highlight the film's exploration of the relationship between violence and the
sacred; Lamb, named Ada, represents both innocence and a scapegoat, as well as an object
of desire. Ada's symbolic role as a supernatural force is further emphasized by the
appearance of Pan. This article examines Lamb within Girard's theoretical framework,
while also considering its folk horror elements and aspects amenable to Freudian and
Lacanian psychoanalytic interpretation.

Keywords
cinema, girard, loss of difference, victim crisis

Highlights

e As many basic elements of Greek tragedies constitute the basic subjects and concepts of
psychoanalysis, films in the genre of folk horror can be read with reference to Greek
tragedies.

e  The concepts such as the crisis of the victim, substitute victim, loss of difference, and
mimetic desire, which underpin René Girard's general perspective on violence and the
sacred, can be employed in film analyses.

e  Our original views presented in the study suggest that a film should not only be evaluated
from a technical or psychoanalytic standpoint but also considered in the light of
anthropological and ethnological traditions.
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Giris

Bu arastirma, Valdimar Jéhannssonun yonetmenligini ve senaristligini yaptigir Kuzu
(Lamb, 2021) filmini, Fransiz antropolog ve filozof René Girard'in Siddet ve Kutsal adli
kitabinda (2018) kavramsallastirdid: farklihdin yitimi, kurban bunalimi ve ikame kurban
kavramlariyla birlikte tartismaktadir. Bu kuramsal tartismada Kuzu filminin
segilmesinin nedenini, filmin genel kurgusu iginde kurucu siddetin, arzu-nesnesinin
nedeni olarak farkliligin yitiminin, kurban bunaliminin ve taklit arzunun filmin izleginde
garpici bir sekilde gosterilmesidir. Maria ve Ingvar ¢ifti arasinda film boyunca ima edilen
gerilimli iligki bir bunalimin isareti olarak ele alinmaktadir. Bu bunalimin kaynaginda
esas olarak Marianin Ingvar'in erkek kardesi Petur'la yasanmis oldugu yasak iligkinin
oldugunu var sayabiliriz. Bu ayni zamanda filmde ele alinacak farklihgin yitiminin ilk
nedenidir denilebilir. Sonrasinda kuzu Ada'nin dogumuyla farkliligin yitiminin psikolojik
asamasi gergeklesir ve bir kayip durumunun ve tamamlanmamuis bir yas slirecinin filmde
imlendigi gorulur. Psikolojik dizeyde gergeklesen farklihigin yitimi yeni dogmus
kuzunun kayip gocukla 6zdeslestirildigi yarilmayla agiklanabilir. Bu da Maria ve Ingvar
¢iftinin ebeveynlik arzusunu kuzuda tatmin etmek ve kayiptaki boslugu taklit arzu ile
doldurmak seklindeki farkliligin yitimini ikinci dlizeyde yeniden ele almamizi gerekli
kilar.

Bunun yaninda Jéhannssonun folk horror tirunde ilk uzun metrajli Kuzu (Lamb) filmi
2021 yili Cannes Film Festivali'nin "belirli bir bakis” (un certain regard) kategorisinde
orijinallik 6dalunt (prix de l'originalité) kazandidi igin 6nemlidir ve boyle bir ¢oziimleme
igin dikkat gekicidir. Girard, ilgili kitabinda su radikal énermede bulunmaktadir; insan
toplumlarinin koékensel ve kurucu tim kiltiirel kurumlarinin kaynaginda bir kurucu
siddet s6z konusudur ve bu siddet kutsal olanla 6ralidir. Dahasi, siddetin kaynaginda
kutsal bulunur (Girard, 2018, s. 7). Girard, ilgili kitabinin tamaminda, sosyolojiden,
psikanalizden, etnolojiden ve antropolojiden yararlanarak siddet ve kutsalin evrensel
dizeyde damgasini vurdugu ilk kalttrel ve toplumsal kurumlara bir agiklama getirmek
amaclyla, mitolojilerden, ilkel dinlere, oradan tragedyalara ve edebiyata yol boyunca
temsil edildigi bigimiyle siddeti incelemistir.

Filmin, yo6netmenin geg¢misinden izler tasiyan bir temel izerine sekillendirildigi
anlagilmaktadir. Ozellikle, Jéhannsson'un ailesinin de koyun ciftligi isletmesinin
hikayeye daha samimi ve otantiklik etki kattigi séylenebilir. Filmin oyuncu kadrosunda,
Maria karakterini Noomi Rapace, Ingvar karakterini Hilmir Sneer Gudnason ve Pétur
karakterini Bjorn Hlynur Haraldsson canlandirmaktadir. Filmin anlatisinin merkezinde
yer alan bu ¢ karakter Gizerinden Jéhannsson, filmde cinsiyet rollerine dair kaliplarin
disinda bir ortam gostermekte ve giftlikte kadinin isi ya da erkegin isi diye bir ayrim
olmadigini, her iki cinsin de birbirine saygi duydugunu vurgulamaktadir.

Butin bu 6zellikleriyle Kuzu, sadece dogaiistii bir hikaye anlatmakla kalmamaktadir; ayni
zamanda kayip, mutluluk arayis: ve seving gibi evrensel temalar: da iglemektedir. Bagka
bir ifadeyle J6hannsson, insanlarin dogayla olan miicadelesini ve kaybettikleri mutlulugu
geri kazanma arzusunu ele almaktadir. Film, izleyicilere, bir yandan pastoral glizellikleri
gosterirken, diger yandan da karanlik ve rahatsiz edici bir atmosfer gostermektedir. Bu
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yapisiyla film, doga ve insanlik arasindaki karmasik iligkiyi ele almaktadir yorumu
yapilabilir (Mitchell, 2021, 10 Temmuz).

Film folk horror tliri icinde degerlendirilebilecek 6zelliklere sahiptir. Folk horror kavrami,
korku sinemasinin en ilging alt tiirlerinden biridir. Bu tiir genellikle, halk hikayeleri ve
mitlerden beslenerek, izleyiciye sadece anlatisal bir korku hikayesi sunmanin 6tesinde,
ayni zamanda derin kiltirel ve toplumsal unsurlari gostermeye cgalisir. Folk horror
filmleri, genellikle izole edilmis topluluklari, geleneksel inanglari ve dogatistli olaylari
merkezine alir. Geleneksel korku filmlerinin oldukga poptler oldugu 1970'lerde folk horror
populerlik kazanmig ve zamanla sinema tarihinde kendine saglam bir yer edinmistir.
TUrtn temelinde, genellikle sehirden uzak, merkezden kopmus bir bélgede gegen
hikayeler yatar. Bu hikayelerde siklikla, toplumdan yalitilmig bir topluluk, tarikat ya da
komiin bulunur ve bu gruplar, ana akima, yasalara ya da yerlesik ahlaki degerlere aykiri
yasam sekilleri sergilerler (Scovell, 2017). Bu &zellikleriyle folk horror, insanligin dogal ve
dogalisti guglere karsi glgstizlugini wvurgulayan gotik bir manifesto olarak
tanimlanabilir. Bu tanimlama 21. Ylizyil sanatgilari, elestirmenleri, okuyucu ve izleyicileri
tarafindan 1970ler Britanya televizyonu ve sinemasinin diger sanat ve edebiyat
formlariyla gagdas bir yorumu olarak olusturulmustur (Cheeseman, 2024, s. 404). Ancak
erken Ornekleriyle 1970'lerde karsilasilan folk horror zamanla tematik degisimler
gOstermistir.

Ozellikle 21. yiizyilda folk horrorn yeniden canlanmasi, milliyetgi ideolojilerin tekrar
yukselise gegerken, biyiyen cgevreci aktivizminle cgatistigi ve kirsal ile kentsel
topluluklarin giderek siyasi anlamda karsi karsiya geldigi belirli bir tarihsel anin iginde
gergeklegir (Spooner, 2023). Bu 6zellikleriyle folk horror filmlerinde sikga rastlanan bir
diger ozellik; siddet igeren ritiieller ve torenlerdir. Bu ritlieller, genellikle filmin korku
unsurlarini giiglendirmekte aragsallagsmakta ve izleyicinin hafizasinda derin izler
birakmay1 amaglamaktadir. Buna ornek olarak; 21. ylizyil folk horror tirintn en bilinen
orneklerinden biri, yénetmenligini Ari Aster'in yaptigi 2019 yapimu Ritiiel (Midsommar)
filmi gosterilebilir. Film, aydinlik ve renkli gériuntiileriyle dikkat gekerken, altinda yatan
karanlik temalar: ve rahatsiz edici ritlielleriyle izleyiciyi etkisi altina alir (Uzunsoy ve
Yilmaz, 2020, s. 81). Bir diger énemli ornek ise, yonetmenligini Gareth Evans'in yaptig:
Havari (Apostle) filmidir. 2018 yapimu bu film, folk horror tirtnin temel 6zelliklerini
tasiyan ve dini ritieller ile korku unsurlarini bir arada kullanan bir yapittir. Film, gizemli
bir adada yasayan tarikatin elinden kiz kardesini kurtarmaya galisan ana karakter
Thomas'in hikayesini anlatir (Yilmaz ve Uzunsoy, 2020, s. 267).

Bu galismada da Kuzu filmi Girard'in farkliligin yitimi, kurban bunalimi, ikame kurban ve
taklit arzu kavramlariyla birlikte, Freudyen ve Lacanci psikanalizin de sundugu yas,
kayip, melankoli ve arzu-nesnesi perpektifleriyle birlikte gozlimlenmistir. Filmin icerdigi
sembolik dlizen ve dilsel-imgesel gostergelerden hareketle psikanalitik film ¢éziimlemesi
yontem olarak kullanilmigtir. Ilk olarak, filmdeki temel gostergeler ve sembolik diizen
belirlenip tanimlanmig ve bunlarin nasil igledigi anlagilmaya calisilmigtir. Ozellikle
farkliigin yitimi ve kurban bunalimi kavramlary, filmin anlatisi ve karakter gelisimi
uzerinden degerlendirilmistir. Filmin ana karakterlerinin nasil temsil edildigi ve bu
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temsillerin hangi temalarla iligkilendirildigi tizerine odaklanilmigtir. Kullanilan gorsel ve
sinematik unsurlar, tematik derinligi nasil giglendirdigi veya anlamlandirdid: agisindan
ele alinmistir. Filmdeki mekanlarin ve atmosferin, temalari ve sembolleri nasil
pekistirdigi géz 6niinde bulundurularak ortaya konulan analizlerin kiiltiirel ve toplumsal
baglam iginde nasil degerlendirilebilecedi tartisilmistir. Béylece Kuzu filminin tematik
derinligini ve yapisal butunligint anlamaya olanak yaratilarak farkliligin yitimi ile
kurban bunalimi temalarinin nasil igledigine yanit aranmustir.

Girardci kutsal — giddet iligkisi ve psikanaliz

Girardin gtunah kegisi hipotezi, toplumlarin igsel gatismalarimi ve siddeti nasil
yonlendirdigini anlamak igin énemli bir teori olarak kabul edilir. Bu hipotez, ritiielistik
kurbani ve toplumsal dinamikleri incelerken kullanilir. Girard'a gore, toplumlar zaman
zaman igsel huzursuzluklar yasarlar ve bu huzursuzluklar siddetle sonuglanabilir.
Toplum, igsel gatigmalarin ¢oziimi olarak bir giinah kegisi seger. Glinah kegisi toplumun
sorunlarini sembolize eden bir kisi veya grup olabilir ve toplum tarafindan hedef alinir.
Baska bir ifadeyle ginah kegisi, toplumun bir araya gelip ona kars: siddet uyguladig: bir
ritliel kurbanidir. Bu kurban, takipgilerin 6fkesini ve huzursuzlugunu disa vurmasina
hizmet eder. Ritielistik kurbanin 6limi, toplumun igsel gerilimini azaltir. Girard'a goére
(2018, s. 59) "kurban siirecinin dogru iglemesi igin, kurbamin yerini aldig: varliklardan
hem tam olarak ayrik olmasi, hem de onlara benzemesi gerekiyor. Bu iki kosulun birden
yerine getirilmesi, ancak hassas bir denge temelindeki yakinlik sayesinde olanaklidir”.
Kurban ediminin, yani glinah kegisinin bu agidan gelenekler ve goéreneklerce sinirlarimin
belirlenmis olmas1 gerekir. Yani kat1 bir bigimde saptanmis olmalidir. Yeni kosullara
uyamama genel olarak dinselligin belirgin bir 6zelligidir. Bu, bir tlir kathartik deneyimdir
ve toplumun yeniden denge bulmasina dinsellik ve uygulanan siddet dolayimiyla
yardimci olur. Kurbanin 6limi sonrasinda, toplumun bir zamanlar savasan tyeleri
barisir ve bu durum kurbanin éngérilemeyen iyi yontne atfedilir. Bu, mitolojik bir boyut
kazanir. Girard'a gore, ginah kegisi, toplumsal uyum ve yenilenme yaratmak igin etkili
oldugu kanitlanmig kosullar: ¢gogaltma girisimidir (akt. Traylor, 2014, s. 132). Byung-Chul
Han da Siddetin Topolojisi adli kitabinda, siddetin ilk dinsel tecriibe oldugundan soz eder.
Ona gore "tarih Oncesinin insanlari doganin her seyi yok eden siddetini ve yirtici
hayvanlarin dldirici glicini travmatik, korkutucu ve ayni zamanda biiytleyici bulmus
olmali ki bunlar1 tanrisal kimliklere birtindirmis ya da insan tsti bir gergeklik
dizlemine yansitmiglardir. Siddete karsi ilk tepki onun digsallastirilmasidir” (Chul Han,
2021, s. 23).

Girardin kavramsallagtirmalarina gore, kutsal ve siddet arasindaki iligki karmasik ve
derindir. Girard, siddetin toplumun temel dinamiklerinden biri oldugunu ve bu siddetin
genellikle kutsal olarak adlandirilan belirli normlar veya degerler etrafinda gizlendigini
savunur. Kutsalin igerdigi siddet, toplumun kiiltiirel diéizenini ve sosyal yapilarini
belirleyen bir gii¢ olarak ortaya gikar. Girard'a gore, bu diizen 6lim kavrami etrafinda
sekillenir; 6lim, toplumsal normlarin ve kurumlarin olusumunda merkezi bir rol oynar.
Yunan tragedyalar:1 da insan dogasinin karmasikliklarini ve toplumsal dinamiklerin
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catigmalarini dramatik bir sekilde ele alir. Bu nedenle kurban bunalimi kavrami,
tragedyalar: belli agilardan aydinlatabilir denilebilir. Girard'a gore (2018, s. 65) tragedya
dilinin 6nemli bir béluml din kaynakli; suglu kendisini bir adalet dagiticisindan ¢ok,
kurban sunan biri gibi goriiyor. Tragedya yazarlari, bu nedenle, kurban bunalimi
stirecindeki agmazlar1 ifade etmek igin, gelenekte temellenen mitolojik kisilere
bagvuruyorlar. Bu eserlerdeki karakterler genellikle farkl: tepkiler gosterir ve hikayenin
seyrini etkiler. Ornegin, Kral Oidipus'un trajik hikayesinde, baglangigta kétiiciil bir
karakter olarak tamitilan Oidipus‘un, sonunda toplumun g¢ikarlari dogrultusunda
uyguladig: siddet sonrasi bir kahramana doéntisimini gosterir (Aygin, 2022, s. 12). Bella
Habip (2020, 23 Agustos) “Sophokles'in Kral Oidipus'u, ensest ve cinayet temalar:
etrafinda 6rulmis bir tragedyadir” der. Oidipus kompleksinin bu tragedyadan esinlenmis
olup, biling dis1 diiglemsel bir orgiitlenmeye isaret ettigini belirtir. “Yani biling disinda
enseste ve cinayete dair arzular igeren bir Orgiitlenme mevcuttur. Bu orgiitlenme
evrensel ve biling disidir. Zira 6nemli 6lgide bastirilmiglardir” (Habip, 2020, 23 Agustos).
Girard (2018) trajik bunalimin 6nce bir kurban bunalimi olarak tanimlanmasi gerektigini
belirtir. Tragedyadaki her sey bunu yansitmalidir. Yani s6z konusu olan mevcut
toplumsalliga igkin kurban bunalimidir ve bunun o6ncelikli olarak dilde, sozlerde
yakalanmasi gerektigi gibi trajedinin genel gergevesi iginde de kavranabilir. Tragedyada
dengeyi saglayan asil unsur giddetin kendisidir. Girard (2018) Euripides'in Herakles'in
Deliligi tragedyasindan kahramanin ailesini kiyimdan gegirdigi anla ilgili, koronun su
sézlerini alintilar (s. 66): “Iste bakin, bakin, firtina evi salliyor, gat1 yikiliyor”. Ona gére;
"bu dogrudan belirtiler soruna isaret ediyor ama ¢6zim igin yardimeci olmuyor”. Yani
kurban bunalimu bir siddet edimiyle bir gosterge haline geliyor.

Jéhannsson'in Kuzu filmi ise, Izlanda folkloruna ait masallarla ig ige gegen teolojik ve
mitsel unsurlari incelikli bir ¢izgide bir araya getirerek 6zgiin bir yapim olusturmaktadar.
Filmin genel anlatisi igerisinde, bir aile drami gergevesinde insan — doga gatigsmasinin gok
carpici bir sekilde ele alindigindan soz edilebildigi gibi, bireysel aras: geligkilerden, igsel
catismalardan da s6z edilebilir. Bunun yaninda, teolojik ve mitsel unsurlarin bu baglamda
kullanilmasi, filmin ¢ozlimlenmesi noktasinda kigkirtici isaretler barindirmaktadir.
Ayrica Kuzu filmi, butln anlati 6rglisi iginde ve izlekleriyle, Freudcu ve Lacanci
psikanalizin kavramlarina da gondermeler yapmaktadir. Filmde yer alan kayip, yas,
kaygi, melankoli, ensest, 6teki, arzu-nesnesi gibi gostergeler psikanalize ait kavramlarla
¢Ozlimlenebilir, ki bu ¢éziimlemeler ilerleyen boéliimlerde ifade edilecektir. Ancak bu
¢ozimlemede Kuzu filmi sahnelenen bir tragedya olarak ele alinmistir ve filmin
tamamina egemen olan patolojik sapma, yukarida belirtildigi gibi, farkliliin yitiminden
kaynakli kurban bunalimina isaret etmektedir. Bunun sonucunda karsilikli siddette
konumlanmanin getirdigi iki cinayet eylemi s6z konusudur.

Girard (2019, s. 9) bu makalede temel kaynak olarak ele alinan Siddet ve Kutsal adli
kitabinin birinci bolimiinde; “doyurulmamais siddet her zaman bir yedek kurban ariyor,
sonunda buluyor da. Ofkesini uyandirmis olan yaratigin yerine, birden zayif ve el altinda
olmak disinda 6fkelenenin simseklerini izerine gekecek higbir 6zelligi olmayan birini
koyuyor” demektedir. Girard'in bu ifadesi, bu makalede Kuzu filminin ¢éziimlemesinin
gergevesinin sinirlarini olusturmaktadir.
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Farkhihgin yitimi

Sigmund Freud (2014) melankoli ve yasin, yasam olaylarina bagh olarak ortaya gikig
nedenlerinin her ikisi igin de ayni oldugunu belirtir (s. 18) ve yasanan kaybin yerine
konulan soyut bir kavramin yitirilisine verilen tepki olarak tanimlar (s. 19). Bu baglamda,
Freud'un yas kavramin (filmde Maria ve Ingvar ciftinin gocuk kaybi yasadiklar: ima
edilir) ele alig bigimini takip ettigimizde, yas siirecinde normal yasamin akiginda zorlayici
6lciide sapmalar olsa bile, yasin ruhsal bir hastalik olarak degerlendirilmesi gerekmez.
Hatta yas tutmanin saglikli oldugu ve olabilecegi belirtilir.

Freud'a gore melankoli, "ruhsal olarak derin bigimde aci veren uzuntli, dis dinyaya
duyulan ilginin sekteye ugramasi, sevme yetisinin kaybi, kendini suglama ve kendilik
duygusunun deJerden digmesi” olarak tanimlanir (2014, s. 19). Bu baglamda, Kuzu filmi,
Maria ve Ingvar ¢iftinin ima edilen kayip karsisinda yasadiklar: melankoliye eglik eden
sugluluk duygusunu Ingvar‘da belli belirsiz ortaya koyarken, Maria'da daha gok 6rtla bir
6fke biciminde hissedilir kilar. Freud, yas ve melankoliye iligskin olarak su temel tespiti
6ne surer (Freud, 2014, s. 20):

Agir yas, sevilen bir kisinin kaybina verilen tepki, ayni aci verici duygu

durumunu, yasi tutulan kisinin yerine yenisi koymak anlamina gelecek olan,

yeni bir sevgi nesnesini se¢gme becerisinin yitimini ve kaybedilen kisinin

anisiyla ilgili baglantili olmayan her tiirlii etkinlikten kaginmayn igerir.
Kuzu filminde, Ingvar'in baba figiiri olarak durumu Jacques Lacan'in seminer notlarinin
bir araya getirildigi Baba-nin Adlar isimli galismasi 151ginda ele alindiginda daha agik hale
gelir. Lacan'a gore (2014) "baba figtrleri 6znenin bir tir baska'nin etkisi altinda; onun
kaygisinin nesnesi olarak viicut bulmasiyla simgelesir” (s. 62). Bu simgelesme bigiminin
kayginin simgelesmesi olarak Ingvarin bakiglarinda goriilmesi miumkindir. Maria
boylece bu bakislar altinda 6znelesir. Kuzu filmindeki simge diizeninin giicli de buradan
gelir. Ingvar bir bagka olarak Marianin arzusundan etkilenir. “Ozne tam da kaygih
oldugunda Otekinin arzusundan etkilenir pozisyondadir” (Lacan, 2014, s. 62). Ingvar,
Marianin durumu konusunda her defasinda kaygi-kontrol noktasinda debelenen bir
pozisyondadir. Clinkli "bu arzudan diyalektiklestirilebilir olmayan dogrudan bir tarzda
etkilenmigtir” (Lacan, 2014, s. 63).

Kuzu filmi kaygi ve arzu kavramini Lacanci psikanalitik yaklasim gergevesinde ele alarak,
insan dogasinin karmasikligini ve igsel gatigmalarini derinlemesine ortaya koyuyor. Film,
arzunun sadece eksik olani aramak degil, ayni zamanda kendinde olmayani vermek
anlamina geldigini gosterirken, izleyiciye distindirici bir deneyim sunar. Lacan (2014)
kaygiy1 tanimlarken "kaygi 6znenin bir etkilenimidir/duygulanimidir” der (s. 34). Ona
gore kaygy bir imleyenin etkisinde temellendirilen ve belirlenen 6znenin yapisina
oturtulmus islevlerden birisidir. Jéhannsson'un Kuzu filmi, ¢iftlik evlerinde yasayan,
hayvancilik ve tarimla ugrasan bir giftin yasamini gosterse de daha filmin agilista
Maria'nin bir imleyenin etkisinde belirlenen bir 6zne oldugunu, yani kaygili bir 6zne
oldugunu hissetmeye baslariz. Lacan, kayginin nesnesiz olmadigini, kayginin bir nesne
nedeni oldugunu belirtir. “Nesne a, kaygili oldugunda 6zneden diisendir/eksilendir.
Arzunun nedeni diye tarif ettigimle ayni nesnedir” (2014, s. 63).
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Bunlarin yaninda ¢ift arasinda belli belirsiz bir gerilimin oldugu, ¢zellikle Maria'da igsel
bir ¢atigsmanin sturip gittigi izleyiciye sezdirilir. Ingvar'in Maria ile olan iligkisinde ise
kaygi-kontrol mekanizmas: strekli devrede gibidir. Ciftin yasadig: bunalimin ve gergin
iligkinin kaynaginin ne oldugu, Ada'min dogumuyla agikliga kavusur. Ada, hastalikli ve
zayif dogmustur. Maria onu agildan eve tasir ve bakimini ev iginde istlenir. Ancak bu
stire¢ bir bebegin bakimina gdsterilen hassasiyetin tim niteliklerini barindirir. Ingvar,
malzemelerin konuldugu depodan bir bebek yatag:i getirip, yatak odasina koyar. Cift,
Ada'ya yatak odalarinda bakarlar. Maria, Ada'y: bir bebegdi emziriyormus gibi biberonla
besler, gece ustinil 6rtlp, uykusunu kontrol ederler. Ingvar her ne kadar bu durum
karsisinda Maria'ya iligkin kaygili gériinse de Maria'nin mutlulugunu paylasir. Bu durum,
daha 6nce yasanilan bir kaybin, hentiz tamamlanmamais bir yasin gostergesine dontigur.
Cift, hem kaygilarinin hem de arzularinin nesnesine sahip olmusglardir. "Kayg: ile arzu
arasindaki iliskinin yapisi, 6zne ile 6zneden diismiis/eksilmis nesne arasinda gifte bir
yarik kapsar, burada 6zne, kaygimin 6tesinde [..] bu yitik nesnenin baglangi¢ iglevini
bulmalidir” (Lacan, 2014, s. 67). Maria ve Ingvar ¢ifti, kayiplar: ve Ada'nin dogumuyla, yitik
nesnenin baslangig islevini, yani ebeveyn olma durumlarini yeniden bulmuslardir.

Filmde bir yandan Maria ve Ingvar giftinin eksik arzu-nesnesi olan kayip bebegin bir
hayvanda nesnelestirildigini goérturiz (bende eksik olani baskasinda arama, hayvanin
insanlagtirilmasi). Diger yandan, yasanilan kaybin yerine konulan soyut bir kavramin
(cocuk sahibi olmak, anne ve baba olmak) yitiriligine verilen bir tepki olarak imkansizhigin
serimlenmesi soz konusudur. Cinkli Ada, asla kayip bebegin yerini tutamayacaktir.
"Strekli kendisine yaklasildigi halde ele gegirilemeyen nesnenin paradoksudur bu. Nesne
sabit bir mesafeyi siirekli korur. Ona ulasilamaz” (Ozcan, 2021, s. 50). Slavoj ZiZek (2008)
Lacan'a atfen "s6z konusu paradoks, 6zne ile arzusunun higbir zaman yakalanamayacak
olan nesne-nedeni arasindaki iligkiyi sahnelemektedir” der (s. 17).

Saul Newman, Lacanci psikanalitigin kavramlarindan yola gikarak 6znenin alikonulmasi
ile iligkili olarak radikal bir "digarisi” kavrami insa etmeye galisir. Bunun igin, Lacan'in
“obsesif-6zne" ile "histerik 6zne" Gizerine yazdiklarindan yola gikar (Newman, 2006, s.
215): “Obsesif, arzusunun nesnesine her yoniiyle asla yetisemez, oysa histerik, arzu-
nesnesinin pesindeki umutsuz takibinde, onun peginden yetigir ve Otesine geger. Bu
nedenle, ne biri ne de digeri, arzusunun nesnesine ulasamaz. Arzu-nesnesi bunlarin
ikisinden de siyrilir.” Newman'a gore (2006, s. 215) “arzu-nesnesi disaridadir ve bu
disarisi, paradoksal olarak bir direnis siyasetiyle ele alindiginda can alici bir 6neme
sahiptir”. Maria, kendi arzu-nesnesinin nedeni konusunda direngen bir tavir sergileyecek
ve beraberinde trkiitiicti bir kararlilik gosterecektir. Bu noktada, 6zelde Maria'nin,
genelde ise Maria ve Ingvar ciftinin arzu-nesnesinde fantezinin roliine Lacanci
perspektifi esas alarak deginmek gerekmektedir.

Lacan'in psikanalitik kuraminda, fantezi, 6znenin kendi arzusunun nesne-nedeni ile
kurdugu iligkiyi tamimlamaktadir (Maria ve Ingvar ciftinin yasadig: ima edilen kayip).
Ancak bu iligki ayni1 zamanda "imkansiz” bir iligkiyi temsil etmektedir. Temel tanimda
fantezi, 6znenin arzusunu gergeklestirdigi bir sahne olarak tasarlanmaktadir. Bu tasarida
6zne, kendi arzusunun nesne-nedeni etrafinda sonsuzca dolanan dirtintn de
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alanindadir (Maria'nin annelik dirtiisi). Fantezide sahneye konulan, gergeklegtirilen
arzunun kendisidir (Maria'nin anne olma diirtiisi). Bu arada, arzunun gergeklestidi,
karsilandigi ve tatmin olunan bir sahneden degil, arzunun kendisinin
gergeklestirilmesinden bahsedilmektedir. Freudcu arzu diizeni ile Lacanci arzu diizeni
boylece s6z konusu olmaktadir. Bu baglamda, arzunun insa edilmesi gereken bir sey
oldugu sonucu gikmaktadir. Ozne, 6zne-olmakliginin (melankolideki kendilik yitiminden
kurtulugun) koordinatlarini belirlemekte (annelik diirtiisi), nesnelerini saptamakta (kuzu
Ada), kendi benimsedigi konumu belirlemekte (annelik) ve bunu fantezi yoluyla
yapmaktadir. Ozne, insa ettigi fantezi mekaninda arzulayan bir ézne olarak yeniden
kurulmaktadir. Maria, hasta bir kuzu olan Ada'y:r agildan alip yatak odalarina
yerlestirmekte, onu biberonla beslemekte, Ingvar ise yatak odalarina bir besik
yerlestirmektedir. Ciftin biitlin eylemleri, imge diizeyindeki anne-baba-gocuk fantezisini
beslemektedir.

Genel seyir iginde bir kardesi digerinin yerine koyma ile bir hayvani bir insanin yerine
koyma seklinde iki tirli ikame iglemi i ige sunulmustur. Filmde bunlardan yalnizca biri
agikga gosterilirken, diger ikame bigimi gegmise yonelik bir imlemeyi igermektedir.
Gegmise yonelik ikame durumlarindan ilki olan bir kardesi digerinin yerine koyma, filmin
6nemli bir parametresinde seyrin hem bigimini hem de alimlanmasini degistirmektedir.
Ikinci ikame bigiminde ise, bir hayvanin insan yerine konulmas1 sunulmustur. Bu ikinci
ikame bigimi, zaten ¢ok 6ncesinden baslayan farkliliin yitimini hem filmin ortasinda
geri gagirmakta hem de Ada'yla baslayan ve ikinci ikame bigimini ortaya gikaran
farklhiligin yitimi stirecini kurban bunalimi ile anlasilir kilmaktadir. Ayrica Maria, Ingvar
ve Pétur arasinda Ada Gizerinden kurulan gerilim bir rekabeti gostermektedir. Bagka bir
ifadeyle bu noktada mimetik arzu, mimetik rekabete déntigmektedir. Igsel bir modelin
taklit edilmesi, digerinin istenen nesneler olarak belirledigi seyler tizerinde kendisine
rakip olacadi igin kiskanghg: kortiklemektedir. Rakipler, giderek artan siddetli bir
karsiliklilik iginde sikisip kalmakta; birbirlerinin tstinlik farklarini taklit etmeye
calisirken, birbirlerine daha ¢ok benzemekten bagka bir sey yapamamaktadir (Johnsen,
1981, s. 287).

Girard'a gore (2018, s. 72) kurban bunalimi kirli siddet ile arindiric: siddet arasindaki
farkin vyitirilmesidir. Bu fark yitirildiginde, artik arinma olanagi kalmamistir; kirli,
bulasici, yani karsilikli olan siddet, tim topluluga yayilir. Bu durum verili kiltirel
diizenin yerle bir edilmesi anlamini tasir. Kurban bunalimi bu agidan bir farkliliklar
bunalimy, yani farksizliin egemen oldugu bir bunalim oldugu gibi ayn1 zamanda kiiltiirel
diizenin bunalimi olarak da anlasilmalidir. Cinkii kiltirel dizen denilen sey en
nihayetinde her seyin yerli yerine konulup anlamlandirildigi, diizenlenmis farkliliklar
sistemidir. Bu sistem igerisinde yasaklari, gelenekleri, gorenekleri diizenleyen ve ayni
zamanda bireylere kimliklerini veren farkliliklardir. “Dismanlig: ¢igirindan gikaranin
farkhiliklar degil, farklihklarin yitirilmesidir” (Girard, 2018, s. 73). Cinkd hem ilksel
dinlerde hem de mitsel anlatilar olan tragedyalarda huzuru, diizeni, barisi saglayan
farkhiliklardir. O nedenle farkliigin yitimi yikimi getirir.

Girard, kurban bunalimi olan farklihdin yitimine agiklama getirmek igin ilksel dinlerdeki
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ayin uygulamalarina ve Yunan tragedyalarina bagvurdugu gibi William Shakespeare'in
Troilus ve Cressida'sina da bagvurur ve Odysseus'un inli sdylevinin konusunun farklilik
bunalimi oldugunu belirtir. Séylevin dolayimi, yozlasmis Yunan ordusudur. Girard
konusmacinin, yani Odysseusun sozlerini; derecenin farkliligin insan girisimlerindeki
roli ustline genel bir fikir yuriitme bigimi olarak yorumlar (2018, s. 74). Farklihgin
yitiminin getirecedi sonuglar izerine Odysseus'un su sozlerini alintilar:

Derece olmasa, nasil asil yerinde durur? Derecelendirme de bak, sazin

dizenini boz, goér ortaya gikacak glimburtiyt! Her sey birbirine garpar; 6nii

baglanmis sular kabarip kiyilarindan tasar, bu kati topragin tiridine ban o

zaman: Gug, aptallik tanrisina doéniistr, hergele ogul, babasini éldirir; zor

kullanma hakkin yerini alir, hakli da haksiz da daha dogrusu, sonsuz kavgalar

arasinda adalet duygusu ve adlariyla beraber yok olur gider (Girard, 2018, s.

76).
Demek ki; kargasanin, siddete yol agan catigsmalarin kaynaginda farkliliklar degil,
farkhliklarin yitirilmesi yer alir. Farkliliklarin yitirilmesinin getirdigi bunalim, insanlari
farkhlastirilmisg, ayirt edici sinirlar: belirtilmis niteliklerini ve kimliklerini askiya alarak
kor bir gatismanin igine sikigtirir. Siddete dayali bir farksizlagmayi, kurban bunalimi
dedigimiz durumu adlandirmak igin, her seyi sivilastiran, kat1 diinyay: bir tir gorbaya
geviren firtina metaforu kullanilmaktadir (Girard, 2018, s. 76). Girardc: perspektiften
bakildiginda, gerilim ister toplumsal ister igsel-bireysel bir noktadan olsun, biling dis1
dtzlem bile bir kurban bunalimini icermektedir. Bu, derinlerde bir sugun sorumlulugunu
basgkasina yiikleme gabasi oldugu kadar farklihgin yitiminin de agiga gikmasidir. Kuzu
filminde bu agikga belirtilmemekte, ancak filmin gesitli sahnelerinde adim adim ima
edilmektedir. Filmdeki gerilim, farkl: yollarla —biling dizeyinde ifade edilen diyaloglar
araciiiyla— ¢ozillmeye galisilmaktadir. Ornegin, filmin ilk béliimiinde Maria ve Ingvar,
kahvelerini igerken tarlanin verimliligini tartismaktadirlar: Maria “bu yil gegen yildan
daha iyi" demekte ve Ingvar gegmise bir génderme yaparak “bir 6nceki yildan da daha iyi
oluyor haliyle” cevabini vermektedir. Maria, “traktér daha énce duymadigim bir ses
gikariyor” diyerek devam etmektedir. Bu diyalogun, Ada'nin zor dogumundan ve giftlikte
bir insan evladi gibi bakilan kuzunun dogusundan once gergeklestigini belirtmek
6nemlidir. Maria ve Ingvar'in bu konusmasi, kuzunun dogumuyla birlikte Maria'nin
kuzuya olan iligkisinin degismeye basladigini gosterir. Daha sonra Ingvar traktérde
sorunlu bir ses duyar ve bu durum onu karmasik duygular iginde aglatir. Bu an, bir tir
katarsis olarak islev goérmekte; Ingvar, duygularini bastirmaya c¢aligsa da sonunda
aglamaktadir. Bu metafor, bir seylerin yolunda gitmedigini ve gergekligin kaybolmaya
basladigini fark etmenin bir isaretidir.

Kokensel siddet ve cinsellik: Kuzu filmi

Kuzu filminin giris sekansi karla értuli, kirag ve daglik bir arazide, yogun bir sis igerisinde
uzaktan belli belirsiz fark edilen yabani bir at stirtistine odaklanan kamera agisiyla
baglamaktadir. izleyiciye gosterilmese bile bir gey, siirtiye dogru ilerlemekte, derin soluk
aligverisleri ve karda ylrirken gikardig: ayak sesleri duyulmaktadir. Bu sey, at stiriisiine
dogru agir adimlarla ylrtimektedir. Stiri kendilerine dogru yirtiyen bu varhig: fark
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ettiginde ne oldugunu goéremedigimiz seyden uzaklasmaya galisarak kadrajin digina
kagar. Strtiniin sahneden giktigi andan itibaren uzak bir mesafede belli belirsiz titreyen
151g1yla bir yerlesim yeri oldugunu fark edilir. Ne oldugunu bilmedigim sey ise, yurtimeyi
stirdiirerek yerlesim yerine dogru ilerler.

Filmin ikinci sekansi, bir agil oldugu anlasilan miistemilatin kiigiik penceresinden
gorilen bir koyunun tedirgin bakiglariyla agilmaktadir. Tedirgin koyun bir seyin agila
dogru geliyor oldugunu fark etmistir. Az sonra, agil igerisindeki onlarca koyunun
tedirginlikle ve merakla bir yéne dogru bakislarini gevirdikleri gortlir ve kapi agilir.
Iceriye homurtulariyla sey girer. Agil igerisindeki siirii, birden hareketlenmeye ve oraya
buraya kosusturmaya baslar. Bu sahneden sonra ise bir koyun agilin giris kismina dogru
sendeleyerek yurir ancak bir iki adim daha sonra yere devrilir. Derin derin solumaya
devam eder. Bu sirada radyoda “Reykjavik'ten Mutlu Noeller, birazdan aksam duasini
dinleyeceksiniz" sozleri duyulur. Agilin igerisindeki stirti dis kapinin éniinde birikerek,
seyin oradan uzaklagmasini izler. Kuzu filminin daha agilisinda adil igerisinde gergeklesen
bir siddet eylemi ile radyo sunucusunun anonsunda duyurdugu sozler, siddet ile kutsal
arasindaki halihazirda ortik gortnen iliskiye vurgu yapmaktadir. Ayrica filmde
diyaloglara az yer verilmekte; anlati, genellikle filmin agilisinda oldugu gibi gértiniigler
ve imgeler izerinden izleyiciye aktarilmaya galigilmaktadir.

Birinci boliim

Film, Gi¢ bolime ayrilmistir. Bu bolimler arasinda anlatida yasanan déniisiime ek olarak
her bélim yaziyla izleyiciye gésterilir. Ilk béliimiin baglangicinda Maria ve Ingvar
mutfakta gosterilir. Mutfak sekansindan sonra giftlik evinin kapisi bir bahar sabahina
agilir. Filmin agiliginda gosterilen olayin tizerinden yaklagik beg alt1 ay gegmistir. Simdi
ise Maria ve Ingvar, ciftligin olagan ginliik islerine kosturmaktadir. Yeniden mutfak
sahnesi gosterilir ve ocakta et pismektedir. Bu sirada agildaki koyunlardan bazilari
dogum yapmak tizeredir. Maria ve Ingvar, hamile koyunlarin dogumlarin kolaylagtirmak
igin agila giderler. Daha sonra onlar tekrar mutfakta, yemek masasinda gosterilir ve gift
arasindaki ilk diyalog gergeklesir.

Ingvar, “zaman yolculugunun artik mimkin oldugunu soyliyorlar" der. Maria, “nasil
yapacaklarmig peki” diye sorar. Ingvar, “teorik olarak miimkiin zaten" diye cevap verir,
"Oyle oldugunu séyliiyorlar”. Maria, belli belirsiz bir tebesstimle “o zaman birileri detaylar
uzerinde galisiyordur” der. Ingvar, "gelecedi gérmek igin sabirsizlandigimdan degil. Su
an burada olmaktan mutluyum" sézleriyle diyalogu sturdiriir. Maria, “zamanda geriye
gitmek de miimkiin olur belki” diyerek diyaloga katilir. Bu kisa diyalog, filmin tamamina
yayilacak bir gerilimin isareti oldugu gibi, gegmiste yasanmis bir kaybi, bunalimi ve
heniiz tamamlanmamis bir yas stirecini de ima eder. Ayn1 zamanda yasanacak yeni bir
trajedinin de habercisi gibidir. Ingvar, iligkilerinde gelecege bakmaya gabalarken, Maria
gegmise doniik ofkeli bir 6zlem igerisindedir ve bu durum iligkilerini oldukga gerilimli
kilmaktadir.

Maria ve Ingvar, ¢iftligin rutin isleri ve hayvanlarin bakimiyla ilgilenirken koyunlardan
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birinin daha dogum yapmak tizere oldugunu fark ederler. Ancak bu dogum digerlerinden
daha zorludur ve distosi s6z konusudur. Dogum gergeklesir fakat yeni dogan kuzu
hastaliklidir. Maria, yeni dogan kuzuyu agildan alarak eve getirir ve ona 6zenli bir bakim
uygular. Kuzuy, ¢iftin yatak odasinda, onlarla birlikte uyumaktadir ve Maria ona bir bebek
gibi bakmaktadir. Ingvar, agildan citleri olan bir bebek yatad: ¢ikarip yatak odasina
yerlestirir. Maria, kuzuyu kollarinda uyutur ve ona ninniler séylerken Ingvar da eglik
eder. Cift, bir bebek sahibi olmus gibi davranirlar. Ingvar, durumun anormalliginin
farkindadir, ancak Maria'nin duygu durumu konusunda ona destek olmaya galigir. Ilk
bakista, ¢iftin kayiptan kaynaklanan bir yerine koyma durumu yasadiklar: diiginiilebilir
ancak burada, gergeklesmis bir boglugu dolduracak yeni bir arzu-nesnesi s6z konusudur.

Ktk kuzunun annesi olan koyun, Maria'nin agilda oldugunu her gérdiginde yakinina
gelip meler. Maria bundan rahatsiz olur, ancak 6nemsemez gorinir. Sonraki giinlerde de
koyun, agildan ¢ikip kuzunun bulundugu odanin penceresi éniinde meler ve her firsatta
bunu tekrarlar. Ciftin evde olmadig: bir anda kuzu, annesinin yanina gider. Bu sahneyi
yonetmen izleyiciye gostermez ancak Maria ve Ingvar kuzuyu bulamayinca telasla
aramaya ¢ikarlar. Kuzuyu ararken ona Ada diye seslenirler, ¢linkd kuzunun adi budur. Bu
isimlendirme farkliligin yitimi kavraminin ilk ¢éziimleme asamasidir. Maria ve Ingvar,
Ada'yi annesinin yaninda bulurlar. Maria ¢ok o6fkelidir; Ada'yi kucagina alir. Ingvar,
lzerindeki montu ¢ikarip Ada'nin iizerini érter. Bu noktada, kuzunun bedeninin kiigitk
bir erkek gocugu bedeni oldugunu goérariz. Farklihgin yitimi gergeklesmistir.

MOTHER

COMING SOON

Gorsel 1. Filmin afigi (Beyazperde, 2021, 3 Haziran)

Filmin temalarinin sekillendigi bu agilistan sonra kuzunun Hristiyanlik dininin énemli
bir sembolii olan “Tanrinin Kuzusu” ile iligkilendirildigi ve filmde dini simgelerin
kullanildign agikga goriilmektedir. Gorsel 1'de gortldiglh tzere filmin afisinin bile
Hristiyan resim sanatina referanslar tasidigi gorilmektedir. Gorsel 2'de gosterilen
William Adolphe Bouguereau'nun Masumiyet adli resmi ile afigin kompozisyon ve imge
benzerlikleri dikkat gekicidir. Bu duruma benzeri kompozisyonlar: ile sanat tarihinden
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pek cok resim ornek gosterilebilir. Ayrica; filmde kuzunun yere yigilmasiyla birlikte
duyulan “Mutlu Noeller” anonsu, Isanin giinahsizhiginin sembolii olan Agnus Dei* ile
baglantili sekilde degerlendirilebilir. Filmdeki Noel Gecesi mucizesi de bu kutsal temayla
uyumlu bir sekilde yorumlanabilir. Hristiyan inancinda kuzunun Isa'y1 temsil etmesi,
ayni zamanda Isa'nin ¢oban olarak nitelendirilmesi ve takipgilerini sembolize etmesiyle
iligkilidir. Kuzu, masumiyet, nezaket, sabir ve fedakarlik simgesidir ve Isa'nin garmiha
gerilmesi bu fedakarligin en énemli érnegdidir. Dolayisiyla, Isa'nin kurban edilen bir
kuzuya benzetilmesi, onun insanliin giinahlarimi temizlemek igin yaptigi buytuk
fedakarhig: vurgular (Cancan, 2023, s. 895).

Gorsel 2. Masumiyet (Bouguereau, 1893)

Isa'nin, Tanri'nin diinyaya génderdigi yedi ruhu tasidig: ve on iki havarisi bulundugu
seklindeki anlatimlar, kuzunun 6nemli bir sembol oldugunu vurgular. Ayrica, kuzunun
Miihiirlii Tomar ve Kuzu baglikh Vahiy 5'teki rold, kiyametin geldigini temsil eden yedi
mithri agarak anlatilmigtir. Ingmar Bergman'in Uinla filmi Yedinci Miihtir (The Seventh
Seal, 1957) de adin1 bu referanstan almaktadir: "Kuzu yedinci mihrii aginca, gokte yarim
saat kadar sessizlik oldu” ifadesi filmde bir dontim noktasini isaret ederken, kuzunun
sembolizmi ve kiyamete olan atiflar dikkat geker. Kuzunun agtigis mihirlerin ¢agirdiga
Mahserin Dort Athisi da Hristiyan inancinda ve popller kiltirde onemli bir etkiye
sahiptir.

! Latincede "Tanr1'nin Kuzusu"” anlamina gelir. Bu terim, liturjik bir dua veya ilahi olarak kullanilir ve 6zellikle
Hristiyan ibadetlerinde, 6zellikle de Eucharist téreninde énemli bir yer tutar. ifade, Yuhanna incil'inde yer
alan Vaftizci Yahya'min Isa'y1 diinyanin giinahlarini alan Tanri'nmin Kuzusu olarak tanimlamasindan gelir.
Hristiyan teolojisinde, isa'min insanhi§in kurtulusu igin verilen en bilyiik kurban oldugunu vurgular. Miizikal
acidan da 6nemlidir; klasik miizik ve koro eserlerinde sikga kullanilan bir tema olarak karsimiza gikar.
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Ikinci béliim

Filmin ikinci béliminde, asfalt bir yolda ilerleyen bir aracin yagigli havada silecekler
galigir halde ilerledigini gériirtiz. Izlanda kirsalina bahar gelmistir ve yolun sagh sollu
yesillendigi dikkat gekmektedir. Bir sonraki sahnede Maria, Ada'ya kiglik mont
giydirilmigken kir gigeklerinden yaptigi bir taci basina yerlestirmektedir (Gorsel 3).
Ardindan, yol kenarinda duran bir aragtan bir erkegin arabadan gikarilip atildigini
gortriz. Filmin ikinci béliminde beklenmedik bir anda gelen olaylar gergekligin daha
da sarsilmasina yol agmaktadir. Maria, sisli bir sabah kapisinda yavrusu igin meleyen
koyunu tifekle dldurir. Bu sahneyle birlikte, ikinci farklihgin yitiminin ilk kurbanina
tanik oluruz. Anne éldirilmistir. Anomalinin ilk kurbani, gergeklik diizleminin kaybinin
ilk belirtilerindendir; Ada'nin biyolojik annesi, yani biyolojik gergekligin kendisidir.

Gorsel 3. Kuzu filminden bir kare, 00:41:05 (J6hannsson, 2021)

Maria, bir an bile tereddit etmeden oldirdigi koyunu boynuzlarindan tutup
stirtikleyerek ciftlikten uzak bir yere gémer ve eve doner. Bu sirada, asfaltta terk edilen
bir yabancinin giftlige gelisini ayni sahnede izleriz. Gece boyunca ¢iftlige varan yabanci,
sabahin erken saatlerinde agilda gegirdigi gece sonrasinda ciftlik evinin disinda Ingvar
ile ilk diyaloglarini kurar. Ardindan Petur, Maria'ya karsi samimi bir tavir takinarak, “seni
gormek guizel” der. Ingvar'in davetine icabet edip oturur. Bu diyaloglar, beklenmedik bir
misafirin aniden ortaya gikmasiyla normal olmayan bir durumun siradanmis gibi
sunuldugunu gosterir. Beklenilmeyen misafirin bir yabanci degil, neredeyse aileden biri
gibi algilandidi izlenimini verir.

Sabah kahvaltisinda, Maria'nin Ada diye seslenmesiyle Ada sahneye girer. Onu Maria'nin
bakis agisindan goriuriz, ancak Ingvarin da ayni bakisi paylasip paylasmadigini
bilemeyiz. Ingvar, burada sadece Maria'nin bakis agisini desteklemekle yetinir. Kahvalti
sirasinda, yabancinin Ingvar'in agabeyi Petur oldugunu 6greniriz. Petur, Ada'nin masaya
cagrilmasinda sessiz kalir ve sonraki dakikalarda agzini agmaz ancak ylz ifadelerinden
bir anormalligin farkinda oldugunu anlariz. Sofrada gegen diyaloglarda bu anormalligin
Ingvar'in da farkinda oldugunu hissederiz ancak bir sey séylemez. Devaminda Maria'nin
Ada ile ilgili tim farklilik yitimini tamamladigini goririz.

Petur, Ingvar'a doénerek "bu da ne boyle” diye sorar. Ingvar kisa bir cevap verir:
"Mutluluk”. Petur, durumun anormal oldugunu ima etmesi {izerine Ingvar'dan "burada
istedigin kadar kalabilirsin ama Maria ile hayatimizi nasil yasadigimiza karigsma” yanitini
alir. Maria ve Ingvar odalarina gekilince Maria'nin Petur'un ziyaretinden pek memnun
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olmadig: anlasilir. Petur'un giftlige gelisi, Girard'in kiskanglik ve haset duygularina bir
agiklama olarak gelistirmeye galigtidi Giggen arzu kavramim akla getirir. Girard (2020)
sunlari yazar (s. 31-32):

Kiskanglik ve haset {i¢lii bir durumu varsayarlar: Ozne, nesne, kiskanilan ya

da haset duyulan kisi. Dolayisiyla bu iki ‘glinah’ tiggenin yapisinda mevcuttur.

[..] Icsel dolayimin tiim kurbanlari gibi kiskanan kisi de arzusunun

kendiliginden ortaya ciktigina kolaylikla inandirir kendini, bagka bir deyisle

yalmizca nesneden ve Ustelik bu nesneden (arzu nesnesi) kaynaklandigina

inanur. [...] Nefis bir bagbagali: yarida kesen bir davetsiz misafir, sikici bir kisi,
bir terzo incomodo (miinasebetsiz tigincii) olarak sunar.

Petur, bir terzo incomodo olarak, iggen arzunun bu igli durumu igerisinde yerini almis
olur ve devreye girecek olan haset ve kiskanglik giinahlar: olacaktir. Bunun yani sira
ikinci bolimiin tim sahnelerinde Ada'nin farkliligini veya kuzu olusunu yitirmis olarak
bir insan formunda gosterildigi 6éne gikar. Basinin bir kuzuya ait olmasina karsin, geri
kalan tGm o6zellikleriyle bir insana benzemektedir. Ada'ya iligkin bakis bu yonde
evrilirken, filmin akisi igerisindeki ilk kokensel gerilimi, farklihgin yitimini gérmeye
baglariz. Bu Kuzu filmindeki anlatinin doniim noktalarindan biridir. Maria, Ingvar ve
Petur birlikte tarlay: stirerler. Sonra Ingvar, Ada'nin tarlada gezinip oynadigini gériince,
ona seslenip, ona dogru giderler. Maria ve Petur traktériin yaninda yalniz kalirlar. Maria
kahve hazirlar. Petur'a "kahve ister misin” diye sorar. Petur, “olur” derken Maria'nin
yanagini oksar. Maria, "yapma” der. Petur, "diin seni banyo yaparken gérdim, kapiy1 agik
birakmistin. Gelip aradan bakarim diye mi bekledin” der.

Diyalog, bir taraftan farkliligin yitiminin birincil gostergesi olarak ensesti imlerken, diger
taraftan Maria ve Ingvarin mevcut gergekligine iligkin bir hatirlatmay: igerir. Maria “ne
yapiyorsun Petur, neden béyle cocukga davraniyorsun” diye sorar. Bu enseste iligkin bir
yargiyl igerir. Petur ise “gocukga davranan sizsiniz, o hayvanla evcilik oynamalar falan”
der. Bu diyalog, Maria ve Ingvar giftinin psikotik yarilmasinin dile getirildigi temel ifadeyi
olusturur. Petur, Ada'y1 Maria ve Ingvarin goérdigu gibi gérmiiyordur ve bunu agikea
ifade eder. Bu sahnede gergeklesen diyalog sebebiyle birincil farklilik yitiminin ensest
yasaginin asilmasindan dolayi gergeklestigi degerlendirmesini yapmak mimkindir.
Petur, sonraki sahnelerde Ingvar'a da Ada'nin bir gocuk degil, bir hayvan oldugunu séyler
ancak Ingvar, buna sert tepkiler verir. Sonrasinda bir sabah, Petur sabahin erken
saatlerinde, Ada'y1 yanina alarak bir tiifekle ciftligin digina dogru gikar. lyice giftlik
evinden uzaklastigindan emin olduktan sonra, tiifegi Ada'ya dogrultur ancak ates etmez.
Sonraki sahnede Maria uyanmistir, Ada yataginda yoktur. Onu ararken, Peturun
kucaginda ikisini de uyurken bulur.

Uciincii b6liim

Filmin tigiincii bélimiintin ilk sekansinda Maria bir mezarligin bagindadir. Ontinde diz
¢oktligl mezarin basindaki hagta “Ada Ingvarlarin kizi, yerytziiniin melegi, gokylziinin
melegi” yazisi1 gorlilmektedir. Bu sahnede Maria ve Ingvar ¢iftinin Ada adinda bir
cocuklarini kaybettikleri agikliga kavusmaktadir. Devaminda Ada'nin yatakta uzandids,
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Ingvarin ise ona masal okudugu gosterilir. Ingvar, besigine yatirdigi Ada'ya Dimma-
limma-limm masalini anlatmaktadir:

Sonra kralliklarina kral ve kralige olmusglar. Adina taht denilen gorkemli

koltuklarina oturmuslar. Artik ¢ok mutlularmis. Hikaye burada sona ermis,

¢linkli Dimma-limma-limm ¢ok akilli bir kiigiik kizmis. Kimse Dimma-limma-

limm kadar tath ve yumusak degilmis. Higbir yerde de Dimma-limma-limm
kadar adil bir gocuk yokmus.

Book of Dimma olarak da gegen ve sekizinci ylizyildan kalma bir Irlanda cep Incil'inde
bulunan Dimma-limma-limm'in tathilifina ve yuamusakligina yénelik ifadeler, hem Isa'nin
bir kuzu metaforu olarak tatliigina ve yumusakligina vurguda bulunurken hem de
aslinda Isa'min kurban edilebilirligine yénelik imalar igerir. Tam da tathhigi ve
yumusakligi dolayisiyla... Girardci perspektifte de kurbanin masum olandan segilmesi
gerektigine iliskin antropolojik tespitler s6z konusudur. Ingvar, besiginde yatan hayvan-
insan Ada'ya, Dimma-limma-limm'in hikayesini okurken ylUzlinde memnuniyetsiz ve
yaptiklarindan emin olmadigini gosteren bir ifade yer almaktadir. Sonrasinda soguk
yagmurlu bir havada cgilginlar gibi kosup "Ada” diye seslenir. Bu seslenis aslinda
kaybettikleri kizlarina yonelik bir haykirigtir.

Petur, Ingvar ve Maria ¢iftinin Ada ile kurduklar: iliskiye uyum saglamaya baslar gibi
gortnur. Bir sabah, Ada ile birlikte tekneyle balik avina gikarlar ve av sirasinda
tekerlemeler ve anlatilar izerine konusurlar. Ada'min sadece Ingvar ve Maria'nin bir
anlatis1 olduguna dair farkindalik bu sahnede belirir ancak bu sahne ¢esitli yorumlara
agiktir. Petur, Ada ile yani bu insan-hayvan veya kuzu-insan ile baliga ¢ikip onunla
konusmaya galismaktadir. Burada dinsel bir gosterge s6z konusudur. Petur, neredeyse
Aziz Petrus gibi davranmaktadir. Hristiyanlik anlatisinda Petrus, Isa'nin vekili olarak
tanimlanir ve asil meslegi balikgiliktir. Katolik inancina gére Isa, Matta 16:18'de Petrus'a
6zel bir konum atfetmistir. Bu olasi1 benzerlik, Maria'min gegmiste Petur'u Ingvar'in
yerine koydugu ensest temasini animsatmaktadar.

O giin aksam, Maria, Ingvar ve Petur'un izledigi hentbol magini izlerler. Ancak magi
kaybederler ve keyifleri kagar. Maria, eski VHS kasetlerinden birini takar, iginde Petur'un
bir miizik videosu vardir. Petur, bir grupla dans edip sark: séylemektedir. Ucii sarhos olup
eglenir, dans ederler. Bu sirada Ada, disari gikar ve evin arkasindaki mistemilata dogru
gider. Orada bir seyle karsilasir, onun nefes aligverisgleri duyulur. Ada, sonrasinda aynada
kendi yansimasini gorir. Ada, hayvan-insan anlatisi igindeki kdkensel ayriminin farkina
varmis gibidir. Ingvar sarhos olmustur ve Petur onu yatagina gotiirtir. Ada ile birlikte
uyurlar, Ingvar sizar. Mutfakta Maria ve Petur arasinda geg¢miste yasanmis ensest
sahneler gozler 6nline serilir. Maria, Petur'un yeniden ayni seyleri yasamak istemesine
kars: isteksizdir ve onu bir odaya kilitleyip piyanosunun basina oturur. Amaci, Petur'un
seslenmelerini bastirmaktir. Sonraki sahnelerde, doganin tekinsiz goruntileri ortaya
gikar. Ciftligin kopegi 6lmis, kedi korku iginde arazide saklanmisg gibidir.

Maria, Ingvarin ve Ada'nin uyudugu odaya girer, Ada'y1 dper ve Ingvar'in yiziint oksar.
Sonra Petur'u kilitledigi odaya gidip onu uyandirir ve ona “gidiyoruz, arabada seni
bekliyoruz” der. Maria, Petur'u ana yola gétirtip birakir. Arabadan inerler. Maria, “Petur”
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der ve Petur, "biliyorum"” der. Maria, "Ada, bize bir armagan. Yeni bir baslangi¢” der.
Otobtis gelir, sarilip vedalasirlar, Petur otobiise biner. Bu sirada Ingvar, Ada ile kahvalt1
yapar ve digari ¢ikar. Képede seslenir ama ses yoktur. Ada'ya "gelmiyor musun” der ve
birlikte digar: gikarlar. Traktori tamir edeceklerdir ve traktor, giftlikten uzakta bir
yerdedir. Yol boyunca Ingvar, Ada'ya evin yolunu nasil bulacag: konusunda bilgi verir.
Maria doéniis yolundadir. Ingvar traktorii tamir edemez ve Ada'ya "gidip balik aglarini
kontrol edelim” der. Nehre dogru ytrurler. Maria evde Ingvar ve Ada'y1 bulamaz. Digar1
ciktiginda bir silah sesi duyar ve sesin geldigi yone kosar. Ingvar belirir, boynundan
vurulmustur. Saskinlik iginde o seyi gozler. Sonra bakiglar:1 Ada'ya yonelir ve ikinci kez
vurulur. Ingvar yere diser ve o sey, Pan, ortaya gikar.

Bu yaratik pek ¢ok 6zelligiyle mitolojik Pan ile benzerlik gostermektedir. Cobanlarin ve
stiriilerin tanrisi olan Pan; yar1 insan yar1 hayvan olarak tasvir edilir. Bir kamis flitd, bir
cobandegnegi ve gam dali ya da ¢am yapraklarindan bir tag ile gosterilir. Filmde ise
Gorsel 3'de gosterildigi tizere bu konuya dogrudan bir referans verildigi agiktir. Mitolojik
Pan'in kirigik bir yiizii ve oldukea belirgin bir ¢enesi vardir. Genellikle alninda iki boynuz
bulunur. Viicudu killidir; alt kisimlar: erkek kegininkiler gibidir. Catalli toynaklari vardir.
Cevik bir kosucudur ve kayalara kolayca tirmanir; galilarda gizlenmekte ustadir, orada
Nymphleri izlemek ya da 6glen vakti uyumak igin ¢omelir. Bu zamanlarda onu rahatsiz
etmek tehlikelidir. Serin akarsular: ve orman golgelerini sever. Panin onemli bir cinsel
enerjisi vardir (Grimal, 1990, s. 325). Filmde bunlar agilista kendini gdstermektedir:
Basinin kegi, viicudunun insan oldugu mitolojik Pan figiridir karsilagilan. Maria, sonsuz
yesil arazide Ingvar ve Ada'y1 arar ama bulamaz.

Gorsel 4. Kuzu filminden bir kare, 01:38:16 (Jéhannsson, 2021)

Maria ve Ingvar, kaybettikleri kizlarinin yerine koyduklar: gizemli misafiri, Tanri'min bir
litfu olarak kabul ederek ona Ada adini verir ancak Pan'in belirgin sekilde ortaya gikis,
kuzu sembolizminin masumiyet, nezaket ve uysallik gibi anlamlarini sarsarak filmin dini
ongorilebilirligini sorgulatir. Ayrica, filmin afisinde ters olarak yazilan Mother/Nature
kavramlari, sembolik bir derinlik tagir: Maria insan kiilltirint, Pan ise dogay: simgeler.
Bu iki kavram arasindaki ayrim, sembolik olarak zitlik igindeki gergeklikleri yansitir.
Maria ve Ingvarn dogaya ait bir varlii insan diinyasina dahil etme c¢abalars,
mesrulagtirma olarak adlandirilabilir ve bu gabanin énemli sonuglar: olmustur.
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Gorsel 5. Kuzu filminden bir kare, 01:36:41 (J6hannsson, 2021)

Ingvar yere dismis, bogazindan ve gogsinden vurulmustur. Ada, Ingvarin yanina
¢Omelip basini onun gogsine koyar. Pan, tiifedi yere atar ve Adanin elinden tutup onu
uzaklasgtirir. Ada gitmek istemez. Ingvar, Adanin kollarina dogru uzanir ama gigsiiz
diser. Sonunda basini kaldirir ve o sey ile Ada'nin uzaklagtigini géririz. Ada, Ingvar'a
son bir bakis atar.

Gorsel 6. Kuzu filminden bir kare, 01:36:43 (J6hannsson, 2021)

Maria, Ingvarlt bulur ve o son nefesini vermek tzeredir. "Ingvar, ne oldu” diye sorar
defalarca. “Ada nerede” diye sorar. Ingvar Olir, diisman kardesglerin yerini diisman
babalar almis olur. Film, Giglincti bélimiinde sona erer. Girard'in temel iddiasi, siddetin
kaynaginda kutsalin bulundugudur. Ona gére kurban ayinleriyle totemci inanglar akillica
karsilagtirilirsa, timinde kolektif 6ldirmeyle ilgili baz1 ana izlekler ortaya gikmaktadir.
TUm isaretler Oyle gosteriyor ki her tir tanrisalligin ve toplulugun kékenleri, oybirligine
dayali bir i¢ siddet ile topluluk mensubu bir kurbanda yatmaktadir (Girard, 2019).
Kutsalin siddet temeli insanmin tiim tarihi boyunca edebiyat ve mitlerde temsil edildigini
gosterir. Bu analiz sinemada da gegerlidir. Kuzu filmi, her seyi saran bir arzuyu ortaya
koymaktadir. Kayip kavrami tizerinden derin bir yas ve melankoliyi gostermektedir. Ayni
zamanda ¢ift arasindaki gerilimli iligkiyi de vurgulamaktadir.

Kuzunun dogumuyla baslayan ve yas siirecinde yerine koyma gibi goérinen farklihgin
yitiminin nihai asamasi, siddeti, hem de orada olmayanlara yonelik siddeti Maria'nin
kuzu-insan Ada'min annesini oldirusiiyle ve Pan'in Ingvari oldurtistyle zirveye
tasinmistir. Filmin sonunda ise Petur ¢iftlikten aslinda kelimenin tam manasiyla
strilmustir. Hem de bu, arzusunun nesnesi olan Maria tarafindan yapilmistir. Ingvar,
olduralmistir. Maria'nin Ingvarin basindaki sozleri de, sanki olan biteni higbir sekilde
anlamadidi izlenimi verir. Butiin bu o6zellikleriyle Ingvarin olumtnd, uzlastirici yas
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kategorisinde degerlendirmek mimkindir. Maria'nin bundan béyle yasamda nasil bir
yol izleyecegini bilemeyiz. Ingvar'in cesedinin basindan kalkip amagsizca yuridagini ve
anlatinin kapandigini géririz.

Sonug

Bu galismayla Kuzu lizerinden Girardin mimetik ve kurban teorisi perspektifinden bir
inceleme sunulmustur. Teorik gergeve, temsil edilen siddet, kurbanlik ve uzlastirici yas
kavramlarimi anlamay1 saglamistir. Film, insan arzusunun dogasini derinlemesine
kesfederken kutsal ve siddet arasindaki iligkiyi de ele almaktadir. Kayip, yas ve kimlik gibi
temalar1 katmanlariyla ele alan bir yapinti olarak filmde farkhliklarin yitimi ve gegmis
travmalarin gin ylUzline c¢ikisi hem bireysel hem de toplumsal boyutlarda tekrar
gindeme gelmektedir. Maria ve Ingvar karakterlerinin yas slirecindeki psikolojik
dontstmleri, kaybettikleri gocuklarina duyduklari ozlemle birleserek filmin temel
gerilim unsurunu olusturmaktadir. Ada'nin insan-kuzu formu, sadece bu yas slirecinin
bir metaforu degil, ayni1 zamanda Hristiyanlikta Isa figiirii tizerinden kutsallik ve kurban
ritliellerine yonelik bir alegori sunmaktadir. Film boyunca tekrarlanan Hristiyan
sembolizmi ve mitolojik referanslar, Maria ve Ingvar'in igsel gatigmalarini daha genis bir
dinsel ve kiltirel baglamda yorumlamaya olanak tamimaktadir. Koyun metaforu,
masumiyet ve fedakarlik temalar1 izerinden incelendiginde, Girard'in tiggen arzu teorisi
ve kurbanin masum olandan segilmesi gerekliligi gibi antropolojik spekilasyonlar da
iligkili gértinmektedir.

Marianin koyun olan biyolojik annenin oldirilmesi ile Adamnin tam anlamiyla
insanlastirilmasina tanik olunmasi, farkhiliklarin yitimini ve gergeklik kaybini gozler
6nline sermistir. Bu baglamda, ensest ve yasaklanmis arzu temalarinin da filmin alt
metninde iglev gérdiigt anlasilmaktadir. Kuzunun dogumu ve ardindan gelisen olaylarla
birlikte, toplumun igsel gatismalari ve bireyler arasi gerilimleri filmde
gozlenebilmektedir. Marianin kuzuyu yetistirme siireci, kurbanlik ve siddet temasini
doruk noktasina ulastirirken Ingvar'in trajik sonu, uzlastirici yasin yitirilmisligini ve
toplumsal diizenin tehdit altinda oldugunu gostermektedir. Boylece Girardin
kavramlariyla filmdeki karakterler arasindaki mimetik iligkilerin nasil siddetle
sonuglandid: da goériilebilmektedir. Kuzu, toplumsal normlarin ve bireysel travmalarin
kesistigi bir anlati barindirarak, izleyiciye farklilik ve 6tekilik kavramlarini sorgulatan bir
yapilasmay1 sergilemektedir. Hristiyanlik sembolizmi, Isa'min kurban edilmesi ve
masumiyet kavramlarimin Ada karakteriyle somutlastigi bir yapiya evrilmektedir.
Farkliliklarin yitimi ve bu siirecin beraberinde getirdigi kurban kavrami, Maria ve
Ingvar'in igsel diinyalarinda bir otekilik krizi yaratirken kaybettikleri kizlarinin yerini
doldurmaya galigan kimselerin yas slirecine de isaret etmektedir.

Kuzu, mitolojik ve edebi gelenegin modern bir yorumu olarak da énem tasimaktadir.
Kutsal ve siddet arasindaki gerilimin nasil igledigini ve insan dogasinin karmasikhiini
nasil yansittiginin derinlemesine incelendigi gériilmektedir. Maria'nin igsel gatismalar:
ve Ingvar'in kurban olusu, Girardci perspektife uyumlu sekilde toplumsal yapilarin igsel
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catismalarini ve kurbanlik ritliellerinin psikolojik derinliklerini gostermektedir. Sonug
olarak film, insan arzusunun karmasikligini ve toplumsal yapilarin igsel gatigmalarin
anlamaya katki saglamaktadir. Mitolojik ve edebi gelenegin kapsayici bir sekilde yeniden
yorumlanmasi ile modern sinemanin imkanlarimi biitiinlestirmektedir. Bu galisma da
sinema dilinin ve sembolizminin insan arzusu ve toplumsal ritiiellerle birlesebilme
imkanlarini gostererek sinema calismalarina guntimiizdeki toplumsal ve psikolojik
dinamikler tizerinden nasil bir perspektif sunabileceginin altini ¢izmektedir.
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Extended abstract

Numerous anthropological and ethnological studies suggest that religiosity plays a
crucial role in the emergence of culture and institutions. The ritualistic nature of burial
rites is often considered the first religious practice, marking graves as the earliest
cultural institutions. René Girard discusses the role of foundational violence in
establishing social cohesion alongside religiosity. This violence manifests through
human and later animal sacrifices, becoming a fundamental element of social
organization. Girard developed several concepts to explain this process, including
sacrificial crisis, surrogate victim, the loss of differences, and mimetic desire.

Girard posits that societal tensions accumulate over time, fueling violence, which can
escalate into a war of everyone against everyone. This scenario represents a sacrificial
crisis, where society must redirect its inherent violence to prevent collapse. The solution,
according to Girard, lies in the surrogate victim, channeling collective violence onto a
single figure (human or animal), thus temporarily defusing societal tensions. Girard also
highlights that the sacred derives its power from the violence inflicted upon it, forming
the first religious institutions.

The choice of the surrogate victim is crucial. The victim must not exacerbate violence or
incite revenge. It should be someone or a group whose death will not trigger a vendetta,
often an outsider or someone who has violated societal taboos. Over time, the surrogate
victim becomes an embodiment of innocence and randomness, chosen to diffuse violence
without prompting retaliation. This concept permeates mythological and religious
narratives.

Girard further discusses the loss of differences in societies under extreme tension,
leading to the collapse of hierarchies and roles, creating a chaotic state that necessitates
a sacrificial victim. This loss of differences is often driven by mimetic desire, where
individuals within a community covet the same objects or status, inciting conflict and
necessitating taboos and prohibitions to maintain order.

In his works, Girard applies these concepts to mythological narratives, Greek tragedies,
and literary works, offering new interpretations through the lens of mimetic desire. This
article aims to extend Girard's framework to the realm of cinema, specifically analyzing
Valdimar Jéhannsson's Lamb (2021). The film's mythic-religious and folkloric narrative,
intertwined with elements of violence, makes it a compelling subject for Girardian
analysis.

Lamb portrays the story of Maria and Ingvar, a couple who substitute a newborn lamb
for their lost daughter Ada, naming it after her. This substitution reveals an anomaly as
the couple adopts the lamb as an object of desire to fill their emotional void. To them, Ada
the lamb is a divine gift, a replacement for their deceased child. The narrative introduces
Petur, whose perspective challenges the couple's anomaly. Petur's presence underscores
the abnormality, as he shares a mimetic desire with his brother Ingvar for Maria, hinting
at past sexual transgressions. Maria ultimately expels Petur, perceiving him as a threat
to her current happiness.
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In the film's climax, Pan, the biological father of the lamb, appears, killing Ingvar and
taking Ada away. The narrative intertwines sacrificial crisis, surrogate victim, loss of
differences, and mimetic desire, illustrating these Girardian concepts. This expanded
abstract seeks to highlight the thematic parallels between Jéhannsson's Lamb and
Girard's theoretical framework, offering a new perspective on the film's underlying
dynamics.

In conclusion, the film Lamb, when analysed within Girard's theoretical framework,
contributes to our understanding of the complexity of human desire and the internal conflicts
of social structures. The film presents an inclusive reinterpretation of mythological and
literary tradition, integrating it with the possibilities of modern cinema. By showing how the
language and symbolism of cinema, human desire and social rituals merge, this study
demonstrates how Girard's theories can be integrated with cinema studies and offer a

perspective on contemporary social and psychological dynamics.
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Abstract

One of the most important problems of the baglama is the need for sound power. In order
to solve the same problem in the guitar, double tops were applied and this problem was
largely solved. It is thought that the application will also be a solution for the baglama. In
this application, the soundboard consists of two pieces and a material called kevlar,
designed in the shape of a honeycomb, is mounted between two wooden parts. Kevlar is
a mounted between the soundboard, which consists of the lower cover and the upper
cover in the instruments, both reducing the wooden part and creating sound chambers.
It has been observed in the analyses that this structure has a positive effect on the sound
in the guitar. It is thought that the use of kevlar in the baglama soundboard with the same
method will have a positive effect on sound power.

Keywords
baglama, soundboard, music, kevlar, double tops

Highlights

e A new method has been developed using today’s modern technology in order to produce a
solution to the problem of the sound volume of the baglama, one of the ancient instruments.

e  Theresults obtained after testing the kevlar material (carbon fiber), which is used in guitar
and similar instruments in some European countries, on the soundboard of the baglama.

e  Within the scope of the study, signal analysis of the sound samples of the binding designed
using kevlar was performed and the prominent findings regarding the sound quality were
revealed.
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Oz

Baglamanin en onemli problemlerinden biri de ses gurligu ihtiyacidir. Gitarda aymi
sorunun ¢ozimi igin double tops uygulanmis ve bu sorun biyik oranda ¢oziime
kavusturmustur. Uygulamanin baglama igin de ¢éziim olacag: distinilmektedir. Bu
uygulamada ses tablas: iki pargadan olusmakta ve iki agag aksam arasina bal petegi
seklinde dizaynedilmis, 'kevlar’ adli bir malzeme monte edilmektedir. Kevlar, galgilarda
alt kapak ve uist kapaktan olusan ses tablasi arasina monte edilerek hem agag¢ aksam
azaltilmakta hem ses odaciklari olusturulmaktadir. Bu yapinin, yapilan analizlerde
gitarda sese olumlu bir gekilde etkisi oldugu gorulmiistiir. Baglama ses tablasinda da
ayni yontemle kevlar kullaniminin ses gurligtine olumlu etkisi olacagi disuntilmektedir.

Anahtar kelimeler
baglama, ses tablasi, miizik, kevlar, sandvig tabla

One cikanlar
e Kadim galgilarimizdan baglamanin ses giirligi problemine ¢oziim tiretebilmek igin
gunimiiz modern teknolojisi kullanilarak yeni bir yéntem gelistirilmisgtir.
e  Bazi Avrupa ulkelerinde gitar ve benzeri galgilarda uygulanan kevlar malzemesinin (karbon
fiber) baglama ses tablasinda denenmesi sonrasinda elde edilen sonuglar paylagilmigtar.
e  (Calisma kapsaminda kevlar kullanilarak tasarlanan baglamanin ses érneklerinin sinyal
analizi yapilarak ses kalitesine yonelik 6ne ¢ikan bulgular ortaya konulmustur.
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Introduction®

The studies carried out until today have shown that the baglama is derived from the
kopuz of Asian origin from the ancient Asian cultures. Recognized as one of the oldest
cultural products of Asia the kopuz has spread to a very wide area and has become the
symbol of these areas (Karababa, 2005, p. 24). One of the most important problems of
baglama, which has thousands of years of history, is the need for sound volume.
Performers especially draw attention to this issue in the instrument. Although this
problem has been solved to a great extent with the golden ratio method, studies are still
ongoing to see if it is possible to increase the sound volume with other methods (Cémert,

___)-Tobe able to produce a solution to the problem of sound volume in baglama. From
this point of view, to produce a solution to the problem of sound volume by adapting the
double tops (sandwich table) method, which has been tried on guitar and oud and has
positive results, to the baglama.

Hence, sandwich tops (double tops) were applied to solve the same problem on the guitar
and this problem was solved to a large extent. A similar application was also applied on
the oud and positive results were obtained. It was thought that this application (sandwich
table-double tops) would also be a solution for baglama. Sandwich tops, also known as
double tops, sandwich tops and composite tops, are a new way of constructing the
soundboard of a guitar. The idea of using kevlar (nomex) technology, which belonged to
guitar maker Gernot Wagner, was first implemented and popularized by his friend and
colleague Matthias Dammann, who built the first double tops guitar.

The sandwich tops is usually made of a material called nomex sandwiched between two
thin layers of wood. Kevlar, a combustion-resistant meta-aramid material, was first
designed in the 1960s by Dupont Chemical Co. as a lightweight material for use in the
aerospace industry. Makers use the product’s honeycomb sheet shape in instruments. Its
light weight, durability and easy formability make it ideal for guitar soundboards.
Although the structure of a sandwich top differs significantly from a traditional
soundboard, a sandwich top guitar often looks like a traditional guitar (guitarfromspain,
2013, 2°¢ June).

The aim, simply put, is to make a guitar with a louder sound (Stenzel, ____). In mid-1995
Dammann wanted to take his guitars to the next level, as good as they could be, and
started thinking about ways to gain more control over the weight and movement of the
soundboard. His friend Wagner told him about a material called nomezx, a very strong,
lightweight, kevlar-based material with a honeycomb pattern. Through a long and
intensive process and highly creative experimentation, Dammann found ways to insert
the new nomex materials between the soundboards. In mid-1995, Dammann glued a layer
of nomex between two soundboards with a special adhesive under vacuum pressure.
Thus, in 1995, Dammann created the first double top with a nomex core (Kamen, 2017,

* This study is derived from Ph.D. dissertation entitled Kevlar Application on Baglama Soundboard and
Investigation of Its Effects on Sound Properties, prepared by Dr. Umit Cigekoglu under the supervision of Assoc.
Prof. Ali Maruf Alaskan and accepted by Ege University Institute of Social Sciences on 12/12/2023.
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19'" May).

Today, many fine luthiers have followed in Dammann’s footsteps with their own
interpretations of the sandwich top guitar, including Robert Ruck, Michel Briick, Dieter
Miller, Jim Redgate, Andreas Kirschner, and Jaokob Lebisch. As time has passed, many
luthiers have joined the quest with this exciting aspect of the classical guitar, and each
luthier adds their own ideas and concepts to the newly created sandwich tops. It is said
by performers that the sandwich tops that luthiers started to make against traditional
guitars brought a kind of “synergy” to the guitar, so that sandwich tops guitars can be
recognized compared to traditional guitars (Kamen, 2017, 19®* May).

Methodology

Firstly, a standard soundboard was mounted on a mounting apparatus and audio was
recorded in a studio environment and audio analysis was performed on two and three-
dimensional images of the audio signals using the Wavelab 9.2 application. A new
soundboard was prepared by mounting a material called nomex between the two
soundboards with the same thickness as the standard soundboard. The standard
soundboard was removed from the baglama, a new soundboard with nomex was
mounted, sound was recorded under the same conditions and sound analysis was
performed on two and three dimensional images of the sound signals using the Wavelab
9.2 application (Gudek, 2019).

The results obtained were compared and the differences in sound loudness between the
two soundboards were revealed. In order to make the analysis results more reliable, the
same spruce wood boards were used in the standard table and sandwich table. In the
computer software used for the analysis of sound samples in the study, two-dimensional
graphs were evaluated according to decibels on the vertical axis and time on the
horizontal axis, and three-dimensional analyzes were made on decibels on the vertical
axis and frequency parameters on the horizontal axis.

The sound samples were recorded at Ege University State Conservatory of Turkish Music
Sound Recording Studio using AKG 414 B-USL microphone and Protools HD12 program.
The recorded sound samples were analyzed in Wavelab Elements 9 program by cutting
the first 20 ms of the initial part of the sound signals and taking 2D and 3D graphs and
analyzing them according to fourier spectrum analysis. Composite materials are
materials formed by combining the best properties of two or more materials together in
a new and single material or by combining these materials at the macro level in order to
gain a new feature. Engineering materials are required to have certain properties in
different applications.

These are mechanical properties such as tensile, compression, bending, yield, friction,
fatigue strength, hardness, toughness, rigidity, abrasion resistance, -electrical
conductivity, insulativity, thermal conductivity-insulativity, magnetic properties,
density, etc. physical properties, stability, chemical properties such as corrosion
resistance. The most important reasons why composite materials are preferred;
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+ high rigidity,

+ low weight,

« excellent abrasion resistance,

« much better strength compared to materials of the same weight,

« better tensile strength compared to other materials,

+ better fatigue strength,

+ better impact absorption energy of composite materials compared to other
materials,

+ their design is more flexible and as a result, the desired features can be provided,

+ virtually no risk of corrosion.

Their design is more flexible and as a result, the desired features can be provided. Meta-
aramid is a resin-coated sheet called K2 (kevlar 2) paper. It is a honeycomb material
produced by Dupont and is especially known for its use in fireproof clothing. It is also
used in the construction of space shuttles and airplanes to both strengthen and lighten
the weight. In instrument construction, it is used to protect and increase the rigidity of
the soundboard and to reduce the weight of the soundboard. Since the structure used is
a honeycomb, it causes the weight of the soundboard to decrease. (O'brien, 2006, 13*
February). Superior mechanical properties provide high strength against weight. High
durability under heat and humidity. Ability to withstand temperatures up to 180°C.

Sandwich table modeling suitable for baglama and features of the analyzed baglama

As in the guitar, kevlar will be applied to the remaining part of the soundboard of the
baglama, except for the area where the strings pass up to the back of the threshold. This
will both prevent the soundboard from flexing downwards and prevent a timbral change
in the instrument. In our study, mahogany (swiefenia-mahagani) wood, which is among
the most suitable woods in terms of sound transmission, hardness and specific gravity,
was used. The binding was made according to the golden ratio and analyzed by changing
the prepared soundboards.

Soundbox Mahagani Form size 142 cm

Stalk Mahagani Depth 124,5 cm

Soundboard Spruce Width 124 cm

Threshold Maple Stalk length 152,5cm

String threshold Ebony Threshold height :5mm

Strings Roéslau Chord :B

Strings diameters | First string 0,20 Second string 0,31  Third string 0,22

Table 1. Features of the analyzed baglama

Preparation of the sandwich board and kevlar mounting

The 5,5 mm thick spruce soundboard is cut for the sandwich top. In order to remove the
marks from the band saw and to thin the soundboard, the soundboards are thinned with
a calibrating machine on both sides to a thickness of 4,7 mm. Both surfaces are sanded
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smooth so that the thickness of the soundboard reaches 4,5 mm.

Image 1. Making the surfaces of the soundboard smooth with a vibration machine

During this process, the thickness of the soundboard should be measured frequently with
the comprator. Otherwise, it may be thinned more than it should be without realizing it.
After the soundboard is thinned to 4,5 mm, the area where the strings pass is left at the
same thickness until 2 cm behind the threshold. The remaining areas outside this section
are thinned by milling 2,8 mm. The thinned area is sanded smoothly. After the sanding
process, care must be taken to ensure that the thinned area is 1,5 mm thick everywhere.

Image 2. Sanding of the soundboard after milling

Kevlar is cut according to the thinned area and mounted to the soundboard with epoxy
adhesive. The most important thing to be considered here is to ensure that the epoxy is
not absorbed too much on the Kevlar surface. Too much epoxy absorption will affect the
result of our work as it will fill the honeycomb surface.
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Image 3. Kevlar mounting on the soundboard

Since the drying time of the epoxy used is six hours, no further action should be taken
during this period. A 2,2 mm thick soundboard is cut from the same slat. It is calibrated
to a thickness of 1,7 mm by passing it through a calibrating machine and its two sides are
sanded smooth like the previous soundboard. The Kevlar is cut according to the
soundboard and made ready for installation. The prepared table is mounted to the
soundboard with epoxy and the sandwich table is prepared.

Image 4, 5, and 6. Preparations of the second soundboard for the sandwich table

It is extremely important to use a single baglama for a healthy sound analysis. Since the
result will change as the variables increase, it would be more accurate to continue the
analysis on a single baglama. Therefore, after recording the sound with the standard
soundboard, the soundboard on the mount was dismantled and the new sandwich plate
was assembled. The most important point to be considered here is to keep the threshold
height constant. The analyzed normal sound table is dismounted from the baglama with
the help of a milling cutter and the sandwich table is mounted.
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Image 7. Mounting of the sandwich table to the baglama

In order to not to see the kevlar between the soundboards, edge laths are installed around
the soundboard and thus the sandwich plate mounting to the baglama is completed. In
the next step, five coats of polish applied to the sandwich soundboard, sanded and wired,
and the sandwich soundboard is ready for analysis.

Findings and discussion
Findings from the standard soundboard

The main frequencies and natural frequencies were determined and evaluated in the
sound recording samples taken from the baglama. According to the sound recording
sample taken from the standard soundboard of the baglama; when the waveform graph
at the attack moment (20-100 ms) when the first wire is strummed on the open wire is
analyzed in two dimensions; it is observed that the peak of the F1 envelope is -29,3 dB and
the wave amplitude start time is 7 ms. The peak of the F2 envelope was -22,4 dB with a
wave amplitude onset time of 17 ms, the peak of the F3 envelope was -27,4 dB with a wave
amplitude onset time of 29 ms and the peak of the F4 envelope was -18,1 dB with a wave
amplitude onset time of 42 ms. It can be said that there is a regular decrease in the audio
signal after the F4 envelope, which is important in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 250 ms and the decay occurs in 2,18 sec, it was determined that decay
occurred. In the three-dimensional fourier spectrum analysis of the signal; it was found
that the fundamental frequency ni1 has a very strong signal structure, however; the
subsequent n2 and n3 have lower amplitudes than the first signal and n4 has a very low
amplitude. In image 8 and 9 below, 2D and 3D signal graphs of the standard table are
given.
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Image 8. 2D screen excerpt of the standard soundboard first wire

20 Hz - 20000 Hz.

Image 9. 3D screen excerpt of the standard soundboard first wire

According to the sound recording sample taken from the standard soundboard of the
baglama; when the waveform graph at the attack moment (20-100 ms) when the second
wire is strummed on the open wire is analyzed in two dimensions; it is observed that the
peak of the F1 envelope is -22,9 dB and the wave amplitude start time is 5 ms. The peak
of the F2 envelope was -29,2 dB with a wave amplitude onset time of 16 ms, the peak of
the F3 envelope was -24,1 dB with a wave amplitude onset time of 25 ms and the peak of
the F4 envelope was -23,2 dB with a wave amplitude onset time of 44 ms. It can be said
that there is a regular decrease in the audio signal after the F4 envelope, which is
important in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 220 ms and the decay occurs in 3,30 sec, it was determined that decay
occurred. In the three-dimensional fourier spectrum analysis of the signal; it was found
that the fundamental frequency ni1 has a weak signal structure compared to the
spontaneous ones, but the subsequent spontaneous ones n2 and n3 have much higher
amplitudes than the first signal, and n4 has a slightly higher amplitude than the n1
fundamental frequency. In image 10 and 11 below, 2D and 3D signal graphs of the
standard table are given.
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Image 10. 2D screen excerpt of the standard soundboard second wire

Image 11. 3D screen excerpt of the standard soundboard second wire

According to the sound recording sample taken from the standard soundboard of the
baglama; when the waveform graph at the attack moment (20-100 ms) when the third
wire is strummed on the open wire is analyzed in two dimensions; it is observed that the
peak of the F1 envelope is -27,6 dB and the wave amplitude start time was 9 ms. The peak
of the F2 envelope was -30,8 dB with a wave amplitude onset time of 23 ms, the peak of
the F3 envelope was -19,6 dB with a wave amplitude onset time of 38 ms and the peak of
the F4 envelope was -28,3 dB with a wave amplitude onset time of 51 ms. It can be said
that there is a regular decrease in the audio signal after the F4 envelope, which is
important in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 240 ms and the decay occurs in 2,21 sec, it was determined that decay
occurred. In the three-dimensional fourier spectrum analysis of the signal; it was found
that the fundamental frequency n1 has a very strong signal structure, however; the
following n2 and n4 have higher amplitudes than the first signal, while n3 has a very low
amplitude. In image 12 and 13 below, 2D and 3D graphs of the standard table are given.
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Image 12. 2D screen excerpt of the standard soundboard third wire

Image 13. 3D screen excerpt of the standard soundboard third wire

Sandwich table

According to the sound recording sample taken from the standard soundboard of the
baglama; when the waveform graph at the attack moment (20-100 ms) when the first
wire is strummed on the open wire is analyzed in two dimensions; it is observed that the
peak of the F1 envelope is -36,7 dB and the wave amplitude start time is 6 ms. The peak of
the F2 envelope was -25,2 dB with a wave amplitude onset time of 16 ms, the peak of the
F3 envelope was -29,7 dB with a wave amplitude onset time of 33 ms and the peak of the
F4 envelope was -31,3 dB with a wave amplitude onset time of 68 ms. It can be said that
there is a regular decrease in the audio signal after the F4 envelope, which is important
in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 420 ms and the decay occurs in 4,42 sec, it was determined that decay
occurred. Three-dimensional fourier spectrum analysis of the signal shows that the
fundamental frequency n1 has a very strong signal structure, but the subsequent n2, n3
and n4 components have much lower amplitudes than the first signal. In image 14 and 15
below, 2D and 3D signal graphs of the sandwich table are given.
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Image 14. 2D screen excerpt of sandwich table first wire

Image 15. 3D screen excerpt of sandwich table first wire

According to the sound recording sample taken from the standard soundboard of the
baglama; when the waveform graph at the attack moment (20-100 ms) when the second
wire is strummed on the open wire is analyzed in two dimensions; it is observed that the
peak of the F1 envelope -34,0 dB and the wave amplitude start time is 9 ms. The peak of
the F2 envelope was -27,2 dB with a wave amplitude onset time of 24 ms, the peak of the
F3 envelope was -30,6 dB with a wave amplitude onset time of 36 ms and the peak of the
F4 envelope was -33,2 dB with a wave amplitude onset time of 54 ms. It can be said that
there is a regular decrease in the audio signal after the F4 envelope, which is important
in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 455 ms and the decay occurs in 4,35 sec, it was determined that decay
occurred. In the three-dimensional fourier spectrum analysis of the signal; it was found
that the fundamental frequency n1 has a very strong signal structure, however; the
following n2 and n4 have much lower amplitudes than the first signal, and n3 has a
slightly higher amplitude than n2 and n4. In photos 17 and 18 below, 2D and 3D signal
graphs of the sandwich table are given.
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Image 17. 3D screen excerpt of sandwich table second wire

According to the sound recording sample taken from the standard soundboard of the
baglama; when the waveform graph at the attack moment (20-100 ms) when the third
wire is strummed on the open wire is analyzed in two dimensions; it is observed that the
peak of the F1 envelope -32,5 dB and the wave amplitude start time is 5 ms. The peak of
the F2 envelope was -25,5 dB with a wave amplitude onset time of 14 ms, the peak of the
F3 envelope was -27,6 dB with a wave amplitude onset time of 40 ms and the peak of the
F4 envelope was -28,8 dB with a wave amplitude onset time of 54 ms. It can be said that
there is a regular decrease in the audio signal after the F4 envelope, which is important
in terms of audio signal quality.

A sudden rise and fall in the audio signal while the prolongation-dampening process
continues normally disrupts the normal course of the signal and is considered as a
negative in terms of sound quality in terms of hearing in the audio signal, the sustain
area starts after 155 ms and the decay occurs in 3,10 sec, it was determined that decay
occurred. In the three-dimensional fourier spectrum analysis of the signal; it was found
that the fundamental frequency nl has a very strong signal structure, however; the
following n2 and n4 have much lower amplitudes than the first signal, and n3 has a
slightly higher amplitude than n2 and n4. In image 18 and 19 below, 2D and 3D signal
graphs of the sandwich table are given.
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Image 18. 2D screen excerpt of sandwich table third wire

Image 19. 3D screen excerpt of sandwich table third wire

First wire Second wire Third wire
Standard soundboard 2518 ms 3s 30ms 2s 21ms
Sandwich board 4s 42ms 4s 35ms 3s 10ms

Table 2. Sound signal dampening times of the standard soundboard and the sandwich table

First wire Second wire Third wire
Standard soundboard -29,3dB -22,9dB -27,6 dB
Sandwich board -36,7 dB -34,0dB -32,5dB

Table 3. Envelope amplitudes of the standard soundboard and the sandwich table

Conclusion

In his study, Ali Maruf Alaskan (2012) determined that the difference between the signal
samples obtained in the method he used while investigating the sound properties of
natural leathers used in percussion instruments depends on the structural, chemical and
surface properties of the material. In this study, a similar method was used to determine
the differences between the sound signal samples. When the sound signal samples
obtained from the baglama standard soundboard and the sandwich soundboard were

analyzed and compared;

+ Sound signal fading times were 2,24 sec longer on the lower string, 1 sec 05ms
longer on the middle string and 89ms longer on the upper string on the sandwich
table than on the standard sound table,
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« The envelope amplitudes at the first peaks of the audio signal were 7,4 dB higher
on the bottom string, 11,1 dB higher on the middle string and 4,9 dB higher on the
top string of the sandwich table, so the sound volume was higher on the sandwich
table,

+  Onthe sandwich table, the fundamental frequencies are stronger and harmonics
weaker on the lower and middle strings, while the fundamental is slightly weaker
than the harmonics on the upper string,

« Inthestandard soundboard, the harmonics are stronger than the basic frequency,
has been observed. The method tested in this study is the first time it has been
tried on a baglama soundboard and we hope that it will provide ideas for future
work.
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