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ABSTRACT

BETWEEN MEMORY AND THE STORY.
ANALYZING THE NARRATIVE STYLES OF THREE TURKISH FILMS AFTER THE
2000s

Asar, Ceyda

Film and Television Studies

Thesis Supervisor: Prof. Dr. Z. Tiil Akbal Stialp
Instructor Dervis Zaim.

September 2010, 150 pages

This thesis aims to explore the relation between memory and narration. The current
study gives general information about the explanation of narration and outlines the
basic principles and forms of narrative that will be employed during the analysis of
the selected films. This thesis follows the Neoformalist theory by acknowledging that
the spectators are not passive during the viewing process and by exploring this
theory, the spectators activity of constructing the story is studied. Thus, this thesis
will be linked to the script attached named Reverse Shot and will try to support the
script with this thesis.

Throughout the construction process, spectators are in relation with their prior
knowledge, experiences and most of all with their own memory practices. This thesis
argues that the structure of the narration may arouse the spectator’s memory
practices which concern the individual and collective memory. In this respect,
narrative structure of three Turkish films, Waiting for the Clouds/ Bulutlar:
Beklerken (Yesim Ustaoglu, 2003) Autumn/ Sonbahar (Ozcan Alper, 2008) and In
Nowhere Land/ Hi¢bir Yerde (Tayfun Pirselimoglu, 2002), which are produced after
the 2000s is analyzed. The common aspect of all of these films is their relation with
individual and collective memory and their critical approach to these issues. While
the narrative structure of these films is analyzed, their way of creating possibilities to
arouse the spectator’s memory is also discussed. In terms of individual memory
Freud’s “repression” is studied; in terms of collective memory Andreas Huyssen’s
ideas upon the “memory obsession of today” is discussed. The current researcher
argues whether these films are a signal of memory obsession in the 2000s. It is
observed that the films aforementioned fulfill the gaps of collective memory and
come to terms with the unforgotten or yet not articulated issues. This thesis
acknowledges that the politically silent period after the 80s in Turkish film history
created an atmosphere where the collective pains were repressed. Thus, this study
suggests that these films create a meaningful memory practice and highlight the
importance of their narrative structure, which helps the spectator to take part in this
memory process.

Keywords: Narration, Memory, the construction of the spectator
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OZET

HAFIZA ILE HIKAYENIN ARASINDA... 2000 SONRASINDA YAPILMIS UC
TURK FILMININ ANLATI YAPISININ ANALIZI.

Asar, Ceyda

Film ve Televizyon Arastirmalar1

Tez Yoneticisi: Prof. Dr. Z. Tiil Akbal Siialp
Dervis Zaim

Eylil 2010, 150 sayfa

Bu calisma, hafiza ile anlat1 arasindaki iliskiyi incelemektedir. Anlati teorilerinin
incelemis oldugu formlari, ilkeleri agikladiktan sonra, anlatidaki bilingli bosluklarin,
bilgi eksiklerinin aktif bir seyirci insasi ile doldurularak anlamli bir hikayeye
dontlismesi siirecini incelemektedir. Bu anlamda Neoformalist analizin kabul ettigi,
“seyirci aktiftir” prensibinin izlegini takip etmektedir ve bu teze eklenmis olan Kars:
Ag¢i isimli uzun metraj senaryoyu bu izlegi takip ederek kuramsal olarak
desteklemeye calismaktadir.

Film izleme siirecinde seyirci, kendi deneyimleri, bilgileri, birikimleri ve en 6nemlisi
hafizasi ile ilinti halindedir. Kisisel hafiza ile toplumsal hafizanin kesisim noktasina
olanak taniyan bu inga silirecinin aktive olabilmesine en biiyiik katkiyi, anlati
yapisinin da buna uygun olarak yapilandirilmasmim sagladigmi onermektedir. Bu
anlamda, daha 6nce ele alinmayan sosyal meselelere parmak basan, 2000 yilindan
sonra iiretilmis olan {i¢ Tiirk filminin anlat1 yapisini incelemektedir. Bunlar; Bulutlar:
Beklerken (Yesim Ustaoglu, 2003) Sonbahar (Ozcan Alper, 2008) ve Hichir Yerde
(Tayfun Pirselimoglu,2002) filmleridir. Bu ii¢ filmin ortak noktasi, gerek karakterleri
gerek hikayesi iizerinden, kisisel ve toplumsal hafiza ile ilgili sorular sormasi,
sorunlar1 tespit etmesidir. Bu ii¢ filmin anlati yapilar1 incelenirken, hafiza ile ilgili ne
tir uyarimlarda bulundugu da tartisilmaktadir. Kisisel hafiza ile ilgili olarak
Freud’un “bastirma” kavrami ve toplumsal hafiza ile ilintili olarak ise Andreas
Huyssen’in Onerdigi, ¢agimizda hafizaya duyulan asir1 diiskiinliigliniin sorunsalli
oldugu tartigmasini odaga almaktadir. 2000 yilindan itibaren Tiirkiye sinemasinda
yiikselen, gecmis ile hesaplasma meselesinin i¢i bosaltilmis bir hafiza salgini olup
olmadigmni tartismaktadir. Tiirkiye’nin 80 sonrasi donemde yasamis oldugu acilarin
bir suskunluk sinemasi yarattiindan ve acilarin “bastirildigindan” yola ¢ikarak, bu
i¢ filmin sdylenmemis olanlar1 sdyledigi, dnemli bir animsama pratigi yarattigimni
tespit etmektedir. Bu c¢alisma, bu filmlerin verimli bir animsama sagladigin1 ve en
onemlisi de anlati yapilarmin bu animsama siirecine seyirciyi dahil edecek sekilde
bicimlendirildigini savunmaktadir.

Anahtar Kelimeler: Anlati, hafiza, seyirci insasi.
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1. INTRODUCTION

This thesis will try to explore the relation between narration and memory. The main
theoretical background of this thesis and the Turkish films selected to be analyzed have
parallelism with the feature film script which is attached to this thesis.

The feature script is named “Reverse Shot/ Karst A¢1” which tells the story of a middle-
aged man who seems to be miserable for some reason. He cannot sleep, and he can not
find peace. While he wanders from his home to some hotel rooms and finally to his
mother’s home where he spent his early youth, some visual scenes seem to appear and
disappear randomly. These images are narrated to give a chance to the spectator to be
interpreted as the rapid memories of the protagonist. Only at the end of the film, these
random images form the whole picture and help the spectator to make assumptions
about their hypothesis. These images are from a four to five-minute events when the
protagonist’s wife and daughter were killed because of his triggering anger and
arrogance. The protagonist (Kadir) is a famous actor who plays one of the leading parts
in a TV serial. This fictional TV serial have many similarities to a real Turkish TV
serial called Kurtlar Vadisi. Kurtlar Vadisi became very popular among Turkish
audience so the fans of this serial began to emulate the leading actors in it. This script is
concerned with one of the basic characters in a fictional serial with his triggering
violence and macho way of behaving. Kadir meets his fans on a road in traffic but
because of his anger he becomes the victim of this fame and violence, which causes the

fans to kill his wife and daughter.

After this accident, Kadir is devastated by his loss. He is alienated and his solitude is
soon recognized. While he begins to live in his mother’s house, in his childhood room
he beings to remember things and confront himself, which enables him to slowly
change for good. He remembers the past, realizes his distant relation with his father,
mother, dead wife and daughter. With the old video recordings and the tapes he is
interested in, it is easy to figure out that Kadir had lived his youth in the 80s and 90s

when Turkish society was changing with the waves of global change. The rise of the



consumer society resulted in Kadir’s being alienated and dependent to his fame and

screen persona.

From his window, Kadir watches a Georgian woman (Lena), who works at the
apartment opposite to his. After Kadir’s story, the script reaches a mid- end and the
narration follows the second protagonist as Lena, goes deep to Lena’s world and
narrates her misery, solitude and being apart from her homeland, her child and being a
victim of Russian- Gregorian war by her son’s death during the war. Both Kadir and
Lena are the victims of violation, sorrow and loss. They cannot help each other but they

manage to see each other and find a way out for some hope.

The script’s overall theme can be summarized as the after- effects of violence. The
narration is ordered in such a way that the spectator can be encouraged to fulfill the
information that the narration does not prefer to share. The narration also does not
present the violence, thus does not prefer the spectator to witness the violence. Both
protagonists are the victims, and where this violation comes from is the major question
that the narration poses. The whole script and the mental state of the characters can be

interpreted as a post-trauma.

This thesis will focus on the narrative principles by basically following the neoformalist
theories. In the analyze of three Turkish films in terms of memory and similar
characteristics of the feature script Kars: A¢i/ Reverse Shot Neoformalist principles will

be at the center.

First of all, the explanation of the term narrative will be studied followed by the
elaboration of some traits of narration like syuzhet, fabula, causality, time and space,
knowledge, self- consciousness, communicativeness; and two types of narration;
classical narration and non- classical narration will be examined with their essential
features. Since neoformalism suggests that the spectators viewing process is never
passive and uses this idea throughout the narrative analysis, basic terms of
neoformalism will be studied which will be followed by the next section which

discusses the viewer’s activity.



This study acknowledges that the spectator is active while constructing the story of the
film referring to neo-formalist analysis. The spectators fulfill some gaps of the syuzhet
to be able to construct a meaningful story line. Individual memory contains gaps which
are fulfilled when we remember something and the past is reconstructed in the present.
In the memory section, this thesis will study what Freud claims about forgetting in
terms of individual memory and what Andreas Huyssen states about memory in terms
of social and collective memory. Andreas Huyssen claims that we are living in a
“hypertrophy of memory” period and asks if this kind of memory practice helps to

remember or stimulate the social amnesia.

The spectator’s interpretation process and its relationship with the memory will lead us
to films where the individual memory and cultural memory can be recognized together.
Since the aim of this thesis is not a thorough study of collective memory or to disclose
all the theories upon collective and individual memory, only two theorists, Freud and

Huyssen, will be the focus of interest.

After the basic study of memory discourses concerning Freud’s repression and
Huyssen’s theories, the silent history of Turkish cinema will be exposed generally.
Before the conclusion part the narrative structure of three Turkish films ( Waiting for
the Clouds, Bulutlari Beklerken (Yesim Ustaoglu, 2003) Autumn/ Sonbahar (Ozcan
Alper, 2008) and In Nowhere Land/ Hi¢chir Yerde (Tayfun Pirselimoglu, 2002), and
their relation with the concept of memory will be discussed. These three films have also
similarities with “Reverse Shot/ Karst A¢i” in terms of memory, loss, pain and post-
trauma. The films will be analyzed deeply by using the terminology of narrative and

memory discourse.

The three films are produced after the 2000s which leads to inquire about the issues
concerning Huyssen’s memory discourse which posit that we are living in a memory
obsessed period. The film’s narrative structure will also lead us to make assumptions
about spectator’s constructing process of the fabula (story) by making connections with

their prior knowledge of collective memory. The narrative style of these three films



creates an open and free space where the spectators are invited to remember or

experience their own memory practices.

While examining the narrative structure of the aforementioned films, this study posits
that withholding information, the essence of the gaps, the way the syuzhet is ordered
and the fabula is constructed, but above all, the narrator’s choice of themes upon
memory make these three films be an important tool for arousing the spectator’s
memory, thus defeat the possibilities of forgetting recent history and refresh both the

individual and collective memory.



2. WHAT IS NARRATION

2.1 THEORIES OF NARRATION

The study of narrative is called ‘la narratologie’ in French, rooting from the English
word ‘narratology’ Narrative theories arise from literally theories. This thesis will study
especially the formalist and structuralist approaches and their effect upon cinema
studies and neo- formalist analyses. Seymour Chatman explains narratology trends as

follows:

Modern narratology combines two trends: The Anglo- American inheritance
of Henry James, Percy Lubbock, E.M Forster and Wayne Booth, and the mingling of
Russian formalists Victor Shklovsky, Boris Eichenbaum, Roman Jakobson and Vladimir
Propp with French structuralist approaches Claude Levi- Strauss, Roland Barthes, Gerard
Genette and Tzvetan Todorov (Chatman 1974, p. 435)

Theories of narration is distinguished as mimetic and diegetic. The primary difference
between mimetic and diegetic is the difference between telling and showing. Diegetic
theories conceptualise narration as an activity of telling while mimetic theories look for
visual signs that can conceptualise narration as an activity of showing. Digetic theorie’s

definiton of ‘telling’ may consist of either written or oral (Bordwell 1985, p. 3).

The mimetic approaches were founded upon analogies between film and other media;
literature or theatre. Diegetic approaches include similarities between narration and
speech or writing. Bordwell maintains that “Aristotle may be credited with founding the
mimetic tradition of narrative representation and Plato is the principal ancient

spokesman for the conception that narration is fundamentally a linguistic” (1985, p.16)

When we want to talk about narrative theories upon cinema rather than literature, the
Russian formalists play a great role. Moreover, Bordwell explains that they were the
first to discover the similarities between language and film (ibid, p.17). Russian
formalist Yuri Tynianov draws a parallelism between the poet lines and a shot; Boris
Eichenbaum compared the photographic language of a film to the poetic language
which is different from daily language. He declares that these similarities would be

expressed again in the essays of Einstein, Vertov, Kuleshov and Pudovkin (ibid, p.17).



Russian formalists worked in Russia from the mid 1910s to early 1930s. Russian
formalist Vladimir Propp’s ideas about narrative had a great impact on structuralism. In
his text called Morhology on the Folktale, Propp analyzed the tales according to their
structural form. Before him, the critics ordered them according to their themes. He was
the first to exploit this kind of approach. He studied a hundred folktales and broke each
one down into fundamental parts. He studied these parts according to their purposes
they posses. He called these fundamental parts ‘functions’. He found out thirty one
functions and suggested that in all tales the order of the events were always exactly the
same. He also studied the characters according to their purposes as well. He did not
analyze the characters according to their characteristic qualities, rather he analyzed them
according to their actions and roles. He outlined seven ‘spheres of action’- the villain,
the donor (the provider), the helper, the princess and her father, the dispatcher, the hero
or victim and the false hero. He also explained that each character may contain more

than one action (Taylor and Willis 1999, p. 75).

French structuralist Tzvetan Todorov’s narrative model suggests that, narratives begin
with a state of equilibrium and then comes the disruption. When a mischievous force
disturbs the equilibrium, the result is disequilibrium. Throughout the narration the only
aim is to change and fight against this disequilibrium. When disequilibrium is changed
by an opposing force, the final result is a new equilibrium which is different from the

beginning state of equilibrium (Taylor and Willis 1999, p. 76).

Structuralism influenced many theorists and critics, for example, in the 1960s British
critics identified structuralism as a method. The British critic Peter Wollen is an auteur-
structuralist from the 60s and 70s. He applied structuralist ideas to the works of great
authors. In 1953, the term “diegesis” had a widespread acceptance since Etienne Sourai
described diegesis as the “recounted story” of a film. Diegetic theories of narration had
its big developments during 1960’s. Roland Barthes applied Saussure’s semiology
(science of signs) to all media. “Barthes’s most comprehensive analysis of narration
“The Structural Analysis of Narratives” declares that every narration depends upon

linguistic codes” (Bordwell 1985, p. 17). After this essay which was published in 1966



Bordwell claims that a big difference occurred in structuralism. Earlier the focus was on
the problems of denotation and connotation, but after 1966 the focus structalism shifted
to enunciation. Bordwell explains that the concentration was previously upon the

problems of subjectivity in language (1985, p. 17).

French structuralists also enforced linguistic theory to film analyis. Colin MacCabe
contended that dominant narrative cinema is similar to the nineteenth- century realist
novel, and he used the term ‘metalanguage’ (which has three attributes such as creating
a hierarchy of discourses, telling the truth and being transparent). According to
Maccabe, in classical films, characters speak but their discourse is framed by a camera
which he compares this to the novelist’s metalanguage. Bordwell claims that MacCabe
assumes nineteenth century novel as monologic degraded to one dominant discourse
while Bakhtin contends that the novel does not have a single and unitary language.
Hence Bordwell argues that filmic narration can not be flattened under a ‘monolithic

metalanguage’:

As Bakhtin points out with respect to literary narration, filmic narration can often be
characterized by the interplay of potentially equivalent narrational factors than by the
flattening of all elements under a monolithic metalanguage (Bordwell 1985, p. 20).



2.2 THE WORD “NARRATIVE”

Narrative had been defined similarly by some theorists; in this part this thesis will try to
list the definitions made by some theorists and will try to focus on the basic aspects

which most of theorists articulate.

French literary theorist Gerard Genette began his study by defining the words general
use and proposed to make some distinctions and choices for different notions of the
word. He noticed three notions for the term narrative; one of them refers to the narrative
statement, as Genette explains, “the oral or written discourse that undertakes to tell an
event or a series of events”. The second meaning refers to “the succession of events,
real or fictious that are the subject of this discourse and to their several relations of
linking, opposition, repetition, etc”, and the last meaning refers to “the event of the act

of narrating” (Genette 1972, p.25).

Genette proposes to use the word ‘story’ for the signified or narrative content;
‘narrative’ for the signifier, discourse or statement and narrative text itself and
‘narrating’ for the producing narrative action. (Gerard 1972, p.27) Genette clearly
defines that his analysis of narrative discourse is about making connections and finding
relations between narration and its contents. Genette basically focuses on the

relationships between narrative and story, narrative and narrating and narrating and

story (ibid, p. 29).

Seymour Chatman contends that narrative is not just a literally term and he notices that
it can be seen in any medium. He explains that narrative has a structure and

organization.

This organization needs to be actualized, in written words as in stories and novels, in
spoken words combined with the movements of actors imitating characters against sets
which imitate places as in plays and films; in drawings; in comic strips; in dance movement
as in narrative ballet and mime; and even in music (Chatman 1974, p. 435).



Bordwell follows prior theorists’ footsteps and defines three notions of narrative:

A narrative can be studied as representation, how it refers to or signifies a world or body of
ideas. This we might call the "semantics" of narrative, and it is exemplified in most studies
of characterization or realism. A narrative can also be studied as a structure, the way its
components combine to create a distinctive whole. An example of this "syntactic" approach
would be Vladimir Propp's morphology of the magical fairy tale. Finally, we can study a
narrative as an act, a dynamic process of presenting a story to a perceiver (1985, p.17).

Bordwell and Thompson define narrative “to be a chain of events in cause- effect
relationship occurring in time and space” (1993, p. 75). When Robert Stam defines
narrative, he focuses on connection and time aspects. He defines narrative as the events
which are logically connected and occurring over time. (Stam 1992, p. 69) Greimas
(1996) highlights cause and effect chain of narration, analyzing that the narrative
structure is formulated to achieve a central target towards a resolution. Prince gives
more importance to the connexion of events. (cited in Taylor& Andrew 1999, p. 68)

As we commonly see in most definitions causality, time and space are crucial elements

in film narrative.

2.3 FABULA (STORY) & SYUZHET (PLOT)

The definition of the word “narration” may embody further and deeper explanations
when we include the definitions of principles of narration. Narrative theory’s
terminology roots from the Russian formalist’s. Russian formalists distinguish
narration according to the story line and action, line and name them as fabula and

syuzhet.

Bordwell defines that formal methods make it possible to define how narration works.
He follows the path that had been opened by the Russian formalists. Bordwell and
Thompson use the nomenclature of Russian formalists such as ‘fabula’, and ‘syuzhet’.
Since these words may also refer to plot (syuzhet) and story (fabula), Thompson don
not prefer to use the English words regarding the fact that that only the Russian terms
relate to the Russian formalism hence neoformalism’s choice of terms (Some critics
and theorists may prefer the word story instead of ‘fabula’ and plot for ‘syuzhet’ in

translation)



Thompson defines narration as “the process where by syuzhet presents and withholds
fabula information in a certain order is narration” (1999, p. 41). Bordwell explains that
the spectator’s activity has a vital importance during the analysis and he agrees that the
narration’s formal system cues and controls the spectator’s constitution of the story.
Bordwell defines fabula as “the imaginary construction we create progressively and
retroactively” (1985, p. 49). Bordwell adds that the viewer order the events in a
chorological, logical order and reach the story which is called the ‘fabula’. The fabula
can be defined as the result, the overall interpretation of the film’s story; on the other
hand, the syuzhet is the collection of fabula events. Bordwell defines syuzhet as “the
actual arrangement and presentation of the fabula in the film”. Bordwell perceives the
syuzhet as a system because it acts according to some definite standards. The syuzhet
organizes constituents of the narration, especially the events in the story. (ibid., p.50)

Bordwell defines narration as “the process of cueing a perceiver to construct a fabula
by use of syuzhet patterning and film style” (ibid, p. 53) Bordwell states that during the
narration, syuzhet and style unite and encourage the spectator towards developing and

comprehending the fabula.

While analyzing the syuzhet, Thompson uses the terms ‘proairetric’ and ‘hermeneutic
lines’, borrowing them from Roland Barthes:
The proairetic aspect of the narrative is the chain of casualty that allows us to understand

how one action is linked logically to others. Hermeneutic line consists of the set of enigmas
the narrative poses by withholding information (Thompson 1999, p. 39).

Thompson defines that these two trigger the spectator for constructing the story. If
these two lines didn’t contain causality, logic and dynamism, it would be hard for the
spectator to build a reasonable and coherent story. The events would seem muss and
sparse, absence of overall sense would be noticed. In the fourth section the spectator’s
activity will be studied and proairetic and hermeneutic lines will be analyzed. These
two aspects of syuzhet will have vital importance of encouraging an active perception

by the spectator.
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2.4 CASUALITY, TIME AND SPACE

The Russian Formalists focused on the syuzhet- fabula distinction while analyzing
narratives. The distinction between the plot and story affects three aspects of narrative:
causality, time and space. Bordwell focuses on three principles that relate the syuzhet to
the fabula. First one is casuality, in other words “narrative logic”. In constructing the
fabula, the audience perceives relations between the events. According to Bordwell, the
syuzhet can either ease this construction by furthering the spectator to make logical
assumptions or the events could be ordered or designed in such a way that the syuzhet

may handicap the spectator to construct causal means (Bordwell 1985, p. 50).

The second aspect is time which Gerarad Genette studied deeply and differentiated time

aspects as order, duration and frequency which Bordwell studied as well.

The syuzhet can cue us to construct fabula events in any seguence (a matter of order);

cansuggest fabula events as occurring in virtually any time span (duration) and the

syuzhet can signal fabula events as taking place any number of times (frequency)(ibid,

p-51).
Using the terms order, duration and frequency, Genette refers to German theoreticians
and their studies upon differentiating between narrative time and story time. He studies
relations between story time and time of the narration in three ways: One of the
relations is about how events are ordered in the story and how they are lined up in the
narrative. The second one is about the duration relations. There is duration of events in
the story and duration of the narrative, which is the length of the text (film). The third

one concerns frequency. The story may have iterative texture as well as the narrative

and the relationships between these frequencies are studied (Genette 1980, p. 35).

The third aspect of narrative is space which has concerns with spatiality. The fabula
takes place somewhere. Bordwell maintains that the syuzhet may either assist the
spectator by cueing with the appropriate environs and with the story’s factors which

also help the construction or manipulation of the space (1985, p. 51).
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Bordwell deeply studies syuzhet’s controls of information. He suggests that the syuzhet
does not give complete and detailed information to the spectator at once. That is, the
whole story is arranged by the syuzhet and the syuzhet controls which information to
share and which to hold back. Narration makes choices and decides which fabula
events would be presented and which will either be presented later, earlier or never.
Syuzhet combines fabula events in a certain and selective way. “Selection creates gaps;
combination creates composition” states Bordwell (ibid, p. 54). The narration may
leave gaps between events. If the narration withholds some fabula, information gaps are

created.

Bordwell categorizes gaps by referring to Sternberg’s definition. Gaps can be
temporary or permanent meaning that the “informational hole in the fabula can be
plugged (quickly or eventually) or never plugged” (ibid, p. 55). Lack of information
and their qualities form the gap styles. Bordwell contents that the syuzhet can “flaunt or

2

suppress gaps in the fabula”. If the spectator feels or acknowledges that there is
something he/ she needs to know but the information is not given, then the gap is
noticed clearly and it is flaunted. When the gap is suppressed, it means that it is not

calling attention.

A gap can also be described as diffuse or focused. Bordwell defines the difference
between these two by their impact on the interpretation disparate of the spectator. A
diffuse gap is like an open- end, it gives space for different hypothesis; on the contrary,
focused gap creates analogous hypothesis. According to Bordwell “these are the

indications that suggest the range of effects that ‘gaping’ tactics can achieve”.

These gaps are necessary in the narration to make the spectator follow the syuzhet.
Bordwell stresses that “Only by delaying the revelation of some information can the

syuzhet arouse anticipation, curiosity, suspense and surprise (ibid, p. 55).
The syuzhet combines information according to principles of retardation and

redundancy. Bordwell condenses and modifies Susan R. Suleiman’s survey upon the

possibilities of redundancy in any narration.
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1) At the level of the fabula, any given event, character, quality, story function,
environment or character commentary may be redundant with respect to any other.

2) At the level of syuzhet, the narration can achieve redundancy by reiterating its
relation to the perceiver, by repeating its own commentary about an event or character; or
by adhering to a consistent point of view.

3) At the level of the relations between the syuzhet and fabula, redundancy can be
achieved by representing an event more than once (as Todorov puts it, each event is
narrated at least twice”) (ibid, p 57).

2.5 KNOWLEDGE, SELF- CONSCIOUSNESS, COMMUNICATIVENESS

Bordwell has laid out three basic properties such as knowledge, self- consciousness and
communicativeness borrowing the terms from Meir Sternberg (1978). Knowledge is
characterized by the scale of fabula information it chooses to represent. can be more or
less knowledgeable according to this range (Bordwell 1985, p.57). The narration may
even have more information than the characters but mostly in fiction films the
information is either restricted or enlarged by a single character’s knowledge. When we
want to talk about the depth of the narration, we survey if the narration enables the

spectator to go deeper into a character’s mental states (ibid, p. 58).

What we define is formulated through the perspective of the spectator and whether
these aspects enable the spectator to make assumptions or not. Bordwell defines that
“In general, narrative films are constantly modulating the range and depth of the
narration’s knowledge. Such shifts provide strong cues for hypothesis information”

(ibid, p 58).

Narration’s second property is self- consciousness. This also has a lot to do with the
relation between the spectator and the narration. Narration can be more or less self-

conscious, depending on whether it is aware that a story is being told to someone.
This self- consciousness may reveal itself by the usage of voice- over, “you”, character’s

gaze at the audience (camera). The amount and degree of redundancy can also highlight

the narration’s addressing the spectator (ibid, p. 58).
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We can speak of communicativeness when the narrative shares a specific kind of
information that the spectator is pretty sure that she/he has to know it. For example, the
spectator is just about to see the information that was being withhold but then the scene
fades out, then we can speak about narration’s rejection of communicativeness. Every
narrative has a level of restriction and withholds some fabula information to be able to
make the spectator willing to know what will happen next, we notice these restrictions
easily if the narration is mostly self- conscious (ibid, p. 59). “When critics discuss
narrative point of view, they are referring to knowledgeability, self- consciousness and

communicativeness” (ibid, p. 60).

2.6 TYPES OF NARRATION/ CLASSICAL NARRATION

Hollywood cinema uses all the tools of classical narration hence I may either use the
words ‘Hollywood cinema’ or ‘classical narration’ without referring to any difference
between these two regarding to Thompson and Bordwell who doesn’t distinguish

between ‘classical narration’ and ‘Hollywood cinema’ as well.

The basic principle of Hollywood cinema is that the cause and effects should be logical,
easy to comprehend and follow, and the narration is by definition made up of cause&
effect chains (Thompson 1999 p.10). Thompson also defines classical narration by how
the story ends emphasizing that all Hollywood films accomplish closure in the end.
Coherence and clearness are the key words for classical narration. In the end, all plots
and subplots, all elements of the narration should be justified so as to reach coherence
and clearness. If justification is not clear enough; if there are questions and confusions

about the narration’s cause and effect chains, then it is called a ‘hole’ (ibid., 1999 p. 13).

In a classical narration, the main character tries to accomplish something which is
motivated by his/ her desire. This impulse leads the character to forward actions. Mostly
the action line is organized by the protagonist’s targets. The essential characteristics of
classical narration are to give the protagonist a little time. Mostly the protagonist does

not have enough time to reach his/ her aims (ibid, p. 16).
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Furthermore, classical narration has to be quite cautious about the spectator’s clear
sense. The spectators should not be confused and everything must be comprehensible.
The narrative furtherance, time, space and casual chains have to be as clarified as
possible. If something is left open or if there is a hole, then a ‘hook’ technique is used to
make it clear in the next scene (ibid, pp. 17-19).

“Hollywood narration demarcates its scenes by unity of time (continuous or consistent
intermittent duration), space (a definable locale) and action (a distinct cause- effect

phase)” (Bordwell 1985, p.158).

‘The three act model’” which had been defined and introduced in the late 1970s is also a
common trait of a classical narration. In the first act we meet the characters and learn
about the problem, in the second act contradiction occurs, which makes the problem
harder to solve and in the third act actions lead the characters to a resolution and the

problem is solved (Thompson 1999 p. 22).

Similar to this structure, while studying the classical narration, another term to define it
would be ‘canonic narration’. The canonic story has levels such as exposition, state of
affairs and introduction of the protagonist. Bordwell cites the basic rule of screenplays
and maintains that “... the plot consists of an undisturbed stage, the disturbance, the
struggle and the elimination of the disturbance” (1985, p.157). According to Bordwell
the classical syuzhet embodies two plot lines. One of them arranges the action and
cause- and effect chains of heterosexual romance while the other plot line is mostly

about other relations, targets, wars, etc...(ibid, p. 157).

Bordwell claims that classical narration is usually very communicative, all- knowing
(omniscient) and partly self- conscious. The classical narration has much more
knowledge than all the characters obscure information makes the spectator wonder about
what will happen next. While discussing about the communicativeness, he explains that
the communicativeness of classical narration is apparent by how the syuzhet (plot) treat
and control gaps. There may be time leaps in the narration or causes may not be
conceived enough. The narration’s attitude of enlightening the spectator about these

gaps also formulates its degree of communicativeness. The syuzhet’s order of events
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either makes the narration obvious or not. The narration may disregard some irrelevant
events and adhere to chorological order. This shows the narrations being highly
communicative and unselfconscious. According to Bordwell, classical narration’s other
basic elements are its tendency towards invisible observer. The camera is usually very
omniscient and the narration is formulated to show the spectator most critical moments

by the location of the camera (ibid, pp. 157-160).

When it comes to the spectator’s perception, Bordwell defines and differates the
spectator of classical narration as well. According to him, classical narration’s spectator
is not interested in the form of the narration and how it comprises the fabula. This is an
issue of art- cinema viewer, and they discern the fabula’s unique style and wonder about
the reasons why the fabula is formulated in that specific way. In classical narration, the
viewer centralizes the construction of the story. Bordwell claims that classical spectator
is familiar with the stylistic figures and functions. The viewer proposes possible
hypotheses. These hypotheses are confirmed several times during the construction of the
fabula. These hypotheses are also shaped by the curiosity of the spectator who aims to
figure out the conclusion. Bordwell states that the viewer’s comprehension is restricted.
The cueing process is shaped by the pre- planned reactions of the viewer. Bordwell
posits an important trait which can be taken in hand as a vital characteristic of classical

narration:

In all, classical narration manages the controlled pace of film viewing by asking
the spectator to construe the syuzhet and the stylistic system in a single way:
Construct a denotative, univocal, integral fabula” (ibid, p.165).

2.7 TYPES OF NARRATION/ NON- CLASSICAL NARRATION

There have been alternative forms of narration which implements different modes of
syuzhet and style, another form is non- classical narration. We can simply figure out
some important differences as Bordwell proposes “the syuzhet” in non- classical
narration is not as redundant as in the classical film; there are permanent and suppressed
gaps” (1985, p. 205). Exposition which can be defined as the introduction of the

characters is not usually in the beginning; it can be postponed and narrated deeply
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throughout the film. Classical narration gives great importance to causality, reality,
cause and effect links, while non-classical narration asks questions about the ‘the real’.
According to Bordwell art- cinema narration implies that the world’s laws may not be

(133

cognisable and psychology of people may be indefinite. He says that “‘reality’ may be
multifaceted” (ibid, p. 206). Bordwell argues that cause and effect relations can be
incoherent. There may be episodic construction of the syuzhet as well, instead of
chronological order. The gaps in the syuzhet may be left open. The viewer of the non-
classical narration has a tendency to tolerate permanent gaps more easily. Rather than
strict and logical cause and effect links, chance takes place as a factor. Chance can fulfill

the gaps as referring to unknowingness of causality.

As aforementioned, classical narration has a time limit for the protagonist. However,
non- classical cinema is not dependent to deadlines. When the deadlines are removed, it
is not easy to make severe hypotheses about upcoming actions and an opportunity for an

open- ended form is created (Bordwell 1985 p. 205- 207).

One big difference draws the attention to the character which is goal- oriented in
classical narration; in contrast, non- classical protagonists may ask themselves questions
about their aims. That is, they may go back and forth from one situation to another.

Bordwell refers to ‘boundary- situation’ as Ruthorf calls it.

The causal chain leads the protagonist not to a resolve an aim but rather to a personal
crisis, and help him to ask existential questions. This boundary situation may be
revealed by either the syuzhet organization or “may provide prior fabula information by
exposition” (Bordwell, 1985 p. 208) Bordwell argues that characters’ mental states are
expressed by not only words that explain their physiological situations. “Static postures,
govert glances, similes that fade, aimless walks, emotion- filled landscapes and

2

associated objects, dreams, memories, fantasies, sound tracks, images, etc...” may be
used to express characters’ mental and physiological processes. Similarly, the “syuzhet
may use psychology to justify the manipulation of time and manipulation of frequency

such as the repetition of images” (ibid, p. 209)
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Bordwell states that non- classical narrations tend to be more subjective than classical
narration. Psychological activity may be deeper. Unlike most classical films, the art film
is quite restricted in its range of knowledge. Bordwell posits that “Open ending” is also
one of the characteristics of the art cinema, the outcome of the causal chain is usually
not revealed. Bordwell defines the salient features of art narration as follows:

[...] There may be little or no exposition of prior fabula events and even what is

occurring at the moment may require subsequent rethinking. [ ... ] Exposition will
tend to be delayed and widely distributed; often we will learn the most important
causal factors only at the film’s end. Like classical narration, art film narration
poses questions that guide us in fitting material into an ongoing structure. But these

questions do not simply involve casual links among fabula events[...] The very
construction of the narration becomes the object of spectator hypotheses: how is the
story being told? Why tell the story in this way? Obvious examples of such
manipulation are disjunctions in temporal order. One common strategy is to use
flashbacks in ways that only gradually reveal a prior event so as to tantalize the

viewer with reminders of his or her limited knowledge. “[ ...] Such a flashback is
also usefully equivocal, it might be attributable to the character’s spasms of memory
rather than to the narration’s overt suppressiveness (ibid.p.210)

This reference is also usefully equivocal; it is making clear of art- narration’s structure
and my written script’s structure. My script can also be examined in regard to which
Bordwell argues above; the using of flashbacks, not revealing much about the prior
events until the end of the script; using dreams, fantasies to express character’s mental

states and manipulation of time and frequency. All of these are embodied in the script.

This study will later examine the analogies between my protagonist’s memory, script’s
overall sense of memory and the structure and memory themes of other three Turkish
film narratives. Furthermore, this thesis will try to examine the possibilities of
spectator’s constructing process of the story. Therefore, Neoformalist analysis and its
theories upon the viewer’s activity will be the main guide. Since this thesis’s aim is not
to study precisely all the narrative theories, Neoformalist analyze is chosen to be the
main guide on the way to the film analyses and to the relation between these film’s

narrative structure and Karst A¢t/ Reverse Shot script.
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3. NEOFORMALIST FILM ANALYSIS

Neoformalism is based upon the works of Russian Formalists. Neoformalism basically
centers on the film rather than focusing on an approach while analyzing the film.
Neoformalism does not offer critics who write to confirm their method and who choose
films which can prove their preexisting method. Neo- formalist film criticism avoids
using methods only to approve the critic’s method of analysis. There should not be
determinate norms and patterns which the critic always appeals in the same way while
analyzing the film and the text. Thompson suggests that each analysis should be
different and the critic should always adjust to the principles of his/ her analysis
according to the possibilities that the film embodies as an art. Thompson puts it as
follows: “Neoformalism builds into itself this need for constant modification. It implies
a two- way interchange between the theory and criticism” (1995, p. 6). This kind of
method doesn’t mean that neoformalism totally ignores Marxist and psychoanalytic
concepts as Thompson agrees: “both concepts can be used as a part of the method while

analyzing a specific film” (ibid, p. 28)

Similarly, neoformalism suggests that the spectator’s watching process is active and
modifications occur while they are constructing the fabula.

“Neoformalism as an approach does offer a series of broad assumptions about how
artworks are constructed and how they operate in cueing audience response” (Thompson
1995, p. 6).

The viewer’s activity according to the neo-formalists will be studied further below

3.1 BASIC TERMS OF NEOFORMALISM

Defamiliarization, meaning, interpretation, motivation, functions are repeated often in
neoformalist terminology. Russian Formalist Victor Shklovsky termed defamiliarization
as follows:

.. the purpose of art is to impart the sensation of things as they are

perceived, not as they are known. The technique of art is to make objects
unfamiliar to make forms difficult, to increase the difficulty and length of
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perception because the process of perception is an aesthetic end in itself and
must be prolonged (Thompson 1995, p. 10).

Thompson claims that if some means or some significations are repeated very often,
then the defamiliarization effect many vanish over time and the defamiliarezd subject
may become familiar. As a result, the artistic capacity of films may result in the

common use of automized patterns (ibid, p.11).

According to Neoformalists, meaning is not the outcome of the artistic work but one of
its formal elements. Neo- formalism distinguishes four basic levels of meaning such as:
Referential (some aspects of the film which can be recognized in the real world),
Explicit (when the films state ideas out directly), implicit (when the narration does not
state meaning in a straightforward way and we begin an interpreting process),

symptomatic (when the film represents social dispositions or mental positions of a

group) (ibid, p. 12).

Interpretation has vital importance for neoformalist critic. Interpretation should not be
used in the same way, the analyst’s purpose may change or may be different from other
the others and thus the interpretation may bring out meanings within the film and the
film’s relation to society. Todorov has differentiated two interpretive approaches in
general use as operational and finalist. Operational approach basically deals with the
process of interpretation, whereas finalist approach prescribes regulations for the result

of the interpretation. Marxism and Freudianism can be mentioned as an example for the

latter. (ibid, p. 14).

Thompson asserts that dogged patterns presuppose that any film can fit them and the
patterns should not be that simple so that any film can be applicable. Besides,
neoformalism hypothesizes that meanings differ from film to film. All devices of the
film (a camera movement, a frame story, a repeated word, a costume, a theme....) may

function for defamiliarization and for being used to build up an armed system.

Thompson suggests that devices can be analyzed using the concepts of function and

motivation (ibid, p.14-16). When the analysts will be at work, he/ she should determine
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what type of interpretation is convenient for his/her work. Thompson suggests function
and motivation to be at the center so that it can lead to a deeper interpretation (ibid, p.
21). She explains that a filmmaker’s choices of devices are far from being arbitrary or
‘natural’ since films culturally create meanings. Therefore, she highlights that “the

concepts of motivation and function becomes central” (ibid, p. 36)

“Yuri Tynjanov defined function as ‘the interrelationship of each element with every
other in literary work and with the whole literary system’(ibid, p. 15). A device may
have a different meaning in each film and the interpretation of that device can differ as
well. Thomson suggests that is very risky to read the devices within the same meanings
(ibid, p. 15). Thompson cites Russian formalist Eikhenbaum and refers to his
explanation about the device’s function which the analyst should pay attention more
than the device itself. The artist may prefer another device instead of the old one to be
able to eliminate the automatized effect and to be able to defamiliarize better. As a
result, there may be devices that are used for the same purpose. Thompson uses

‘functional equivalents’ term to define different devices that serve the same function.

Art has a structure and the interaction of this structure with the spectator creates a term

which Thompson explains as ‘motivation’.

The aspect of the device can be explained and justified by its motivation. Thompson
studies four basic types of motivation compositional, realistic, transtextual and artistic.
She explains motivation as “a cue given by the work that prompts us to decide what
could justify the inclusion of the device.” (ibid, p. 16) Although The Russian formalists
differentiated three motivations such as compositional, realistic and artistic, David
Bordwell borrowed transtextual from Gerard Genette and added this to neo-formalist

nomenclature.

Narrative causality, space and time need devices to build up a meaningful composition.
Compositonal motivation justifies the presence of these kind of devices. For example the
narration plants information that will be explained later or will create the cause and

effect chain. In this case we can talk about compositional motivation. Thompson
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explains realistic motivation as “a type of cue in the work leading us to appeal to notions
from the real world to justify the presence of a device” (ibid, p. 16). Thompson clarifies
this motivation by accepting that ‘realism’ and the interpretation of ‘real’ may differ
from culture to culture, from period to period. What this motivation refers to is the
spectator’s ‘real’ knowledge about everyday life and the stylistic predominant codes

which the spectator is familiar with and shapes their interpretation of ‘realism’.

She explains that Transtextual motivation, “most commonly depend on our knowledge
of usage within the same genre, our knowledge of the star or our knowledge of similar
conventions in other art forms” (ibid, p. 18). Transtextual motivation shows that the
viewer is familiar with the device from his/ her precedent knowledge of art.

“Every device in an art work has an artistic motivation, since it functions in part to
contribute to the creation of the work’s abstract, overall shape/ its form.” (ibid, p. 19)
Thompson declares that it is hard to define artistic motivation and refers to Meir
Sternberg’s definition which suggests that between all motivations only artistic
motivation can co-exist by itself. Artistic motivation encompasses all the other

motivations.

Furthermore, Thompson suggests other terms as the important tools for neoformalist
analyst. Roughened form is one of them. When the film’s overall form or the usage of
some devices makes the spectator hard to follow and comprehend the film, we can refer
to Roughened form. Mostly roughened form “involves the creation of delays”. These
delays may “hold off an ending. When the hold off is a pre- designed element of the
narration and over all pattern, this is called stair step construction” Some actions may be
extended, events may go on progressively toward an end. Thompson states that, some
actions can access more importance and can be critical for the overall narration while
some others can be converted or replaced with others and are not crucial enough. The
first one is called bound motifs the latter is free motifs. Roughened form, stairstep
construction, bound and free motifs are the main elements of a film’s form (ibid, p 36-

38).
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4. THE VIEWER’S ACTIVITY

Both the mimetic and diegetic theorists mostly don’t assign mental properties to the
spectator. The passivity of the spectator is usually apparent by the terms like “the
position” or “the place” of the subject. In this part of the thesis, spectator’s active role

will be studied.

Neoformalism does not ignore the communication model of art as having three
components such as sender, medium and receiver. Before we analyze the spectator’s role
in neoformalist analyst, I will refer to Stuart Hall’s important article ‘Encoding
decoding’ (1980) 'which is the basic study suggesting the idea that the spectator is not a

passive recipient of meaning,

4.1 STUART HALL’S ACTIVE SPECTATOR

Encoding and decoding are the main processes of communicative exchange. The
message in its natural form is encoded by the source and decoded by the receiver. Hall
emphasized the importance of the ‘decoder’ as well as the ‘encoder’:

Before this message can have an effect, satisfy a need or be put to a use, it must

first be appropriated as a meaningful discourse and be meaningfully decoded. It

is the set of decoded meanings which have an effect, influence, entertain, instruct

or persuade with vey complex perceptual, cognitive, emotional, ideological or
behavioral consequences (1980, p.168).

The audience may fail to take the message as intended since encoding brings restrictions
on decoding while audiences understand the message as they like. According to Hall,
“asymmetry between the codes of source and receiver at the moment of transformation”
leads to deformation and misinterpretation. Moreover, Stuart Hall states three
hypothetical relations and codes while analyzing how the television messages are
delivered and interpreted by the spectator. The first code is the dominant-hegemonic

position. In this code we can talk about ‘perfectly transparent communication’. This

code formulates the idea that the viewer receives the dominant message as it is and

! Originally published as ‘Encoding and Decoding in Television Discourse” in 1973
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identifies with the hegemonic position. The viewer does not ask questions, but just
accepts and reproduces the message. The second position is the negotiated code where
the audience understands what is being signified and partly share the opinions. They
may modify the message according to their own position. According to Hall,
contradictions between this encode and decoding - “dominant-hegemonic position and
negotiated corporate decodings- generate communication failures. Lastly, the
oppositional code is where the viewers comprehend the meaning of the messages but

clearly ignore it. They do not share the text’s code and reject it. (ibid, pp.174-175)

4.2 COGNITIVE PSYCHOLOGY AND CONSTRUCTIVIST THEORY

The spectator’s activity is also connected with cognitive and perceptual psychology.
Since the 1960s, the dominant view in perceptual and cognitive psychology has been
Constructivist theory. Bordwell states that Karl Popper names the perceiving and
thinking process “the searchlight theory of mind”. This process is an active process and
exterminates the viewer’s passive status. By the unconscious inferences, perceptual
judgments are constructed. Inference making is all- important in Constructivist theory.
“Typical cognitive activities like sorting or remembering things depend on inferential

processes” (Bordwell 1985, p.31).

The inferences progress principally from the bottom up and from the top down. While
bottom up perception is shaped only by the given data and creates short- term effects,
top down perception is based on prior knowledge, interpretations and hypotheses
making. While watching a film, top down processes become active. The spectator’s
cognitive perception is not active only in the moments. As Branigan defines “the
spectator is able to move forward and backward through screen data in order to
experiment with a variety of syntactical, semantic and referential hypothesis” (1992, p.

38).
Perception becomes a process of active hypothesis- testing. Bordwell suggests that some

‘schemata’ that film contains creates knowledge which leads to guiding the spectator to

make hypotheses of what will happen and comprehend the story. For example, some
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prototypes like knowing the shape of a flower, knowing how to swim, etc. are schemata

(Bordwell 1985, p. 31).

Therefore, constructivist theory considers viewer’s activity as a dynamic process. We
have knowledge of everyday life; we have prior knowledge of arts and films. All of
these affect our comprehension of the story. It is not about understanding only, but it is
also about constructing the story. The narration’s gaps, cues, patterns encourage the
spectator to build a comprehendible story. Bordwell claims that since the early 1970s,
some psychologists have been trying to understand how people comprehend, and he
adds that most of these studies brought to light that if an information is missing, if there
are gaps, people usually fulfill it while constructing a story. What Bordwell claims is
crucial to understand the spectator’s activity. “When the events are not ordered in a
chronological way, perceivers put them in a temporal order and seek causal connections

between events. (1985, p.34).

4.3 NEOFORMALIST’S AUDIENCES

Hall’s audiences refer mostly to television audiences, but this revolutionary study of the
audience as an active member of the communication process is crucial to film studies
and for neoformalists as well. Neoformalists’ spectator is active while they are going
through a series of activities, physiological, preconscious, conscious and unconscious.
According to Thompson, among these four, conscious process has a vital importance to
the neoformalist critic. She defines that, we are aware of our conscious processes, and
we go through many cognitive interpretations while watching and reading films. She
declares that art can make the spectators aware of their conventional or usual way of
thinking: “...for the neoformalist, the aim of original art is to put any or all of our

thought process onto this conscious level” (1995, p.27).

Neoformalism insists that the film and the spectator have connections with history with
other works and knowledge of everyday life. Thompson points out that, the situation in
which the film is viewed cannot be excluded from the analysis. “The film’s function and

motivation can only be understood historically” (1995, p. 22). Beside this historical
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context, the viewer’s habits, prior knowledge and familiarization of prior works of arts
have effects on spectator’s viewing skills. Thompson puts it: “the viewer actively seeks
cues in the work and responds to them with viewing skills acquired through experience

of other artworks and of ever day life” (1995, p. 10).

The spectators have emotions, go through perceiving processes and cognition
possibilities, and all of these form an overall comprehension of the spectator; at the same
time they constantly make hypothesis about the story, place of the story, the spatial
surroundings, the character’s motivations and actions, “the source of a sound”, etc...
The viewing process is not stable and is fed by fixed patterns or hypothesis. The
spectators may run between one hypothesis to another when the narration encourages
confirming the hypothesis or opens a new path and possibility for a new hypothesis.
While searching for a proper analysis, neoformalist analyst should take into
consideration the ‘backgrounds’ which form the viewer’s responses. All of the past
experiences are named as ‘backgrounds’. Neoformalism distinguishes three types of
background which Thompson explains: One of them is everyday world. By having
acknowledgement of a world around us and everyday practices we can comprehend and
decode referential and symptomatic meanings, thus they refer to the society we live in.
Explicit meanings are also interpreted by our sense of art and knowledge of the world.
The past experiences of art, recognizing the basic formal style of a narration (such as
being familiar to our act of “following the plot”) involves the second type of
background. Third background involves our awareness of cinema’s being different from
other forms of visual communication sources (such as advertising, reportage, etc..)

(1995, p.21).

Neoformalism also asserts that the spectator’s viewing skills can be improved by
criticism. The starting point to widen this kind of awareness and use the criticism as an
avail instrument is to accept that the spectators are not just passive objects or film

maker’s passive impositions.

Overall, the thesis has studied the definitions of syuzhet and plot. Now we can link the

principles of narration to the viewer’s active situation as Bordwell sums up:
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In any narrative text in any medium, the syuzhet controls the amount and
degree of the pertinence of the information we receive. The syuzhet creates
various sorts of gaps in our construction of fabula, it also combines
information according to principles of retardation and redundancy. All of

these function to cue and guide the spectator’s narrative activity (Bordwell
1985, p. 57).
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5. MEMORY

“The relentless forward march of stimuli in a film puts an extra strain on the spectator’s
memory and inferential processes” (Bordwell 1985, p.33). Watching is a process
concerning memory, the spectators are encircled by their social environment, historical
backgrounds and cultural codes. The spectator’s knowledge of today and the past and
their individual and social memory combine and interact with the narration’s memory.
In other words, memory of story time is enriched with the memory of the screen time.
All of these unite during the watching process and stimulate at the same time.

When the viewer is watching a film, he/ she constructs the story within his awareness of
cues and gaps that needs a short- term memory and within his/ her individual and
cultural memory. Therefore, in this part of the thesis Freud will be studied in terms of
individual memory and Huyssen in terms of social memory and forgetting. Memory
discourse is huge and endless, many theorists and philosophers wrote on memory for
centuries. Since it is not possible to allocate space to all of them, this study will only try
to examine a particular point which will give a chance to articulate what Huyssen and
Freud argue to be employed in the film analysis by linking the chosen film’s narrations

with individual and social memory.

5.1 FREUD AND FORGETTING

The abstract of Freud’s one of the most popular books, Psychopathology of Everyday
Life, emphasizes that psychoanalysis always showed that they referred to some definite
problems or conflicts of the individual. Freud found out that there was not a big
difference between the normal and neurotic person; in other words, the delimit line
between the two is dim. He argued that the psychopathologic mechanisms could also be
observed in normal person with a limited degree. During his studies upon the psychics
of forgetfulness Freud asserts that repression of something is the motivation of
forgetting. (1914, p. 13) As for forgetting the proper names, he selects and analyzes his

own experience of false recollection:

There is not only forgetfulness, but also false recollection: he who strives for
the escaped name brings to consciousness others-substitutive names-which,
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although immediately recognized as false, nevertheless obtrude themselves
with great tenacity (1914, p.4).

After he analyzes his recollecting of a certain name, he realizes that when he
wants to forget an unpleasant memory, he represses it and the repression enlarges,
contains and controls other originally unrelated things, names or memories. He
posits that when he wanted to forget something he mostly did it intentionally but

the other reflections of this repression and other everyday life forgetfulness
occurred out of his will. “The disinclination to recall directed itself against the one
content; the inability to remember appeared in another” (ibid, p.8).

Freud’s studies of forgetting foreign names, the order of names, mistakes in speech and
writing, forgetting impressions and resolutions are mainly rooted by the term repression.
He declares that “We have learned that the disturbance of thought through an inner

contradiction emanate from the repression” (ibid, p.26).

The origin of repression is grounded by an inner contradiction. The roots of this inner
contradiction can go deeper to the childhood memories. Therefore, Freud also studied
the childhood memories and discussed the intention of our memories. He declares that
memory disposes the mementos and selects what to remember and what to forget. He
founds out that the childhood memories that we recall clearly does not have significance
in our personal history. He asserts that these memories can only be a reproduction, a
symbol or displacement of other unpleasant childhood memories: ... childhood
memories owe their existence to a process of displacement and there is a tendency which
favors one memory and at the same time works against another which is repressed”

(ibid, p.57).

He calls this kind of memory concealing memory. He uses the word ‘conceal’ in other to
emphasize that these memories do not exist by their own content; rather they represent a
repressed thought. Freud also underlines the similarity between remembrance and
forgetting. While studying the concealing structure of childhood memories, he states that
we remember unimportant childhood memories continually during life-time, which can
be a deal of ‘recollection’. On the other hand,, Freud analyzes these also as an issue of
‘forgetting’. Sometimes we forget names that we are quite sure that we know correctly.

Freud defines this as a ‘momentary disturbance’ and underlines the similarities between
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this momentary forgetting and recalling through life time. Freud reaches to a conclusion
that “In both cases we deal with the failure of remembering. What should be correctly

reproduced by the memory fails to appear, and instead something comes as a substitute”
(ibid, p. 60).

In sum, Freud commonly articulates that in most cases forgetting arises from a motive of
displeasure. Freud deals with the unpleasant depths of individual memory; societies also
have memories that are unpleasant and repressed. Below, Huyssen’s theories upon

memory will be studied in this manner.

5.2 HUYSSEN’S MEMORY DISCOURSE

Huyssen states that all representational modes, such as language, visual images or
recorded voices are rooted in memory. Some representation modes create an illusion of
‘now’ although re- presentation comes after. The past never exists in memory purely and
taintless. There is always a big gap between the experience of an event and
representation of that event. This gap should not be ignored; this trait of memory can
have a vital importance and stimulating effort for artistic creativity and cultural
meanings. Remembering always occurs in the present time; it is a construction
happening in the present time and the individual memory always includes these gaps
within its twilight foggy atmosphere. Huyssen adds that studying memory as a cultural
construction in the present time is also evident in the recent works of neurophysiology

(1999, p.13).

As aforementioned the spectator’s activity can be defined as constructing what the film
cues. This construction process also happens in ‘present time’. The background, prior
experiences and knowledge which also encompass individual memory and cultural
memory affect the construction and interpretation. Thus, cultural memory is significant
in that manner, yet it is limited by the demands and the analysis of this thesis since a

comprehensive study of cultural memory is not our focus.
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5. 2.1 Huyssen’s hypertrophy of memory

“Today we seem to suffer from a hypertrophy of memory not history” (Huyssen, 2003,
p. 3) Huyssen states that we are living in a fast time; time has been accelerated. The
increase of population, the widespread and fast attacks of means of communication, the
effects of cultural globalization have made us want to slow down and feel anxious about
the ‘speed of change’. According to Huyssen, our perception of time and space is
changing with new technologies. Thus, as mentioned above, he suggests that
remembering had become a hypertrophy to be able to cope with this speed: “The faster
we are pushed into a global future that does not inspire confidence the stronger we feel

the desire to slow down, the more we turn to memory to comfort....” (ibid, p.23).

So far we know that the past and present always encounter each other. Andreas Huyssen
remembers Kluge’s words about “the attack of the present on the rest of the time” and
clarifies that memory has become a cultural obsession. He observes this by the
monumental propositions, museums and arts across the globe. He states that “since the
1980s the focus has shifted from present futures to present pasts” (ibid, p.12). He gives
examples of the boost of retro fashions, the udbredt of personal video recorders that
creates the increase of footage which forms a new popular style of ‘self-musealization’.
He also draws attention to postmodern historical novel which uses past facts, history and

fiction together.

Huyssen argues about the relationship between forgetting and remembering, and refers
to Freud, who claims that these two cannot be separated: “memory is another form of

forgetting and forgetting is hidden memory (ibid, p. 17).
Huyssen adds that the associations of remembering belong to the past and absent now
since the act of remembering takes place in the present. “Inevitably every act of memory

carries with it a dimension of betrayal, forgetting and absence” (ibid, p.4).

Huyssen claims that the more our desire to remember is awakened, the closer we reach

the act of remembering, and as a result the more we get into the era of forgetting. In
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other words, remembering involves the risks of forgetting. He asks some hard questions
such as “Is it the fear of forgetting that triggers the desire to remember or is it perhaps
the other way around?” He claims that such an overload of memory and such an

obsession of memory can lead to the fear of forgetting.

Huyssen cites Nietzsche ‘creative forgetting” in terms of hypertrophy of history in the
nineteenth century and suggests that we should be aware of memory practices and
should count on to the ones that leads to creative forgetting. The memory practices

should not result in the glorification of amnesia:

Memory as a re- presentation as making present is always in danger of
collapsing the constitutive tension between past and present, especially when
the imagined past is sucked into the timeless present of all pervasive virtual
space of consumer culture. Thus we need to discriminate among memory
practices in order to strengthen those that counteract the tendencies in our
culture to foster uncreative forgetting, the bliss of amnesia and what the
German philosopher Peter Sloterdijik once called “enlightened false
consciousness (ibid, p. 10).

5.3 TURKISH FILMS AND MEMORY OF THE 90s

In the next part, three Turkish films which had been produced after the 2000s, will be
analyzed. Before that, it will be useful to have a general look at the Turkish cinema of
the mid 90s in terms of memory practices since the films that had been chosen plays a
great role to change the repeated memory practices of some previous films that could not

embody the analyze of the society and the times we inhabit.

After 80s, a shift has occurred in the society. September 12" 1980 military coup was a
big offence to the leftist politics, human rights and freedom, this date was a starting
point of apoliticization of the new generation which has its effects and politics still going
on today in 2010. Lots of pains, murders, tortures, imprisonments had occurred during
that period. 80s was also a turnout about the economical politics of Turkey as the
neoliberal economy was taking control. The world was going fast with the capitalist
globalization, imperialism and Turkey was accompanying it. There were no signs that
social state was taking part. Labor class was going through hard times; the exploitation

of proletariats was increasing and the gaps between classes. According to Akbal, the
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society was silent during the 80s and afterwards. ... the silent denial of the whole
society about the violent coups that result in uncomfortable and never confessed feelings
of shame and disgrace” (2009, p. 228). She explains that this silence was rooted in

traumas which society could not either grieve or heal.

It is not possible to say that no films on the 12" of September were produced. On the
contrary, there were around ten movies during the mid 80s till the mid 90s like Sen
Tiirkiilerini Séyle (1986), Ses (1986), Kara Sevdali Bulut (1987) Av Zamani ( 1987), Sis
(1988), Biitiin Kapilar Kapaliydr (1989), Ugurtmayr Vurmasinlar (1989) Bekle Dedim
Golgeye (1990) Eyliil Firtinast (1999) Babam Askerde (1994) 80. Adim (1995 (Akbal,
2010, forthcoming article). Though it is possible to determine that ten films in a ten years
time is not high number. Besides, the censorship processes also played an important role

to identify this period as a silent period.

When we reach to the mid 90s, another problematic occurred in contemporary Turkish
films. Akbal assists that after the mid 90s, some films were not able to reflect the world
around us; “they distanced themselves from conflicts centered around class” (2009, p
228) According to her, these films was glorifying the lumpen world and the violence,
without analyzing the reasons and results of it and without analyzing the society they
inhabit. She gives examples for these films as follows: Mixed Pizza (1997); On Board
(1998), A Madonna in Laleli (1998) Destiny (2006) In the Pub (2007 (2009, p. 223)
Akbal states that the films that narrate the male ego and their lumpen world with
violence towards each other and towards women can be defined as “lumpen
nothingness”(ibid, p. 222), Akbal claims that these films are not criticizing the society,
the conditions that led the characters to be represented and behave that way. The
characters are not located in a spatially special place which also gives information about
the state of world. She defines that the characters seems as if they are living in a ‘bell
jar’ which is isolated from the world they live in. The films are out of focus and lack of
questions and an analytical look. The lumpen’s world are represented without asking

questions like why and how.
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Also Giovanni Scognamillo states that during the second half of the 80s and during the
90s, main tendency was to narrate personal stories, selfish looks which have
psychological concerns. If by chance the society was represented this was just as a tiny
backdrop without any analyze and with uncertain allusions to the society we live in.
(1998, p. 445- 446) Scognamillo claims that Oguz Adanir was complaining about not
finding a chance to watch a film that either criticizing or defending September the 12

till then- which corresponds to the mid 90s (ibid, p. 445).

The films that Akbal regards can also be analyzed by their trigger to forget, their
potential to fasten amnesia. Since there is no link or references to collective memory nor
traumas and even individual histories and memories, the narrations do not stimuli the
spectator to remember. On the contrary they are making them fall deeper sleep of
amnesia and stir up violence. Akbal states that “September the 12™ era has been left

behind as a far away world from another time, another place” (2009, p. 226).

When we come closer to the 2000s, Akbal give examples of films concerning September

the 12"

Like Vizontele Tuba (2003), Babam ve Oglum (2005) Eve Ddéniis (2006) Beynelmilel
(2006) Fikret Bey (2007).

It is interesting that in 2000s, not only the films that have concerns with Turkey’s recent
wounds, pains and traumas increased in number, also dealing with the contemporary
issues of the society and historical films escalated.”. Now a question can be asked: Is this

increase can be interpreted as a sign of “memory hypertrophy” which Huyssen suggests?

? Besides the ones above and the ones that will be analyzed it is possible to add Giinese Yolculuk (2000)
Biiyiik Adam Kiigiik Ask, (2001)/ Filler ve Cimen (2001) Camur (2003) Yazi Tura (2004) Takva (2006)
Sakly Yiizler (2007) Riza (2007) O... Cocuklar1 (2008) Gitmek (2008) Bornova Bornova (2009) Iki Dil Bir
Bavul (2009) These films were dealing with contemporary or very recent issues of the society. Egreti Gelin
(2005) Eve Giden Yol, 1914 (2006) Hacivat Karagéz Neden Oldiiriildii? (2006) Mavi Gozlii Dev (2007)
120 (2008) Giiz Sancisi (2008) Devrim Arabalari (2008) Kiskanmak (2009) can be categorized as
historical dramas that demonstrates the increase in number. New technical developments in Turkish film
industry and a high increase of Turkish films in the box offices are one of the reasons of this accretion but
this ground is excluded since this aspect is not the main focus of this thesis.
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Analyzing this increase as a memory disease can be too unfair when Turkish history, the
silent period of the society and Turkey’s tradition of not coming to terms with quilt, pain
and traumas is taken into consideration. The society’s silent, denial background can help
us to interpret these as a remedy, as a recall that leads us to “remember for the future” as

Huyssen suggests (ibid, p. 227).

Akbal emphasizes that “all bleeding cuts search for remedy” (ibid, 230) and states that
hope is in the hands of directors and in the rest of the society, and offers a way of
thinking analytically. Below, in this sense, three films which give hope by their

analytical way of dealing with social memory will be analyzed.
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6. FILM ANALYZES

Waiting For The Clouds/ Bulutlart Beklerken (Yesim Ustaoglu, 2003) Autumn/
Sonbahar (Ozcan Alper, 2008) In Nowhere Land/ Hi¢hir Yerde (Tayfun Pirselimoglu,
2002) will be analyzed.

Since it is studied above, by the 2000s many films were produced dealing with recent or
contemporary issues of the society ranged in genre by the appendance of the historical
dramas. A questions is taken into consideration then, what makes these three films

different and privileged to analyze?

The most important common aspect of the films is that they were the first to represent
the issues they concern which creates a defamilirazing effect. The spectators were not
familiar with the subject and the story (fabula). All of the films are confronting a
historical truth which is an issue of collective memory. They look at the past deeply and
remind us of some events concerning the character’s reasons to be miserable. Generally
speaking, Waiting for The Clouds inform us of the exile of Orthodox Pontus Greeks in
1916; Autumn reminds us of the hunger riots in prisons in 2000s and /n Nowhere Land
remind us people’s being lost or dead after the probation in the 90s. All of these subjects
are big wounds that had been forgotten or effaced in Turkish society.

These first representations may create an important tool for the memory practices and

may give chance to arouse the memories of the spectators.

It will be useful to give some information about the historical backgrounds of these
films to be able to comprehend and discuss their value upon memory. Waiting for the
Clouds deals with a historical truth that had been kept as a secret by the society and
government for years. Black Sea region of Turkey was once the ancient country of
Pontus. The Greek Orthodox population of Eastern Black Sea region became victim of a
systematic policy of extermination by Turkish authorities in the winter of 1916. The
government organized an evacuation. People were forced to a long trek. During that
exile many Greeks died. The estimated number of Greek people dying from cold,

hunger or sickness is 350.000- 500.000 (www.silkroadproduction.com)
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During the years between 1916- 1923, this pressure upon the minorities went on.The
idea of nation was rising by the establishment of new Turkish Republic and minorities
were forced to accept to live in some bad conditions. In 1923 a pact was signed between
Greece and Turkey. Some Greeks still living in Turkey was forced to go to Greece and
some Turks living in Greece were forced to come back to Turkey. The protagonist of
Waiting for the Clouds symbolizes the escape from all this exiles; she survived and
began to live in her old region but she had no other chance than hiding her true identity,

religion and name.

1975 which the events take place in the film is also an important period to give general
information. The first census which was including the minorities was administered in
1975. In the era of 70s, fear from ‘others’, nationalism, and lack of tolerance toward the
minorities were rising. In 1955, September the 6-7" events- when Turks attacked the
Greek and Armenian minorities- showed how public was full of hatred and how
government was fostering this hate and fear. In 1975, the military coup of 1971 was just
over and Turkey was going thorough a political period which would lead to another
coup in 1980. The government was a coalition between central Right and Islamic
parties. The military and the police was supporting the Right. At the universities the
Leftist movement was trying to show up against the rise of the right and nationalism.

Many activist, leftist students were being killed during these conflicts and battles.

Second film Autumn reminds of Turkey’s hunger riots in prisons in 2000s. Some
arrested people and some prisoners were forced to the F type prisoners. The prisoners
were against this and they began their hunger riots and death feasts. In December 2000,
the government and security forces began an operation to stop hunger strikes. This was
also called “December 19™ slaughter” since many prisoners were killed and hundreds
were injured. This operation was also named as “Back to Life Operation/ Hayata Doniis
Operasyonu”. Autumn begins with footage from these operations which directly
addresses to collective memory since in spite of the courts and law of torts, the
government did not pay this sin, pain, deaths off. The government did nothing about it.

The press had covered this issue but by the time passed, the post- effects were not
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mentioned in press, people begin to remember it less and less every day and public

began to lose its responsibility on this issue.

The third film, In Nowhere Land deals with the missing people and takes the attention
to the governmental forces since these disappears occurred during probation. /n No
where Land reminds of the Saturday Mothers who held protest against these missing
and asked for an answer from 1995 till 1999. The film’s relation with Saturday Mothers

will be discussed briefly below in the film analyze section.

In sum, the last two films are dealing with recent wounds that had been forgotten in a
short period of time and had not been represented enough. Although Waiting for the
Clouds goes a long way in history the film links 1910 to 1975 which is also taken into

consideration as recent period of Turkey that embodies risks of being unforgotten.

Second important common aspect of these films and the motivation of choosing them
for this analyze can be explained as follows: Even though they are not directly referring
to the 80s and the military coup, all of the films analyze the society and history. These
films are definitely picturing a Turkey that had been teared apart that had been bleeding
and had been politically smashed since the 80s. The post traumas of the 80s can be
clearly seen, analyzed and represented in these films. The distance and confrontation
which 20 years of time brings, clears the vision of the film and adds positive effect to
the film’s analysis of the past. In this sense, all of the three films focus on the collective

memory.

Third common aspect is their intersection with collective memory and individual
memory one at a time. The protagonist of all of the three films gets in contact with their

individual memory which is organically tied to the collective memory.

Another important ground to choose these films is their narrative structure: The form of
gaps, the ignorance or denial of the protagonist, the syuzhet’s being ordered to reflect
the present as a time captured by the past, etc... All of these serve the same result. They

address to the spectator’s memory. While the spectator tries to fulfill the gaps and
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construct the fabula concerning the past, both the protagonist and the spectator goes into
a remembrance process deeply, thus this results in the interactive relation of memory

and narration.

The film’s synopsis and their interrelation with their subject is totally different in each
film but what make them alike are their similarities in terms of memory, pain and loss.
These three concepts have parallelism with my script’s (Reverse Shot/ Karst A¢t) some
key words as well. We commonly see the results of some violence that had been pointed
towards the protagonists by the government and hegemony in all of the three films. The
“post- effects” of violence on people who are either innocent or trigger of that violence
is also the main theme of the script. Reverse Shot/ Karsi A¢i’s protagonist goes back to
his childhood, youth home and tries to remember the lost and relatively happy past. The
protagonist wills to live as if time had never passed. The house, the tape recorders, the
cassettes of the protagonist reflects a time of the era of 80s and 90s. The protagonist’s of
all of the three films tries to ignore, remember their past or to find answers about the
past as well. (Three of these processes may occur in temporal order or not in each film).
Besides, all of them, (except Autumn’s protagonist) are facing the future and wills that

the present which entitles the past will be remembered in the future.

The protagonists of all of the three films are similar and these basic similarities can be

exposed as follows:

All of the protagonists are alone and isolated from the outside world, they can contact
with only one or two close people; all of them is passing through post- traumatic
syndrome whether years or just months have passed since their painful experience; all
of them are victims of the hegemonic forces, some ignore it, some resist and some hide
it for years. The environment in which the protagonists inhabit does not contain
references of time (mostly in the beginning). The geographical landscape or the
locations gives a sense of timeless zone. All of the protagonists deal with “death”.
Death appears in many forms, e.g the events begins with a death of a loved one; the

ignorance of death of a loved one or a desire to reach the inevitable death.
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Below, for each film, the narrative structure will be studied by using the terminology of
neo-formalist analyzes. The memory discourse that each film may concern will be
discussed. The film’s relation with collective memory and its possible effects upon the
spectator’s construction of the fabula and the stimulation of their individual and

collective memory will be argued.

6.1. WAITING FOR THE CLOUDS/ BULUTLARI BEKLERKEN (YESIM
USTAOGLU, 2003)

The movie takes place in Tirebolu, in 1975. Ayse (Ruchan Caligkur) lives with her elder
sister. When her sister dies, Ayse begins to feel more and more miserable everyday due
to her loss. She finds an old photo which makes her misery arise; she begins to act
distant and aloof in her relations with everyone in the village. The neighbor’s boy
Mehmet is worried about Ayse because they used to spend time together and Ayse used
to tell him stories. Ayse stops talking with people and when she speaks to Mehmet, she
speaks in a foreign language (Greek) which Mehmet does not understand. Mehmet also
likes running around with his young vagabond orphan friend, Cengiz. The boys are
always on the lookout for the return of Cengiz’s father, even if everyone says he was
executed for being a Soviet spy. After Ayse and other villagers make the long hike up
into the highlands in the summer, Ayse retreats to her tiny wood cabin and remains
isolated high among the clouds, ready to spend the winter there all alone. Ayse’s odd
behavior starts rumors among the villagers. Suspicions also arise with the arrival of a
stranger named Tanasis. Convinced he's a spy, Mehmet and Cengiz follow his every
move. The boys discover that Tanasis speaks the same language with Ayse, and they
take him to Ayse. High up in the mountains Ayse, all alone, reveals her story to him.
Ayse tells about her ethnic background. Adopted by a Muslim family, Ayse was
actually born as Eleni, the child of an Orthodox Pontus Greek family. For over 50 years,
she lived in fear, protecting her true identity. Ayse confesses she has been burdened
with guilt for abandoning her younger brother when they were children. Instead of
following him when he was deported to Greece, she chose to remain in the safety of her
adoptive family. Determined to regain her past, Ayse decides to travel to Greece to

search for her long lost brother.
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6.1.1 Narrative structure of Waiting for the Clouds

The film begins with black and white footage of some crowd being transported by ship
and small boats. The documentary and the original images imply something of the past
but which basic time, place and event it is referring to remains uncertain. By the end of
these images, we notice a girl with a little boy smiling at the camera, which is the most
emphasized image among many others and remains still and finalize the credit part.
Since these images are shown during the first credits, we do not make any assumptions
or hypothesis about the images, but as the film begins and “1975, Tirebolu” is titled we
assume a continuity chain with the old images we have seen and interpret the film’s

beginning point as if it is “years after” although this information is not titled.

The exposition reveals basic information about the character’s past when the officers
come and ask basic questions for the census. In the beginning, the spectators mostly
make their basic hypotheses that may follow through the construction process. In this
scene, the way Ayse hesitates while answering the questions may make the spectator be
suspicious about the truth of the information she gives, yet there is not much evidence

that lets us see that the narration is trying to cue the spectator.

When Ayse’s elder sister dies and when she looks at an old photo, especially in that
scene, the cueing process overtly begins. The narration is trying to make the spectator
curious about the character since we do not know why she suddenly refuses to talk and
behaves in an odd way. When Ayse looks at an old photo for the first time in the film,
the close shot of her face indicates that there is something important about that photo.
During the film, Ayse looks at that photo three times, in each one we do not see it
proper and close enough. The compositonal motivation can be analyzed since there is
planting of information that will only be revealed towards the end. By withholding
information and not showing the old photo to the spectator, the narrative lets us make
assumptions. The narration knows more than the spectator but not more than the
character. The over all structure of the whole syuzhet is ordered according to this

principle; while we follow the character, the narration also follows the character. This
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makes the spectator be curios about what will happen next. In this sense, the syuzhet is
ordered according to the principles of three act model: we meet the protagonist at her
turning point, she decides to do something and she confronts some obstacles and finally
reaches resolution. Although the general range of the narration can be defined like this,
since the narration is not redundant; the character is not revealing much about her
thoughts, and the protagonist’s aim is not strictly marked, (as it would be in a
Hollywood style). Thus, it is hard to designate the narration’s form as a typical classical
form. Yet, in contrast to this, Waiting for the Cloud’s syuzhet structre doesn’t contain
roughened form and open- ended final. However, withholding information and
narration’s being less knowledgeable less communicative, makes the spectator more

active during the fabula construction.

Through the end when the fabula is shaping overtly enough — either confirming the
hypothesis or not justifying it- the spectator does not have a big need to see the photo
any more. The attention is driven away from the photo. The dramatic action progresses
through to the point, and curiosity of whether Ayse will be able to meet her brother. The
proairetic line leads Ayse to find out where her brother lives and as soon as Ayse goes
to Greece, the narration’s hermeneutic line seems to come to an end since all the
information is revealed. The spectator is now more concerned with the protagonist’s

emotions and the time of the confrontation of the two.

The photo that had been sealed is also out of the spectator’s interest. Only in the end,
when Ayse finds his brother- who ignores that he has a sister, and identified himself as
an orphan for all these years- looks at that photo, and at the same time we see the photo
for the first time. Just like memory being lost in the past and just like the foggy, cloudy
atmosphere of the mountains that Ayse looks at for hours, symbolizing her unpleasant
memory, her desires to remember and being forgiven, the photo is faded with lots of
scratches on it, which also symbolizes the twilight, uncertain traits of memories.
Freud’s repression can be recognized here since Niko cannot remember that he has a
sister. This is why he was probably too young to remember or because of the unpleasant
experience, he repressed his memories and forgot that he has a sister. At the end of the

film, the narration comes to a conclusion by letting Niko remember the unpleasant past
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and Ayse’s feeling the relief to reveal her own identity by asking forgiveness from her
brother. Ayse has accomplished her need to beg for forgiveness (being forgiven or not is

not narrated though.)

The subplots also come to a conclusion. Cengiz, orphan little boy runs away from the
orphan school towards Russia to find his father, (so the history is repeated but this time
the other way around; he goes to Russia intentionally to get rid of his being an orphan,
unlike in 1910 when the children were exiled to Russia and becoming orphans on that
long, sorrowful journey.)

The narration has a circuit end by repeating the first black and white image ,but this
time, the girl with a little boy implies Ayse/ Eleni and her brother Niko whom we can

not see clearly on the photo.

The narration’s explicit meanings are unequivocal and during the construction process
of the fabula, the spectator’s knowledge upon collective memory, history and their
individual memory shaped by similar experiences either let them seize it early enough
or wait for the narration to be more redundant. The gaps, withholding information
structure and the narration’ s hermeneutic line gives the spectator enough courage, time
and space to be active and connect with his/her own memory. This leads the spectator to
the implicit, symptomatic and referential meanings since Waiting for the Clouds

embodies all three in one respect.

6.1.2 Waiting for the Clouds: Why remember now, why waited for the clouds so

long? Is this a confession relief or a confronting recollection?

Two of the first questions to ask while analyzing the relation between memory and
narration would be: “When does the narration delivers its message and stimuli to the
spectator’s memory practices?” and “At what particular moment does the narration
begin addressing the memories of the spectator?” While studying the relation between
narration and memory, silence moments, gaps or withholding information parts of the
syuzhet may be our focus. The protagonist’s silence and refusal to talk about herself; the

narration’s not giving direct information about the protagonist’s mental state creates an
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open place. This open place can liken to an open- ended form of a narration. Before the
end, this free space gives the spectators many opportunities to create their own
hypothesis. These hypotheses may be quite different from each other depending on the
spectator’s nationality, social memory practices and prior knowledge. These hypotheses
may be quite different from the narration’s premise for similar discrepancies between

the implied author/ director and the spectator as well.

The narration’s overall structure and especially the way the syuzhet is ordered may
create a space for the spectator’s activity of thinking and remembering. Waiting for the
Cloud’s choice of withholding information and pursuing this for quite a long time
definitely leads the spectator to fulfill it with their own knowledge. If the spectators
have knowledge about this exile but cannot refer it to the fabula during the viewing
process, in the end the spectator reaches a recollection and confrontation. This can be
symbolized by the cyclic images of the film. After the credit part and the black and
white footages, when the film begins and creates no link with the footage parts, we tend
to forget about it, since it does not refer to the diegetic world. The fact that the footage
is shown at the credit part also makes us assume it as a part of another world. (This is
interesting to analyze in terms of realistic and, symptomatic meanings). Thus, the way
this footage is replaced has parallelism with our social memory. The footage refers to
the 1910s, which we may not remember or know much about (even as a Turkish or
foreign spectator) and conceive it as a date out of this world, belonging to another time,
another place. At the end, when the girl with a little boy image from this footage is

shown again, the narration interacts with the memories of the spectator.

The spectator_follows two lines during the construction. One is the syuzhet line; the
spectators remember the syuzhet from the first scene to the end; the other line is
chronological order of events; that is, the spectators reorder the fabula according to the
casual and logical events. This order may be different from the syuzhet as well as from
the order of the fabula. Waiting for the Clouds gives a chance for the spectator to
reorder the fabula beyond the narration’s order. The chorological story of the fabula
begins with the death of Ayse’s elder sister. But if the spectator wants to tell the story of
the film, the beginning date should be the 1910s; even the first scene of the film is in
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1975 when Ayse lives her daily routine in Trabzon. 1910 is only implied by the story
Ayse reveals and the footage shown in the beginning. The narration does not contain
fiction scenes from 1910. As a result, the spectator’s memory practices of the syuzhet
and the fabula of the social memory of the non- diegetic world all combine and create a

whole, logical final when 1910 gains identification as the beginning of all events.

Another part of analyzing the relation between narration and memory can be about what
Huyseen suggests and the narration’s attitude towards social memory.

Waiting for the Clouds is based on a post- trauma theme. Ayse remembers her
displacement, her loss but overall attitude of the narration is to underline her regrets,
and her most visible emotion is her guilt. The film takes place in 1975. Yesim

Ustaoglu’s comments about those years are as follows:

Nationalism rallied against the leftist Socialist movement, which had found its
strength within universities and unions. The Right had the support of the military
and police forces. It seemed like everyday there were strikes, riots or
demonstrations. Many students and workers were killed or arrested and tortured.
For the people, this was a time of fear. They were forced into silence about what
was happening around them.” (www.silkroadproduction.com)

The film has a double layer about memory, looking back to 1910 from 1975 and
looking back to both 1910 and 1975 from 2003. The present includes two pasts, one in
another. Although the social and politic conditions of these years differ from each other,
the narration makes decisive choice’s to make them alike. Many Pontus Greeks died
from cold, hunger and sickness on the week-long trek but government have avoided
acknowledging their suffering. Ayse’s silence and hiding her real identity is the result of
this fear. After 1975 came September 12" 1980 coup causing too much sorrow and loss
most of which we could not confront and say out loud for a long period. Silence,
ignorance and fear were common. As a result the narration’s choice of the 1970s when
all the events take place also indicates its aims of making the spectator remember. In
2003, the narration is trying to make the spectator aware of the close past between 1975

and 1980 and the long period after the 80s.

To sum up, the film is trying to make us remember what we have forgotten and uncover

the misty atmosphere of our memory. The next question during this analysis can be as
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follows: Since memory is another form of forgetting, can we talk about Huyssen’s
memory obsession while analyzing Waiting for the Clouds? Is Ayse clarifying her
regrets on time or is the film’s confession 50 years late? When the memories and pains
are lost enough, is it easier to construct them again in the present time? Was it a creative
forgetting? Is this remembrance leads to forgetting or is this strong memory practice?
The answers to these questions can be explored by the subject’s ability to defamiliarize

enough.

In 2003, making a film that occurs in 1975 and takes place in the northern parts of
Turkey in Karadeniz, which is almost never represented in Turkish films was
defamiliarizing enough for the Turkish spectator. Moreover, in the end, when the whole
fabula is revealed, the emphasis of the film on Orthodox Pontus Greeks was another
level of defamiliarization. In the history of Turkish Cinema, the representation of
minorities had always been problematic, the minorities that were represented were

mainly Greeks, but especially Orthodox Pontus Greeks were almost never represented.

The exile of Orthodox Pontus Greek families and their deaths have not been represented
enough in Turkish cinema; the narration’s depth about the character’s mental state also
creates an unaccustomed trait. Hence, reducing the film’s overall meaning to a “memory
obsession” would not_be fair enough in terms of Turkish cinema’s own memorial
practices. Recalling had never been easy on this land and always needed big courage

with lots of costs.

In the first scene, we hear a news report on TV giving information about the census
which for the first time will determine state on language and religion regarding that the
government is still trying to control and have knowledge about the minorities. The fear
and the pressure is going on. We can assume that Ayse represents Turkey’s social
memory. 1910 passed, the 1980s passed; however, no regrets, no memorials, and not

much confrontation occurred.

To sum up, it is possible to posit that the narration’s structure and the way the syuzhet is

ordered gives free place and chance for the spectators to contact with their own memory
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practices. The second conclusion of this analysis is that the narration interaction with
social memory is far beyond being an ineffective ‘hypertrophy’ of memory since the
subject and the location is defamilirazing enough for the history of Turkish cinema and
spectator’s conventions. The film counteracts the forgetting tendencies and creates a
‘lightened consciousness’ without a bliss of amnesia as Huyssen suggests.

The hard question to ask can be: “Does this reminiscence serve just as a purifying tool
for regrets and sins for abandoning “the others” like orphans? As soon as the sin is

purified, it is possible to lead to forgiveness.

Ayse’s feeling guilty about herself can be interpreted as Turkish people’s guilt and
abandonement of the minorities. This can also be interpreted that the narration’s point of
view is not the minorities but Turkish people whose Turkish identity had been imposed
beginning from the primary school with the kind of nationalist chants saying “What an
honor to say I am Turk”, which is also shown in the film. Yesim Ustaoglu is not a
minority and she explains that she had the idea to make such a film when she met some
women like Ayse while she was studying at university. “Once I heard their stories, I felt
this was a part of Turkish history which had remained in the dark for too long”

(www.silkroadproduction.com)

Thus, as aforementioned, it is possible to point out that the narrative’s point of view is
Turkish people although the protagonist is a minority and one of the premises of the
narration is about the pain of these minorities. The narrative makes the distinction
between minorities and Turkish people clearer and looks at them as ‘others’; ‘others’
that had been orphans and that must be remembered in the form of an apology today. In
the end, when the protagonist asks for forgiveness, this can be interpreted as the Turkish
people are asking for forgiveness from the minorities. One possible way to escape this
kind of interpretation could be to emphasize this exile as an act of the government; not
to make the protagonist fully responsible for her actions, and to underline the causality
of fear more. If the protagonist’s fear and her reasons to hide her own identity could be
more overtly grounded to the government’s hegemony by giving references to the other
violated actions directed to the minorities. Then her purification and confession could

act as an important tool for the collective memory and would not have of the slightest
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probability of leading to forgetfulness as soon as the remembrance occurs. To beg for
forgiveness and the act to forgive is risky in terms of memory. The more we seem to
forgive, the more we seem to forget. Turkey’s culture needs more than forgiveness to be

able to keep the memory fresh and clear.

6.2 AUTUMN/ SONBAHAR (ALPER OZCAN, 2008)

Sentenced to jail in 1997 as a university student aged 22, Yusuf is released on health
grounds 10 years later. He returns to his village in the eastern Black Sea region, where
he's welcomed only by his sick and elderly mother. It turns out that his father died while
he was in jail and his older sister got married and moved away to the city. Economic
factors mean that it's almost especially old people who live in the mountain village, and
the only person Yusuf sees is his childhood friend Mikail. As autumn slowly gives way
to winter, Yusuf goes with Mikail to a tavern where he meets Eka, a beautiful young
Georgian hooker. Neither the timing nor circumstances are right for these two people
from different worlds to be together. For all that, love becomes a final desperate attempt
to grasp life and elude loneliness - for Yusuf at least. For Eka, Yusuf is like a character
from the pages of a Russian novel: a character who inhabits a faraway world and
faraway time. With the 1990s as a backdrop, the film at once documents and criticizes a
slice of recent history, exposing the irony, ruthlessness and reality of the period.

(www.sonbaharfilm.com)

6.2.1 Narrative Structure of Autumn

The film begins with footage shot by a handy cam which displays the date as 2000. A
soldier is speaking and the meaning of this speech is highly explicit; this footage is from
the protests and hunger strikes against F type prisons. The soldier tells the prisoners to
give up and yells that “in spite of all, life is good” which is highly ironic and
contradictory since hunger strike leads to death on purpose and after the soldiers attack
many prisoners were killed. Furthermore, the narration ends up with a (or his) funeral

implying that life’s not good and won’t be good ever after.
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Just like the opening footage in Waiting for the Clouds, these images may have some
impact on the spectator, may invite them to remember or to understand about these
strikes. These images also lead the spectator to assume that the upcoming scenes can
take place after 2000 as the mind is usually more used to ordering events in a

chronological way.

After this short footage, the film begins. We see Yusuf in prison beside the doctor by
whom we learn that he joined these protests which caused to his illness. In contrast with
the Waiting for the Cloud’s footage, not much time had passed between the footage time
and the beginning of the film.

In the next scenes, we see Yusuf out of the prison on the way back home, meeting his
mother. The narrative’s irredundant aspect leads us to learn easily and quickly that he
had been in prison for 10 years as a political prisoner. Autumn’s narration does not
demand construction from the spectator by giving some cues or withholding present
information. The syuzhet is almost having a parallel timing with the fabula in the

beginning.

The narration’s symptomatic meaning and its social tendencies of a leftist movement is
clear. The proairetic aspect of a narrative is the chain of causality that allows us to
understand how one action is linked logically to others. Autumn’s narrative structure is
not based on dynamic cause- effect actions. However, it is not possible to assist that the
events are rendered one after another arbitrarily, and lack an overall sense of dynamism.
The narration demands the spectator to be more interested in the protagonist’s (Yusuf’s)
inner dynamism than the actions. Consequently, there is not much action that leads to
curiosity as it would be in a conventional syuzhet line. The narration is concentrated on
the character than events. It builds up a ‘stairstep’ psychology within the changing of
seasons rather than delaying resolution with stairstep construction of events. This
psychology can be defined as “dying person’s waiting for death with submission and
patience.” The deadlines are removed by showing a basic trait of an art- cinema
narration structure. The character is aimless; the narration is not having a simple, easy to

figure out three- act structure. The character’s not being goal oriented suits well the
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film’s “the end of idealism” and “death” themes. Yusuf’s still being imprisoned is
implied stylistically — by repeated boxed window, doorway shots, bar like shadows and
reflection of glasses- as well as literally given information about his weak-lunges, pale
face, numbness, not having a proper conversation with any one, not going out much and

being in mere solitude. The character is obviously miserable.

The spectators who are used to conventional style of narration may make hypotheses
about love and his upcoming happiness when Yusuf meets Eka. The narration leads the
spectator to a different perception by not rooting satisfaction or catharsis within this
love. Despite the fact that Eka also implies the failure of a period, end of ideals; and that
their souls are alike, this love is impossible. Even when they are together and making
love they are two individuals suffering from pain and loneliness that can never be cured.
They can be cured by holding to each other but the timing of this encounter makes this
opportunity impossible.

6.2.2 Autumn: Remembering, trying to forget or the impossibility of forgetting?

Autumn’s focus of reflecting recent history is rarely seen in Turkish cinema. Autumn, in
this sense have a privileged place in contemporary Turkish film. The film is dealing
with issues and events that really took place just seven years before the production time.
Its attitude towards the recent history and prison strikes which had not been presented
till that time also whips ups its defamiliarizing effect just like it is in Waiting for the
Clouds. However, these two films’ style of stimulating the spectator’s recollection is
different from each other when the order of the syuzhet is considered as mentioned
above.

The protagonist’s gaze at the misty mountains is not implying his repressed past or his
dark corners of memory as it is in Waiting for the Clouds.” Yusuf’s memories are so

fresh that they are beyond forgetting. If we have to talk about some oblivion, we can

? Both Ustaoglu and Alper’s film are located in the North of Turkey. Analogous mountain, house, in door
scenes and captures are noticed. The misty mountains; Ayse and Yusuf’s eager to go up to the hill is
common traits which is shaped by the geographical surroundings and characterization needs. This
similarity does not defeat the narration’s being defamalirizing since two of them deal with different issues
and 1975 and 2003 are far beyond from each other.
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detect that Yusuf is not remembering the present. He does not remember how life was
outside of prison and can not manage talking casually and can not accomplish some
basic social relations of his hometown where some of the townsman can not recognize
him either. After so many years they ask who he is, make assumptions about he’s being
insane. Yusuf’s not living in the present time is also emphasized by Eka’s line: “You

don’t live in the present, as if you are from a Russian novel”.

“There is always a big gap between the experience of an event and representation of that
event” (Huyssen1995, p.13) Huyssen’s this assumption is true and indisputable.
However, this gap is not represented in the protagonist’s time zone. This gap is not
clearly noticeable by the narration’s structure as well. The syuzhet doesn’t contain gaps
by withholding information temporarily or permanently. The spectator’s are not invited
to construct the fabula by cueing processes. What had happened and what have been
going on is connected to the past organically without the need to force the spectators
remember their prior knowledge or experiences of the events that the protagonist had
been through; without the need to order the syuzhet to stimuli the remembering process.
The spectator’s construction acts simultaneously with the protagonist’s silence and
actions. The spectators are invited to the present time of the protagonist. This present
time concerns the past within the present. (or the other way around, past concerns the

present in this case, hence past appertain extensive sphere than the present.)

Huyssen’s book name “Present Pasts” can be inspiring to explain the protagonist’s (and
the spectators) relation with the time and a term can be borrowed from English
grammar, which is ‘The Present Perfect Tense’. This tense is used to show the relation
between past and present and it is said that the actions results are much more important
than the actions when this tense is used. (Although the tense concerns the past and the
verbs are used in the past tense; it is interesting that the tense name does not contain the

word ‘past’)

Past is continuing in the present, that is the overall aspect of the narration’s and

protagonist’s relation with memory.
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As a second inference, it is possible to say that Huyysen’s memory obsession is not
corresponding Autumn’s overall meaning. Autumn is not about remembering, it is not
about forgetting; trying to forget or remember either. It has a long continuity of the past,
so long that the past is inserting the present, seizing it, attacking it and changing it. As
long as past is no more the past, it becomes the present. We can not talk about either
recalling or oblivion. This forms the impossibility of forgetting and a new time zone
appears in which past and present are united together. Past is not even constructed again
in the present. When there is not something to remember, when the thing that should not
been forgotten lives within us, it is impossible to talk about the risks of memory

practices.

Objection to this assumption can come up by regarding the footage that contributes to
Yusuf’s memories of the prison strikes and some protests in the streets. The footage that
appears at the beginning of the film repeats twice during the film. In the latter footages,
we see some scenes from the strikes and some other protests. It is obvious that these can
be interpreted as the narration’s being self- consciousness. The footage inserts the
scenes “as if” they are the memories of Yusuf but the shooting style, angle and the
chosen images are not designed as a subjective memory. They are not from the diegetic
world either. It is rather information from real-life with real- footage. It is talking
directly to the spectator, giving knowledge and making them aware of what had

happened or helping them to remember.

To sum up, Autumn is about the impossibility of forgetting which creates massive
emotional and political effect, emphasizing that what had happened, what the
hegemony, government forces did lives within us. It can never be a past experience
which can be forgotten or remembered afterwards painfully. It is not cured by begging
forgiveness from the ones we love whom we left in order to gain our freedom as it is in

Waiting for the Clouds. It is not cured or forgotten by being released from prison either.
The protagonist’s mental and physical attitude may have signs of melancholy but it

would be rather irrelevant to talk about melancholy; some assumptions about losing

faith to socialism may come up as well. As a conclusion it is not about loosing joy and
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faith of life, the narration is formed to be able to deliver the message about the
irreversible result of what had happened.
This result is as overt, as painful as irreversible as death henceforth the film ends up

with a funeral going up the hill.

6.3 IN NOWHERE LAND/ HiCBiR YERDE (TAYFUN PIRSELIMOGLU, 2002)

Siikran, is a lady at her forties, working in the central train station in Istanbul. She is
fond of his only son Veysel, Siikran is always in great tender for his son because she
suffered a lot of his husband's political involvements in the past. She brought Veysel up,
with great efforts to keep him away political influences, after the death of his Kurdish
husband. She always thinks that Veysel is 'clean'. And one day Veysel disappears... She
tries to find him everywhere. She believes that this is a 'normal' vanishing and insists to
follow official means to find him. Nevertheless she can not get any reply. There is no
record of his arrestment in the police, and they say nothing about his disappearing. They
only show her some dead bodies found anonymously murdered to identify him. Siikran
faints as she sees one of the corpses of which his face has been smashed in
unrecognizable way; but she insists to say that is not his son Veysel. Sule, girlfriend of
Veysel, is sure that is Veysel's body. She is really angry at Sule for her insistence. On
the contrary, Siikran is sure Veysel is alive; she thinks that he vanished for just an
ordinary reason and will turn up some day. Siikran looks for his son desperately
everywhere. All of her efforts are in vain. One day, she sees Veysel amid the crowd in
the station, but can not reach him. As she tells what happened, no body believes her.
Ahmet, a barber in the train station, is a tender hearted man and distressed by her
trouble. He comes her house one day and says one of his client who is a talkative
policeman, told him an interesting story that a young man with a name of Veysel was
arrested and then escaped while he was transported, and that happened at the same time
of her son's disappearing. As strange as that, he was seen in Mardin, a small town in the
south east of Turkey. Siikran is grabbed by a great excitement and decides to go Mardin
immediately.

(www.hicbiryerde.com)
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6.3.1 In Nowhere Land’s narrative structure

Just like the informational footage we see in the beginning of Autumn and Waiting for
the Clouds, the film begins with these sentences: “The estimated number of missing
people in Turkey is 3000... Some of these people got lost while they were under
probation”. This information does not belong to the diegetic world just like it is in the
other two films. This information gives the spectator a big cue and as soon as the film
begins, the spectators are allowed to make a direct connection with the information and

the fabula.

In the first scene we see Siikran going along with some officers in a corridor which
leads to a mortuary. They show her a dead body’s face, asking if this is her son. She
looks at the body- we can not understand anything by the look on her face- the

nformation is withholded and then she faints.

After a fade out, we see Siikran again with these officers; they ask if she is quite sure
that it wasn’t her son. “No” she says and seems quite certain of that.

The spectators, just in the beginning, have a chance to make a quick hypothesis that the
protagonist’s son can be missing regarding to the information about the missing people.
Further more may hypothesis that he is or was under probation. The next scene gives
chance to go further on this hypothesis that Veysel is certainly under probation because
of his political actions when Siikran’s boss gives information about Siikran’s husband’s
political background. Siikran, denies saying that “Veysel is a ‘good’ boy and doesn’t get
involved with such things.” The spectators now have choices of what to believe,
whether he was a naive boy or whether he had been involved with politics; whether he
is dead or alive. Depending on the spectator’s political background, social status and
whether he/ she is living in Turkey, the film and the narration gives space to the
spectator to choose what to believe. Though we can not say that both possibilities are
equally presented; the way the syuzhet and fabula is ordered, implies more overtly that
the boy is politically involved and probably dead. Although toward the middle of the
film, the syuzhet is ordered in such a way that, regarding to the obvious proofs, the

spectator can make hypothesis that Veysel is living and the mother may meet her son.

54



Whatever the hypothesis of the spectator is, the syuzet makes the spectator willing to
see Siikran’s attitude when the resolution time comes. The narration is not based on
cueing and making the spectator curious about what had happened to the son since there
is not much mystery and complicated political or investigation actions. The narration is
designed to make the spectator be interested in the protagonist’s emotions again just like
it is in the other films analyzed above. The dramatic actions flow through the resolution
time when Siikran will accept the truth or —by chance- when she will hug her son.

The narration does not create many gaps, but does not give direct information about
what had really happened to him, in the end. As we read the beginning sentence, we are
capable of narration’s explicit meaning that Veysel got lost and murdered during

probation.

The implicit meaning of the fabula can be interpreted that Siikran is not aware of many
things surrounding her. She is apolitical, she is incapable of seeing things and this is not
just the result of her emotional status. Siikran implies of people unaware of the truth that
lies in front of them and how sorrowful it can be being apolitical. She searches her son
totally in wrong places. In spite of the fact that this missing should have a lot to do with
the authorities and the police is responsible of his death, she begs them, she appeals to
them to find her son. Siikran is not the only person characterized as being apolitical, the
civil people she appeals to are not willing to get involved with “these kind of stuff” as
they say. They are also cursing to Veysel because of his political activities and because

of the trouble he may drag them 1n.

Siikran’s loneliness and solitude also implies that public is not showing civil resistance.
Stikran has no effort to arouse them and get together. When a German journalist asks
Siikran about her story and tells that he can help, she escapes. Similarly when another
mother is telling about her sorrows of his son’s being murdered during probation,
instead of listening Siikran runs away. The spectators have chances to sense Siikran’s
emotions as well, we feel that Siikran knows the truth but all she does is to deny it.
Denying is her way to escape from the cruel truth that her son is dead.

Voice over of Siikran tells her deepest feelings about this search but the way it is

narrated can not be analyzed just as a subjective inner voice. The sentences are formed
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in the “past tense” (for example “that day was... ) Therefore Siikran is telling the story
to someone again or we can say the narrative is narrating itself. This indicates that the
narration is highly self- consciousness. This consciousness makes the spectator be
aware that events had passed away, the story had a precise end and Siikran will confront
that end. This trait of the voice-over also implies to the lost people and highlights the

film’s premise about remembrance.

Siikran’s passive escape and not showing any political resistance or actions implies the
public’s ignorance of this missing people in spite of the fact that one of the biggest civil

resistance had happened in 1995 by the mothers of the missing people.

6.3.2 Forget to remember

From 1995 to 1999, the Saturday Mothers held protests every Saturday demanding
information about their loved ones who disappeared in the 1990s. Their sons or
daughters were taken away by the security forces and never returned. Saturday Mothers
were the mothers of the missing people in Turkey. The production date of the film is
2002. Saturday Mothers had fizzled out three years before the production time.
(Although after 10 years time, in 2009 they gathered again but this was not as crowded

and as effective as before)

Therefore, the missing people and their death during probation had been known
precisely when the film was released in Turkey. For a Turkish spectator the correlation
with their own social memory and the film’s fabula was easy to construct. (For foreign
spectator, the information were given clearly during the film in order to make them
understand the situation) Anyone who watches television and read newspaper-excluding
their being politically interested in this issue or not- must have heard of Saturday
Mothers. As soon as the film begins it becomes easy for the spectator to correspond it
with Saturday Mothers although the film is not focusing on a civil resistance, it is rather

reflects an individual’s deep feelings in a society of ignorance and violence.
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In Nowhere Land possess an important place since it is the first time to reflect a mother
whom can be interpreted as expansion of Saturday Mothers. The film also protects its
position in recent Turkish cinema since it is the first and last film dealing with Saturday
mothers and missing people. This trait plays an important role in terms of memory
practices. No matter how often Saturday Mothers had been presented in press, this

defemilarizing effect stimulus the memory of the spectators.

One of the questions to ask can be about the time of the film and time of the events
during analyzes. At which year is the protagonist searching for her son? Is it after 1995
or before it? If it is after 1995, then the narration is implying a recollection of Saturday
Mother’s and pointing to the missing people’s not being found yet. Or does the events
take place before 1995 which will lead to a bigger resistance of Saturday Mother’s? The
answers would be quite estimated since the film does not give any cues. The protagonist
wanders in a timeless zone searching for her son who is in no where land (as regarding
to the film’s title).The protagonist does not watch TV and the train station she works

also has timeless features.

In spite of all these, we assume that events take place after the Saturday Mother protests
when Veysel’s girl friend Sule takes her to a mother who can be considered as a
“Saturday mother” as Pirsemioglu accepts that. Besides, he adds that “This is not a
Saturday Mother film. This is a film of a mother. Saturday Mother’s is a big wound,
pain of Turkey but it is much more easy to tell a story of a Saturday Mother cause the
pain is so clear. The film shows that this pain can come up in a different way”

(http://www.bizimanadolu.com/sanat/sanat6a.htm)

Scenes that take place in Mardin and Mardin locations indicate the date to be around
1990s but the exact year is not titled or can be figured out. If we assume that the events
take place in the 90s, it is possible to claim that the protagonist do not remember about
the recent past. The protagonist denies about the recent past of Saturday Mothers and of
her husbands murder as well. This can lead to read the film as a “forgetting practice”.
The protagonist does not only deny, she also forgets about the experiences she faced.

This forgetfulness is interesting to analyze since just like recollection concerns the

57



forgetting within; the other way around is also possible. This short term amnesia
embraces a strong remembrance which creates a powerful anticipation, just like a
volcano ready to explode. Consequently, in the end when Siikran accepts that he is

dead, her amnesia is cured, she cries that resolute with a big relief.

Since the film is not precise about the date of the events, it is possible to assume the
date as 2002 which is the production date as well. In this case, the protagonist’s oblivion

is stronger and it is more easy to read the film as a “memory film”.

Analysis of the film occurs today, in 2010, thereby it is easy to figure out that the
narration definitely guides the spectator to remember about the 90s Saturday Mothers
and the people that were missing after the 90s. The film is making the spectator
comprehend that the missing people are still an unsolved problem and pain of the
country but they are not having that much visibility in press or civil protests.

The narration’s correlation with oblivion, with denial, with memory; the date of the
events and their references to the past and the future allows to hypothesize that the film
indicates past, present and future at the same time, leaving its marks both on the past

and future.
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7. CONCLUSION

This study tries to explore the relation between memory and narrative. By following the
Neo-formalists terminology, this study suggests that the narrations cue the spectator
throughout the construction of the fabula. The data on the screen is transformed into a
story world by spectator’s interpretive process. The spectator rearranges the events in
temporal or logical order while comprehending the story. This process has a lot to do
with memory since the spectators have to remember the scenes that took place earlier

and link them with the upcoming scenes.

In terms of memory, there is always a big gap between the experience of an event and
representation of that event. This gap can be likened to the gaps of the syuzhet which is
fulfilled by the spectator. The spectator is deeply active during the viewing process;
they constantly remember. The spectator’s prior knowledge of history, cultural and
collective memory is also associated with this recollecting process, especially when the
film’s themes clearly depend on collective and individual memory. When the spectator
is constructing the fabula, they are constructing the past and they are in contact with
their collective memory. The narration triggers the memories; both the characters and
the spectators confront their memories. This thesis claims that the themes of the films

concerning memory lead the spectator to be more active while constructing the fabula.

In this sense Waiting for the Clouds/ Bulutlari Beklerken (Yesim Ustaoglu, 2003)
Autumn/ Sonbahar (Ozcan Alper, 2008) In Nowhere Land/ Hichir Yerde (Tayfun
Pirselimoglu, 2002) are analyzed. Since all of these films interact with the spectator in
the intersection point of individual and collective memory, each film’s narrative
structure is analyzed to figure out how they can stir up the memory and defeat the

oblivion.

The common aspect of these films’ ability to connect with the memory of the spectator
is rooted in their primary status. They are almost the first examples dealing specifically
with aforementioned subjects which were almost never represented in Turkish film

history such effectively. Yet, their defamilirazing effect serves as a stimulus.
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Second common aspect is that although the syuzhet of each one is not organized exactly
in the same way, their narrative structure aims to address the spectator and count them

in during the construction and remembering process.

Waiting for the Clouds/ Bulutlar: Beklerken withholds the information during the most
parts of the syuzhet. The narrative knows more than the spectator.

The gaps, withholding information, and the narration’s hermeneutic line give the
spectator enough courage, time and space to be active and connect with their own

memory.

Autumn, on the contrary, does not withhold information during the syuzhet. The
spectator’s construction acts simultaneously with the protagonist’s silence moments and
actions. Autumn reaches deep into the deep sources of memory by only staying in the
present time, but since the wounds have occurred in the past, the present cannot be seen,
felt and the protagonist is not living in the present. The past is carried into the present
therefore the narration does not obtain recalling or create oblivion. Autumn highlights
the impossibility of forgetting consequently leading to the most powerful memory

practices.

In No Where Land’s protagonist denies the recent past, forgets about the experiences
she had and ignores the truth which leads to reading the film as a “forgetting practice”.
Recollection concerns forgetting within and this short term amnesia embrace a strong

remembrance.

The time of the story, the film and the spectator are all unified to form another time
which is “re-changed present time” that is formed by the past. It is well known that
remembering always happens at present time. Remembering is a reconstruction of the
past. Since these films rely on certain facts and truths, it is not possible to mention the
risks of this reconstruction as it would be in a historical study or oral history. These
films follow their characters’ inner emotions and try to invite the spectator to the

protagonist’s world which is the society that the Turkish spectator is familiar with in all
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aspects. The disruption of the reinterpretation of the fictional world is not recognized,
thus it is not possible to claim that these films’ memory practice includes wrong,

exaggerated or arbitrary information.

The past is clearer when the memory is refreshed. Freud’s ‘repression’ can be applied to
the traditions of the Turkish society with memory. Many painful experiences have to be
confronted in order to transform the present and recreate the future with more security
and hope. As aforementioned Huyssen’s memory obsession cannot be applied totally to
Turkey whose history is shaped by silence and acceptance. Besides, there is no harm if
the premise of analyzed films is rearticulated in the forthcoming films in different
narrative forms. Only if some issues are presented so often that the spectator, the public,
gets familiarized within and begin to lose the sensitivity upon these issues; only if it can
be analyzed clearly that the narration uses the unforgotten, unrepresented issues just as a
decorative but useless background; and only if it is recognized that the remembrance
attempts to conclude in creating much oblivion, then it is possible to refer to Huyssen’s
memory obsession and mention the damaging results of that kind of agglomeration in

memory practices.

To sum up, the films that are analyzed in this study leads the spectator to the misty road
of memory and opens the uncertain path, make it clearer and hopeful for the future
despite the fact that narration of all of the three films has an overall theme of despair.
When we remember we can understand the past, the present and the future better

together with the state of the world, the society we inhabit.

What the current researcher aims by the script Kars: A¢i/ Reverse Shot is coherent with
all these three films’ analysis of the society and some basic concepts like isolation, quilt
and misery. The protagonist is an anti- hero, the narration implies that after the 80s, the
shift in the society affected the protagonist and he became addicted to fame, money; the
media and popular culture also changed during the rise of the consumer culture and
imperialism; thus, the protagonist became one of the visible symbols of this change. The
narration begins_just after a turning point in the protagonist’s life, just after a terrifying

event and deals with confronting his guilt. By withholding information and by

61



temporary gaps, the narration’s structure is organized in a way to give space to the
spectator to make assumptions about what had happened in the past. Not only are the
two protagonists, but all the other characters are the reflection of violence which has its

own long and ongoing memory on Turkish land.

This script aims that the critique of this violence - both social and personal, both
physical and emotional - may help to reveal the repressed pains and come to terms with
our big gap of memory, just like the analyzed films achieved and create a relation with
the spectator’s own memory practices. Thus, the suggestion of this thesis and the overall
meaning of the scripts can contribute to the hope of getting rid of any possibilities of

collective amnesia.
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APPENDIX-1: KARSI ACI/ REVERSE SHOT (Script writer: Ceyda Asar)

1. ANA CADDE / DIS/ GECE

(Kadir’in bakis acisiyla)- ROUYA
Genisge bir otoyol. Hig¢ araba
gecmemektedir. Derin ve hizli
nefes sesi esliginde Kadir
otoyolda kosmaktadir.
Ayaklarina bakar, ayaklara
ciplaktir. Ileriye bakar.
Otoyolun devaminda, arkadan,
belli belirsiz bir kadin ile
kigik bir kiz goériur. El ele
tutusmuslardir. Kadir onlara
dogru yaklasir. Kadin ve kiz
kipirdamamaktadir. Kadir
yaklasmaya devam eder. Nefes
sesi hizlanir. Kadir belli
belirsiz Ozlem diye seslenmeye
calisir. Nefes sesi hizlanar.
Kadin ve kicgik kiz tam
yuzlerini doénecekken otoyol
araba ile dolar. Kadir
arabalarin ortasinda kalir.
Kornolar calar. Kadir ezilme
tehlikesi ile karsi karsiyadar.
Saga sola kagarak kurtulmaya
calisir. Ileriye bakar, kadin
ve kiigik kizin durdugu yer,
vizir vizir araba doludur.
Kadini ve kizi segemez. Buyiik
bir tir Kadir’e dogru ilerler,
uzun uzun kornasini c¢alar,
gittikge yaklasir, tam
gcarpacagil sirada ekran kararair.

JENERIK-

2. KADIR BEBEK EV ONU/ DIS/ GUN
Bebek sirtlarinda bir sokak.
Gunesli bir giin. Kadir’in
uzerinde takim elbise vardair.
Sokagin ortasindan yiriiyerek
evin Oniine gelir.

3. KADIR BEBEK EV / BAHCE ONU/ DIS/ GUN
Gozleri kizarik ve sistir,

bitkin gorinmektedir. Kirli

sakallidir. Evin dis kapisini

agar.
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4. KADIR BEBEK EV/ IC/ GUN

Kadir igeri girer. Oldukga
zengin goérinimli, modern bir
sekilde dosenmis bir ev. Iceri
girince kafasi, duvara asili
riizgar ¢anina garpar, riuzgar
¢aninin sesi duyulur. Kadir,
eliyle sallanmasini durdurur.
Hareketleri yavastir. Mavi,
beyaz renklerde, iUzerinde ev
desenleri olan seramikten bir
riizgar canidir. Uzakta, Ozlem
ve Riya ile beraber gekilmis
fotograflar vardir biifenin
izerinde. Ayakkabilarini
¢ikarmadan dolasir evin ig¢inde.
Ayakkabilari oldukg¢a siktair.
Parke salonda yiiriirken ayagina
bir oyuncak takilir. Ayaginin
¢carpmasi ile birlikte oyuncak,
kendi cevresinde doéner ve
Ingilizce bir sarkiyi
tekrarlar.Oyuncagi izler bir
siire. Oyuncadgin sarkisi
sirerken kanepeye oturur. Orta
sehpanin iUzerinde bir isirik
alinmis yesil elma vardir.
Isirik alinan yeri kararmaistair.
Bir yemek tarifi kitabi agiktair
ve kalemle bir yemek
isaretlenmistir, yanindaki
kagida malzemeler yazilmistir.
Beyaz bir Mac bilgisayar vardir
orta sehpanin izerinde, acgiktair
ve fisi takilidair, Kadir
mouse’u hareket ettirir, masa
Usti resmi belirir. Deniz
kenarinda Ozlem ve Riiya’nin
arkadan g¢ekilmis, siliet olarak
gorindiikkleri, kumda oturduklari
bir fotograf. Masanin iizerinde
bir tarak vardir, taragin
Uzerinde uzun sa¢ telleri
vardir. Bir sabahlik kanepenin
kenarindan yere dogru
sarkmaktadir. Kadir bunlara
bakar, derin bir nefes verir.
Kalkar, cam kenarina gider.

5. KADIR BEBEK EV/CAM KENARI/ i¢/ GUN

Cam kenarindan denizi apag¢ik
gormektedir. Gunesli, aydinlik
bir gin. Deniz parlar, birkag¢
silep geger, bir gemi didigi
duyulur. Kadir’in goézleri hep
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tek bir noktaya dalar.
Disinceli ve sikintili goriunir.
Camin jaluzilerini ¢eker.
Salondan ge¢ip, merdivenlerden
yukari ¢ikar agir agir.

6. KADIR BEBEK EV/ YATAK ODASI/ ic¢/ GUN

Yatak odasinin perdelerini siki
siki kapatir, iki kisilik
yataga uzanir, once godzleri
ag¢ik, tavana bakar. Daha sonra
yana doner. Kapisi yari agik
gardirobun ig¢inden, kadin
elbiselerinden pargalar goéziine
ilisir. Hemen obiur tarafa
doner. Yerde kadin terligi
vardir, teki ters durmaktadir.
Ondan da gézuni kagirir, sairt
Ustli donip gézlerini kapatair.
Bir siire boyle yatar. Sonra
kalkar. Tuvalet masasina gider,
tuvalet masasinda gesitli kadain
takilari, makyaj malzemeleri
goze garpar. Alt cekmeceyi
acar, c¢ekmece ila¢ doludur, bir
seyler arar. Aradigini
bulamadigi anlasilir. Cekmeceyi
yerinden ¢ikarir ve yere
bosaltir. Yere ¢omelip tek tek
ilag¢lara bakar, aradigini
bulamaz. Cekmeceyi yerine
takacakken, dolabin arkasina
sikismis olan bir tomar kagit
gorir, cekmece, kagitlardan
dolayi yerine girmez. Kagitlara
¢ceker, bu sirada kagitlarain
kenarlari yirtilir. Hizlica
bakar ne olduklaraina,
faturalar, notlar, Onemsiz ivair
zivairdir, kagitlari iist
¢cekmecedeki yerlerine geri
koyacakken, kagitlardan biri
dikkatini ¢eker. Mavi renkte
bir kagittir bu. Kenari
yirtilmistir. Uzerinde
“Kadir’e” yazmaktadir. Ikiye
katlanmis kagidi agar. Okur,
okudukg¢a yiizii degisir. Bitirir
okumayi. (Tam bir sayfayi okuma
siiresi kadar izleriz Kadir’i)
Oylece yere ¢oémelmis halde,
halida tek bir noktaya bakar.
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7. KADIR BEBEK EV ONU/ DIS/ AKSAM

Aksam olmustur. Kadir’in dis
kapisinin Oniinde Komsu Recep
arkadan goriunir. Zile uzun uzun
basmaktadir, uzun zamandir
orada gibidir.

8. KADIR BEBEK EV/ YATAK ODASI/ IC/ GECE

Zil c¢almaktadir. Kadir yerde,
halinin idzerinde, ayni sekilde
¢comelmis bir sekilde oturmakta
ve ayni noktaya bakmaya devam
etmektedir. Yaninda yerde mavi
renkli kagit durmaktadir. Zil
sesi kesilir. Zorla kalkar ve
yataga atar kendini, sirt istii.
Derin bir nefes verir. Bir an
sessizlik olur.

Alt kattan cep telefonu sesi
gelir. GCalar, g¢alar ve susar.
Kadir yastigi yiiziine dogru
gomer, ayaklari biraz havaya
dizine dogru kalkar, ¢iglik
atar, derinden gelen kisik bir
¢1glik duyulur.

1. cadde/ araba énii/ dis/ gece
Flashback an: Bir kadin
¢1gligi.. Kadir’in bakis agisi
ile: Cok yakin planda siyah,
6fkeli erkek gozleri. Bir
kadin ¢igligi tekrar. Kararma.

JENERIK

9. OTEL ODASI/ IC/ GECE
Kadir’in sakallari uzamistair
biraz. Liks bir otel
odasindadir. Isik kapalidar.
Perdeler aciktir ve igeri
reklam panosundan isik
girmektedir. Bas ucunda dijital
bir saat ilerler. Saat 03:
07’'dir, dakika 08 olur. Yatakta
gozleri ag¢ik, dizleri gogsiinde
oylece oturmaktadir. Yataga
uzanir. Yana doner, sola doner.
Sirt iisti doner, tavana bakar.
O sirada yan odadan, yiiksek ve
tutkulu sevisme sesleri gelir.
Eslik eden belirsiz birkag
kelime ve miriltilar duyulur.
Dogrulur. Dinler. Geri yatar.
Sesler yiikselir. Yorganin
altindan elini pijamasinin
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ig¢ine sokar. Mastirbasyon
yapmaya baslar ancak bir siire
sonra ig¢inden gelmez, devam
edemez, birakir. Sesler,
bosalma anina kadar yiikselir.
Adamin inlemesini duyar, bu
sirada bu inleme sesine
flashback sesi karisir.

2. cadde/ araba énii/ dis/ gece
Flashback an: Fiat model,
camlari karartilmis arabada.
Arabadan yiiksek sesle bir
Tirk¢e sarki duyulur. Kahkaha
atan yakin plan bir erkek yiizi.
(Bir onceki yakin planda
goézleri gériinen Birinci
Erkek’in yiizi.)

Kadir’in cep telefonu cgalar.

10. OTEL RESTORAN/Ii¢/ GUN
Bir tabakta yumurta vardir.
Beyazi ile sarisi birbirine
karismamistir. Kadir, tabagina
bakmaktadir, yememektedir.
Goézlerinin alti mor, gdézlerinin
i¢i kirmizidir. Yanina orta
yaslarinda, sismanca, bir kadin
gelir. Kadin giilimseyerek,
heyecanla, yiksek sesle, tane
tane konusur.

Kadir’in yanit vermesine firsat
kalmadan kadin, kendi yanagini
Kadir’in yanagina yapistirar.
Elindeki cep telefonu ile bir
garson onlarin fotografini
¢cekmektedir. Kadin, kasla goz
arasinda Kadir’i yanagindan
oper. Geng¢ kiz gibi
giulimseyerek, sevingle
ziplayarak gider. Kadir
arkasindan bakar kadinin. Kadin
masasindaki ailesine gosterir
fotografi. Masada yizi Kadir’e
doniikk biri egilerek
masadakilere bir sey fisildar.
Hepsi “Aaaa!” der. Acikli bir

KADIN 1
Affedersiniz,rahatsiz
ediyoruz Kadir bey, Poyraz Bey! Ay
hangisi? (giler) Sizi izliyoruz
hep. (giler) Cok begeniyoruz. Bir
fotograf gektirebilir miyiz,
rahatsiz edicez ama...
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yuz ifadesi takinir. Tam
Kadir’e dogru doénecekken
yuzleri, Kadir gdézlerini
kagirir ve yiuzunu ters yodne
gevirir.

GARSON

Abi, ne olacak sizin Aziz? Fena yamuk
yapiyor yani, hayir icabina
bakmak istiyorum ama sen
halledeceksin degil mi abi,abi
hastayiz sana.

Kadir garsona bakar. Zoraki
gillimser. Kadir tekrar tabagina
bakar.

KADIR
Bana yeni bir yumurta hazirlatsana,
sarisi ile beyazi karismis olsun.

GARSON
Hemen agabeycim. Baska bir emrin?

Kadir, hayir anlaminda basini
sallar.

11. YURT DISI OTEL/ IC/ GECE

Kadir baska bir otel odasinda
uzanmaktadir. Sakallari biraz
daha uzamistir. Yine saga sola
déner. Kalkar. Yorgani yere
atarak lzerine yatar. Yana
doénip uyumaya ¢alisir, gozini
kapatmasiyla agmasi bir olur.
Odadaki telefon galar.

KADIR
Yes, No, I don’t need a wake- up
call.

Thanks.

Kalkar, camdan disari bakar.
(Camdan yurt disi bir Avrupa
kentinden bir detay gorinir)
Sikkin gorunir, bos bakar
disari. Yan odadan bir inilti
duyar. Bir kiz gocugunun aglama
sesi belirginlesir. Bir kadin
da ona yabanci dilde
bagirmaktadir. Kadir, sesleri
dinlerken gozi karsi duvardaki
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gcercgeveye takilir. Yurt
disindaki kentin bir fotografi
asilidir, turistik, panoramik
bir fotograftir. Altinda, “The
city where happiness is”
yazmaktadir.

12. YURT DISI OTEL RESTORAN/ I¢/ GUN

Kadir, otelin restoraninda,
acik biifeden bir seyler almak
iizeredir. Iceride tek tiik
misteriler vardir. Restoran,
otelin iist katlarindadir, sehir
manzarasi gorinir. Birden
igerisi kalabalik bir Japon
turist kafilesi ile dolar.
Hepsi birbiri ile konusarak bir
anda restorana girer ve
manzarayl fark eder etmez,
hizla cam kenarina dogru
ilerleyerek fotograf cgekmeye,
kameraya g¢ekmeye koyulurlar.
Kadir, onlara yol verecekken,
bir Japon kadin havaya
kaldirdigi kamera ¢antasini
Kadir’in kafasina c¢arpar. Kadir
irkilir. Elindeki tabak yere
diser.

Kadin, Japon usuli egilerek
ozir diler.

JAPON TURIST
Sorry.. Sorry

Kadir, yerinden kipirdayamaz,
tepki veremez, nefesi kesilmis
gibidir. Kadir, hizla
kalabaligi yararak restorandan
¢ikar.

13. YURT DISI OTEL ODA/ IC/ GECE

Kadir, gogsini tutarak odaya
girer. Nefes nefesedir. Bir
sire kapinin ardinda o6ylece
durur. Yere ¢oker. Derin nefes
alis verisleri artar. Gozlerini
kapatair.

3.

Cadde/ araba ici/ dis/ gece
flashback an: Yakin plan bir
girtlak detayi, bogazda derin
bir hirilti, bogaza bastiran
bir erkek eli, elin altindan
yavasca kan sizmakta.
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14. KADIR BEBEK EV/ YATAK ODASI/ IC/ GUN

Kadir yatak odasindadir. Goémme
dolaptan birka¢ parga esyasini
alarak bir el gantasina
doldurur. Dolabin ig¢inde, bir
kutu bulur, ig¢inde gesitli
anahtarlar vardir. Birini alair,
Uizerindeki yaziya bakar, (anne
ev yazmaktadir) cebine atar
anahtari. Yerde durmakta olan,
daha onceden okudugu mavi
renkli, ucu yirtilmis kagida
bakar. Alip almamakta tereddit
eder. Cekmeceye geri koyup,
¢cekmeceyi kapatir. Cep telefonu

calar.

KADIR

Evet Muhittin?.. Evdeyim..
15. KADIR BEBEK EV/ SALON/ i¢/ GUN

Kadir, salonda ayaktadair.
Kafasinda kasket ve goéziinde
gunes goézlikleri vardir.
Etrafindakilere karsi ilgisiz
gibidir. Esyasini koydugu el
¢cantasi da elindedir. Bir kadin
(Esra) kucaginda 1-2
yaslarinda bir bebek ile salonu
gezmektedir. Camlarin
¢gergevesine dokunur. Bir adam
(Bora) giristeki ayakkabai
dolabini ve ardiyeyi agmis,
i¢ine bakmaktadir. Bir baska
adam (Muhittin) giilimseyerek
onlari izlemektedir.

MUHITTIN

Gergekten bu fiyata bu muhitte c¢ok

zor. Hem de boyle..

ESRA
Aidat ne kadar?

MUHITTIN

Cok degil, boyle sitelerde o da fais

Tamam.

oluyor. (kadir’e) Kagti?

Kadir yanit vermez.
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MUHITTIN
Bes yiz civari sanirim ama guvenlik
gorevlisi falan her sey dahil

yani.
Ust kattan elinde zorla
tasidigi bir oyuncak kutusu ile
kigik bir kiz gocugu gelir. Cok
sevingli gorinir.
ELA

Anne bak ne buldum!

Ela, bitiin oyuncaklari kutudan
disari ¢ikartmaya baslar.

ESRA
Cikartma Ela, kirarsin, kizar sonra
kardes degil mi canim?

ELA
Bunlari da alabilir miyiz anne,
litfen, litfen anne.

BORA

Evet, simdi.. Biz evi begendik ama
fiyat biraz yiksek, hem bu kadar
esyaya ihtiyacimiz yok. Yani
dedigim gibi Amerika’dan
getirtmedik kendi esyamizi, onlar
orada kalacak ama bu kadari da
fazla. Istemediklerimizi verelim,
oradan indirim yapalim mi?

Kadir birden kapiya
dogru yiirimeye yonelir.
KADIR
Istemediklerinizi atarsiniz! Kesin
alici dedi diye bekledim, siz
tartisin, karari bildirirsin
Muhittin.

Kadir cantasini eline alarak evden ¢ikar.
Herkes garipseyerek arkasindan bakar.
Kadir’in cep telefonu g¢calmaya baslar.

(Not: Kadir’in Cep telefonunun
melodisi, televizyonda
gbrecegimiz dizinin
melodisidir.)

16. KADIR BEBEK EV ONU/ DIS/ GUN
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Kadir, kapiya c¢ikar. Yan komsu
Recep bahgededir, ¢igeklerle
ilgileniyordur. Kadir, hizla
¢iktigi halde, yan bahgedeki
Komsu Recep’i gorince geri adim
atar. Evin cephesine yaslanarak
ters tarafa dogru ilerler
usulca. Sol tarafta bahge
duvarinin O6nine gelir. Biraz
yiksek¢ce olan bahge duvarindan
atlar, bir ara yoldan sokaga
¢ikacakken, bir cip gelir eve
dogru, park etmek iizere
yavaslamistir cip. Kadir ani
bir manevra ile baska yodne
dogru, evin arka tarafina dogru
yurir. Taninmamaya g¢alisarak
basini biraz daha 6ne egerek,
dogal bir sekilde yiirimeye
¢alisir. Sonunda sokaga ulasir.
Cep telefonu g¢alar yine. Cep
telefonu ¢almaya devam ederken
¢6p kutusuna atarak yiurimeye
devam eder. Sokakta ilerler.

17. KADIR ANNE EV/ DIS/ GUN

Kadir, elinde kiug¢ik ¢antasi bir
apartmanin oniine gelir.
Maltepe’de bir eski mahalle.
Bos bir sokak. Eski moda olan,
doner salincaklari eliyle
kurup, ¢ocuklari oturtan bir
adam gecger. Doner salincagi
tasimaktadir kucaginda. Kadir
ona bakar, belli belirsiz
gulumser. Bir sepet
sarkmaktadir apartmanlarin iist
katindan. Bir kedi sokagi boylu
boyunca geger hizla,
miyavlayarak. Sokadin sonunda
bir kicik cocuk parki vardir.
Park bostur. Kadir elindeki
anahtarligi karistirir, birkag
kere denedikten sonra
apartmanin dis kapisini agar.

18. KADIR ANNE EV GiRis/ i¢/ GUN

Kadir, eve girer. Girdigi an,
kapinin arkasindaki, duvara
dayali duran buyik semsiye ve
baston yere diser. Kadir
irkilir.
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4. Cadde/ araba ici/ dis/ gece

Flashback an: Kadir’in bakis
agcisiyla, yol. Arkada oyuncak
bir bebekten gelen dijital sesi
belirgin bir sarki. Kadir bir
an kafasini cevirir, Ozlem’in
yiizii saglariyla kapanmistir.
Ozlem cami acar, cami actikca
sag¢lari ucusur, yilizi ortaya
¢ikar. Kadir’e déndiigi an
gérinti kesilir.

19. KADIR ANNE EV GiRig/ i¢/ GUN

Ahsap, eski model ayakkabilikta
yasli kadin ayakkabilari ve
terliklerine bakar, Kadir
ayakkabilarini ¢ikarair.
Kenarlari yirtilmis bir eski
erkek terligi gegirir ayagina.

20. KADIR ANNE EV/ OTURMA ODASI/ i¢/ GUN

Evde, kanepelerin iizerine beyaz
orti ortilmistir. Perdeler
kapalidir. Guguklu saat sarkac:i
calismaktadir. Kadir’in
gocukluk fotografi, yaninda
Nebahat ve Baba goériuniir biifenin
izerinde. Salondaki g¢igeklerin
topragina, ters dondiiriilerek,
plastik su sisesi saplanmistir.
Evdeki tim esya eskidir. Eski
tip soba, koltuklar, eski tip
televizyon, eski tip radyo ve
video vardir. Televizyonun
Uuzerine dantel ortulmistir.

21. KADIR ANNE EV/ MUTFAK/ iG¢/ GUN

Kadir, mutfaga gider. Mutfak
derli topludur. Hig¢ bulasik
yoktur, buzdolabini agar,
birka¢ pargca uzun sire
dayanabilecek gida disinda bir
sey goremez. Masanin iuzerinde
duran siirahinin basina bir
tabak kapatilmistir. Dibinde az
biraz su vardir. Bir bardak su
icer. Kadir, derin bir nefes
alir, mutfagin kokusunu duymak
ister gibi... Masanin izerinde
duran feslegene elini siirer,
elini koklar. Yizinde belli
belirsiz bir rahatlama vardir.
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22. KADIR ANNE EV/ KORIDOR/ iIC/ GUN
Kadir koridora geger. Koridorda

yan yana u¢ oda vardir, ilk

olarak sondaki odaya gider.

23. KADIR ANNE EV/ ANNE YATAK ODASI/ iC GUN

Yatak odasinin kapisi
kapalidir. Kapiyi usulca agar,
igeride birisini gorecekmis
gibi temkinli davranir. Igeri
girmez, sadece basini uzatir.
Yatak topludur, perdeler
kapalidir, yatagin ayakucuna,
pamuklu, pembe renkte bir kadin
pijamasi katlanip konulmustur.
Kahverengi tonlarin agirlikta
oldugu, agir bir havasi olan
kigik bir odadir.

24, KADIR ANNE EV/ KORIDOR/ iC/ GUN
Kadir koridorun ikinci odasinin
kapisini agmak ister. Kapi
kilitlidir. Kapainin anahtara

i¢in koridorda duran vazonun

i¢ine bakar. Anahtar oradan

alir. Kapiyi agar.

25. KADIR ANNE EV/ BABA ODA/ i¢/ GUN
Sol duvar dibinde bir yatak
vardir. Uzun siire yatilmaktan
dolayi orta kismi ¢okmiis, tek
kisilik bir yataktir. Yine
ortasi ¢okik bir yastik goze
carpar. Yatagin yani basindaki
masada ilag¢lar vardir. Bir
¢alisma masasi, karsi duvarda,
pencerenin o6niine
yerlestirilmistir. Masa boylu
boyunca kaplar pencerenin o6niini
ve masanin iUzerinde irili
ufakli saatler vardir. Odanin
duvarlarinda da gesit cgesit
duvar saati vardir. GCodgu
durmustur, birkac¢a
¢alismaktadir. Her seyin
Uzerini toz kaplamistair.
Calisma masasinin iizerinde bir
gcay bardagi vardir. Dibi
kiflenmistir. Kadir perdeleri
agcar. Bir siire odaya bakar,
6zellikle yataga bakar. Yiizi
asilir, derin bir nefes verir.

26. KADIR ANNE EV/ KORIDOR/ iC GUN

78



Koridorun sonundaki, salona en
yakin olan diger odaya gider.
Kapisini yavasg¢a, nefesini
tutarak acgar.

27. KADIR ANNE EV/ KADIR ODA/IC GUN

Apartman bosluguna bakan kiigik
bir oda. Givercin sesleri
duyulur kapiyi agar agmaz. Tek
kisilik bir yatak. Kiugik bir
giysi dolabi. Dolabin izerinde
bazi yerleri yapisik kalmis
eski g¢ikartmalar, ¢ikartmalarin
Uzerinde gesitli miizik
gruplarinin resimleri,
Ingilizce sézler. Kadir bu
¢ikartmalara dokunur. Yataga
uzanir. Yataktan etrafa
inceler. Eski model PC
bilgisayara bakar, bilgisayarain
Uizerindeki raftaki eski
kitaplara bakar. Bir karakter
yaratmak/Stanislavski, Sahne
bilgisi, 6. Nutku gibi tiyatro
kitaplari géze garpar. Derin
bir nefes alir, kokuyu duymak
ister gibi. Cenin pozisyonunu
alarak yan yatar. Gozleri yari
kapalidir. Kapiya dogru
bakmaktadir.

28. KADIR ANNE EV/ KADIR ODA/IC GUN
(Kadir’in bakis acisiyla)- RUYA

Kadir’in odasinin kapisi
acilir. Iceri, iizerinde cicekli
bir yaz elbisesi olan bir geng¢
kiz (Ozlem) girer. Kapiyi
kilitler usulca.
Kikirdemektedir. (Kiz ozlem’e
benzemeli, Ozlem’in
geng¢ligidir, yas 20) Kadir’in
kasetgalarinin yanina gidip,
radyoyu acar. Eternal Flame/

The Bangles calar. Ozlem
sbzlere eslik eder.

OZLEM

close your eyes, give me your
hand darling, do you feel my
heart beating, do you understand
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Ozlem anlamali anlamli Kadir’e
bakar.Bir kupleden sonra parg¢a
kesilir, Cyndy Lauper/Girls
Just Wanna Have Fun baslar.
Ozlem, dans etmeye baslar.
Kendi kendine salinir. Bu
sirada da kikirdemeye devam
eder. Hafif aralik duran
kapidan, salon ve salonda
oturan Nebahat ile baba goéze
carpar. Ozlem kapiyi, Kadir'e
imali imali bakarak iter.
Sigara ¢ikarir cantasindan,
sigarayi acemice igerek dans
eder. Ozlem’in bacadinin teki
kanamaktadir. Dizinden asagi
kanlar akar. Kadir’e yaklasip
utangag¢gca bir mektup uzatair.
Kadir yattigi yerden elini
uzatir mektubu almak ig¢in.
Elini uzatir uzatmaz mektup
yanmaya baslar. Kadir eline
alir ama kiz da, eli de, mektup
da o an yok olur.

(Kadir’in bakis ag¢isindan
¢ikariz, genel plan)

Kadir’in gézleri tamamen
kapanir ve derin bir hiriltaiyla
uykuya dalar hemen.

29. KADIR ANNE EV/ KADIR ODA/IC/GECE

Giysi dolabinin kapilari
aciktir ve Kadir, torba torba
kagidin ortasinda yerde
oturmaktadir. Hizla torbalarin
i¢ine bakar. Bir torbada eski
karneler vardir, onlara bakar,
iter, bir digerinde ilkokul
fisleri vardir, bir tanesini
¢ikarip bakar, torbaya geri
koyar. Bir baska torbada
mektuplari bulur. Torbayi ters
gevirip tum mektuplara
bosaltir. Zarflara bakarak
kenara ayirair, zarfai
olmayanlarin sadece 1ilk
cimlelerini okur, kenara
ayirir, tek tek tim mektuplara
bakar. Aradigini bulamamis
gibidir. Bikkin bir sekilde
gozleri yere dalar, sikintiyla
oflar.
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30. KADIR ANNE EV/ MUTFAK/ IC/ GUN

Kadir’in Sakallari daha da
uzamistir. Gozlerinin
kizarikligi gegmistir. Mutfak
daginiktir, tezgahin izeri
bardak ve tabak dolmustur,
¢opler birikmistir Kadir,
mutfaktan elinde bir kiicik cay
fincani ile c¢ikar

31. KADIR ANNE EV/ OTURMA ODASI/ IC/ GUN

Kadir camin Oniine oturur.
Sokaga bakar. Karsi apartmanda,
ilk katin mutfaginin bir kismi
bayagi net goriinmektedir.
Kadir’in bulundugu kat biraz
daha yukarida kalmaktadir ve
yukaridan bakmaktadir bu
mutfaga. Bir kadin (Lena)
elinde tahta kasik tencerenin
basindadir. Kulaginin altina
telefon sikistirmistir ve
telefonla konusmaktadir. Yizi
tam olarak goriinmez. Sokagin
ucunda, bir adam bir sokak
kopegini siddetle arka arkaya
tekmeler. Kopek viyk viyk diye
sesler c¢ikararak topallayarak
karsi apartmanin duvarinin
girintisine saklanip,
kivrilir. Govdesinden kan
akmaktadir. Kopege tekme atan
adam, yaklasir kopede, son bir
tekme daha atar, koépek inler
ama yerinden kalkmaz. Adam
yurir gider. Salondaki eski
model gevirmeli telefon galar.
Kadir irkilir.

5. Cadde/ araba ici/ dis/ gece
FLASHBACK AN: Kadir’in bakis
acisiyla. Kadir araba
kullaniyor, yanindan bir araba
gegcer, gecerken uzun bir korna
sesi. Korna sesi ile telefonun
sesi birbirine karisarak
yiikselir ve uzun kornanin
aniden

kesilmesiyle sona erer.

32. KADIR ANNE EV/ KADIiR ODA/ i¢/ GUN
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Kadir odasinda, giysi dolabinin
oninde yerde oturmaktadir.
Bitiun kiyafetlerini yere
yidmistir. Uzerinde Gun’s Roses
amblemi olan bir tisdért giyer.
Tisort kigik geldigi igin

biraz tuhaf ve komik gorinir.
Bilgisayarin altindaki dolaba
acar ve eski kasetlerini yere
yayar. Bir kaseti teybe
yerlestirir. TRT STUDYO FM
programindan, radyodan yapilan
kayit calmaya baslar. Bir parga
baslar, pargcanin sonlarina
gelinmistir. (sign your name
across my heart. terence trant
d’arby) Sarki bitince radyodaki
spikerin konusmasi duyulur, o
da kayda alinmistir. (Spiker
tarihi so6yler, 13 aralik.
radyoyu, programin adini soyler
ve konusur: evet 88 yilinin bu
son ayinda., 89’a merhaba
demeden once bu yilin top 100
listelerine devam ediyoruz.
Yeni bir parga anons edilir.)
Kadir giysi dolabinin
arkalarindan birkag¢ kutu
¢ikarar.

Bir kutunun ig¢inde Elvan marka
gazoz kapaklari vardir, onlari
yere yigip bakar, birkagini
eline alip gevirir. Bir baska
kutuda sararmis, bazi yerleri
yirtilmis Girgir dergilerini
bulur. Eline alir, yataga
uzanip, Girgirlardan birini
okumaya baslar, gulumser
hafiften. Bu sirada teypteki
mizik sesi bozulmaya,
yavaslayarak tuhaf sesler
¢ikarmaya baslar. Kaset
sarmaktadir. Kadir ani ve
kivrak bir hareketle, yataktan
kalkip teybin stop diigmesine
basar, kaseti dikkatlice
¢ikarir, kasetin yuvarlak
bélmesine bir kalem sokarak
bandi geri sarar. Bu sirada
sokak kapisinin agildigini
duyar, kapi gicirdar.

33. KADIR ANNE EV GIRiS/ IC/ GUN

Bir gen¢ kadin (Oya) girmistir
eve anahtarla, ayaginda
terlikler vardir. Mutfaga dogru
ilerler.
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34. KADIR ANNE EV/ MUTFAK/ iI¢/ GUN
Oya etrafa bakmaz ancak mutfaga
girip daginikligi goriince

duraksar. Igeriye seslenir.

oYA
Nebahat Teyze?

Dinler. Mutfak dolabindan balik
yemini alir, yavas¢a salona
dogru geger.

35. KADIR ANNE EV/ OTURMA ODASI/ iIC/ GUN

Oya, oturma odasina geger.
Etrafa bakinir. Odasinin
kapisinda dikilmekte olan
Kadir’i gorince irkilir.

OYA
Ay

Basparmagi ile damagini iter.
oYaAa
Kadir abi? Odiimii kopardin.

Oya, Kadir’in uzerindeki kii¢iik
gelmis tisorte, elindeki, banda
yere dogru sarkan kasete bakar.

oYa
Soylemedi Nebahat Teyze gelecegini?

Kadir konusamaz. Oya ile Oylece
durup, bakisirlar. Kadir
Oya’nin elindeki balik yemine
bakar.

KADIR
Sahi, ben unuttum yem vermeyi

Oya bakar, opisecekler mi
sarilacaklar mi, ne yapacak
bilemez. Bir iki adim one dogru
atar ama Kadirde bir hareket
gormeyince duraksar. Baliklarin
yemini verir. Ikisi de
konusamaz.

oYa
Ya bak ekran ne sisman, kocaman
gosteriyormus insani. Dedim amma
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Oya, abartili bir sekilde
gulumser. Kadir hafifcge
gulumser.Yine sessizlik olur.
Oya tedirgindir. Baliklara
biraz fazlaca yem verir.
Cebindeki bir selpakla da
televizyonun ekraninin tozunu
almaya koyulur.

Oya gevrek gevrek giiler. Kadir
ne demek istedigini tam
anlayamaz. Gilmez. Oya onun
gilmedigini goériince, mahcup
olur, konuyu degistirir.

sismanlamis Kadir abi ama iyisin
masallah.

oYaAa

Sargilari ne zaman acgacaklar,
6ldiikk bittik valla, 6l1din mi
diye...

oYa

Ne agladik Nebahat Teyze ile...
Gozlerim

sisti aglamaktan. Seni ¢ok aradim
Kadir abi ama ag¢madin. Okullar
acilmadan

once bir geldiydiler. Allah
bagislasin dediydik ama..

KADIR
Sagolasin

oYa

Ben gideyim..

Bir seye ihtiyacin olursa sodyle
Kadir Abi.

Yemek falan.. Yaglama falan, ha?

KADIR

Sagolasin, (hafif tebessiimle) Aa bak
Fikriye Teyze hald yapiyor mu
yaglama?

oYa

(bunu anlatmayi bekliyormus gibi
heyecanla soziini keser, bir
solukta en sonunda aglayarak
anlatir)

Annemi ¢ yi1l once kaybettik,
babam da ardindan gitti iste.
Ginlerce bir sey yiyemedim,
yatakta yatmaktan sismanladim,
yaralar bile g¢ikti her yerimde.
(Kolunu siyirair) bak su yaralar o
zamandan kalma sanirim. Kasidim
durdum. Olenle &liinmiiyor
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diyorlardi, ne sinirleniyordum.
Olenle o&liiniiyor iste. Yani
gegmiyor ki.. H41l4 her gece
riyamda goriyorum. Bosver kim ne
derse desin, aglamak m1i
istiyorsun, agla, baska da bir
sey gelmiyor insanin elinden
iste. Sizi duyunca boéyle
sirtimdan asagi bir sey akti,
aynisi annemi kaybettigimizde
olmustu. Tek tesellim iyi evlat
oldum yani, gin yizi gosterdim,
hep derlerdi, Allah razi olsun
dediler hep, bir de evleneydim,
onu goremediler bir tek (aci aci
gilimser)

Kadir yanit vermez, Oylece
donuk bir sekilde bakar,
gézlerini dikerek. Rahatsiz
edici bir sessizlik olur. Oya,
mecburen gitmeye ydnelir yine.
Kapiya dogru yonelir. Kadir de
onu gegirir.

36. KADIR ANNE EV/ GIRiS/ i¢/ GUN

KADIR

Anneme soylemedim gelecegimi,
yazliktan kalkip gelmesin simdi,
sen de deme olur mu ararsa

oYA
(biraz garipser, usulca)

Olur

Oya gider. Kadir kapiyi
ardindan kapatip, orada bir
sire oylece durur.

37. KADIR ANNE EV/ OTURMA ODASI/ IG/ GECE
Kadir cam kenarindaki koltuga

oturur. Karsi kaldirimda

duvarin dibindeki koépek hala

oradadir. Lena koépegin altina

bir karton yerlestirmekte bir

plastik kapta da yemek

vermektedir. Kopek yemegi
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yemez. Lena biraz bekler, sonra
iceri girer. Lena mutfaga gecer
ve karsisinda biri var gibidir,
onunla konusur, agzi kipirdar.
Kadir bulundudu ag¢idan
karsisinda birinin olup
olmadigi goriinmez. Kadir
Lena’ya dikkatle bakar. Kalkar,
televizyonun altindaki dolaptan
bir albim g¢ikarair. Sayfalari
hizli hizli gevirir ve en
sonda, nikah salonunda ¢ekilmis
bir fotograf bulur. Annesi,
babasi, Ozlem, onun annesi
babasi. Ozlem gelinlikle, Kadir
damatlikla. Gilumsiyorlar.
Kadir bir elindeki fotografa
bir de Lena’ya bakar. Albiumi
karistirmaya devam eder.
fkisinin birbirine benzerligi
asikardir. (Not: OZLEM ILE
LENAYI AYNI OYUNCU
OYNAYACAKTIR, SACLARI VE
TAVIRLARI, GIYIMLERI COK FARKLI
OLACAKTIR SADECE)Bir bebek
fotografi bulur. Ona bakar
yakindan, devam eder albime,
baska fotograf yoktur.
Televizyonun altindaki dolapta
bir seyler aramaya koyulur.
Biutin kagit pargalarina bakar.
Yine bulamaz aradigini. Sonra
birka¢ video kaset ¢ikarair.
Videoyu agip, ilk kaseti takar.
Bu sirada guguklu saat oter,
Kadir irkilir.

6. Araba ic¢i/ dis/ gece

flashback an: Kadir’in bakis
acisiyla: Kadir araba
kullaniyor, Oniine bir araba
gelir hizla, yan dbénerek Oniine
gecer. Kadir sert bir fren
yapar. Cama yanip yanip sénen
reklam panosu yansir.

38. KADIR ANNE EV/ OTURMA ODASI/ i¢/ GUN
Kadir, televizyonun yaninda yere

¢okmis, ¢ok yakindan izlemekte.

Eski programlardan kisa kisa

arka arkaya kayit yapilmistair

video kasete. (Sezen cumhur

6nal’in g¢ikolata renkli sarkici

dedigi bir an, sarki anonsu,

konusmasinin en komik yeri,

ardindan kayit kesiliyor ve
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Turgut Ozal’in icraatin ig¢inden
programindan elinde kalem ile
konustugu yine bagimsiz
bakinca, komik ve absird
goérinen, enflasyon ile ilgili
konustugu bir an, ardindan
kesilir ve Nesrin Topkapi’nin
yilbasinda dansoéz olarak ¢ikisi
gorinir)

Kadir durdurur ve kaseti
¢ikarip baska kaset koyar. Bir
diigin kasetidir. Oynayanlarin
goérintilerini hizla geger.
Ozlem’in net olarak gériindiigii,
yakindan g¢ekilmis boélimde
durur, izler. Ozlem masada
oturmus, etrafa
gilimsemektedir, birkag¢ kisi
kulagina gelip bir seyler
sdéyler, Ozlem kahkaha atar,
kamerayi fark eder, kameraya,
fotogaraf makinasi gibi poz
verir bir an, glilumser sonra
yine davetlilere déner. Kadir
Ozlem’in kameraya bakip poz
verdigi ana geri sarip, pause’a
basarak durdurur videoyu.
Ekrana bakar. Ozlem’in
gorintisinin uzerini oksar.
Uzaga, kanepeye geger, oradan
bakar. Kanepedeki yastigi
yanina alip televizyonun oniinde
yatar. Yan yana birbirlerinin
gézinin ig¢ine bakarak
yatiyorlarmis gibi olmasi igin
tam karsisina geger. (Bunun
i¢in gerekirse televizyonu
biraz asagi indirir, ya da yan
cevirebilir) Ozlem’in
gériuntisine baka baka
uyuklamaya baslar.

39. KADIR ANNE EV/ OTURMA ODASI/
Kadir uyumaktadir. Donerken
kumandanin izerine basar. Ekran
videodan c¢ikip, televizyona
gegcer. Televizyonda bir magazin
programi vardir. Magazin
programinda, bir dizinin eski
ve yeni bdélimlerinden
gorintiler vardir. (Bu dizi
ayrica c¢ekilecektir, estetidi,
oyunculuklari ve senaryosu
Kurtlar Vadisi’nin ¢ok benzeri
olmasi planlanmaktadir.)
Ekranda bir adam her tarafini
kaplayan, yuziuni kapatan
sargilar ig¢inde yatmaktadair.

i¢/ GECE
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Kadir, uyanir, ekrana bakar.
Ekranda Kadir’in onceden
¢ekilmis hallerinden bir kolaj
yayimlanir. Hep rahat, havali
ve ukala goériiniir Kadir. Iyi
giyinmistir. Sag¢lari daha
kisadir ve bakimlidir.
Sakalsizdir. Birkag¢ farkla
gece mekaninin kapisinda
magazincilerle kameralara
bakarak konusur.. Bir baska
¢ekimde bir stidyo roéportajinda
Kadir, kahkahalar atmaktadir.
Hepsi miizik alti olarak arka
arkaya kurgulanmistir. Kadir’in
kameralara konustugu cesitli
anlardan miizik alti, konusmanin
duyulmadigi kolajlar akar.

Diziden buna dair bir kare
goériunir. Bir yatakta sargilar
i¢inde bir adam yatmaktadir ve
pek ¢ok karakter onun
cevresinde durmus, izintild bir
sekilde birbirlerine
bakmaktadir.

MAGAZIN PROGRAMI SUNUCU SESI

Iste PUSULA dizisinin gelecek

boéluimden gorintiler.

Acaba POYRAZ'IN sargilari agilacak
m? Acaba ayaga kalkip, bu ihaneti
odetecek mi? Sert agabeymiz bunun
altinda kalir mi hig¢? Icabina
bakmaz mi? Iste hepsini POYRAZ
POLAT'A sorduk.

MAGAZIN PROGRAMI SUNUCU SESI
POYRAZ BEY ne zaman ag¢ilacak
acaba sargilariniz?

(kadir, aslinda bu soruya yanit
vermemektedir, eski gériintiilerdir
bunlar, Kadir bir bardan
¢ikmakta, bir cipe binmektedir,
biraz uzaginda bir kadin vardir)

KADIR
AZ sonra.. (Kadir kahkaha atar)
MAGAZIN PROGRAMI SUNUCU SESI

Hastaneden ¢ikinca intikaminizi
alacak misiniz?

MAGAZIN PROGRAMI SUNUCU SESI
Peki bu sire¢te ask hayatiniz ne
olacak? Sizin ig¢in aglayan iki
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kadin var, hangisini
segceceksiniz?

KADIR

(eski bir stiidyo réportajindan bir
karedir bu da. Kadir kahkaha
atar, kendine ¢ok giivenerek
konusur. Ciimleleri ezberlemis
gibidir, samimiyetsizdir)

Ask1l segerim her zaman. Benim askim
isim. Severek yapinca isinizi ve
dogru ekiple, dogru bir sinerji
ile ¢alisinca boéyle iyi isler
ortaya ¢ikiyor. Biz hig¢bir zaman
reytingi ama¢ edinmedik, ozveri
ile g¢alistik ve sonucunu aldik.
Ask budur iste (tekrar kahkaha
atar)

STUDYO PROGRAMI SUNUCU

Kadir bey, yapmayin askinizdan olen
hayranlar var. Ask hayatiniz
yansiyor ekranlara. Bir kadinda
ne ararsiniz?

Kadir gevrekge, kagamak bir yanit
verecegini sezinleten bir kahkaha
atar.

Kadir ekrandaki kendi
gérintisine bakakalir. Yizi
asilir. Televizyonu kapatir.
Televizyon kapaninca, ekrana
yansiyan kendi yizinin
yansisina bakar. Bir siire
bakar. Diisinir.

40. KADIR ANNE EV/ BABA ODA /i¢/ GUN

Kadir, babasinin odasindadir.
Saatlere dokunur, arkalarini
¢gevirir. Masanin g¢ekmecesini
agar, orada kiug¢ik bir ses kayit
cihazi bulur. Ag¢ar, ig¢ine yeni
pil koyar. Yanindaki bir
kutunun ig¢inde sira sira kiigik
kaset bulur, izerlerinde tek
tek yil, ay, gin yazmaktadair.
En alt siradakini alip teybe
takar. Insan sesleri duyulur.
Kadir’in sesi genggedir. Kadir
teybin sesini agar. Fonda bir
mizik sesi vardair,
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televizyondan gelen Tiirk Sanat
Mizigi. Koro soylemektedir.
BABA SES
Nasil kayda mi aliyor simdi bu?

NEBAHAT
Soyle bir sarka

KADIR
Bak anilarini buraya okuyabilirsin
artik.

BABA SES
Boyle elimde mi tutacagim?

NEBAHAT
Ver bakayim,

(Nebaha’in sesi netlesir. Fondaki
Tirk Sanat Mizigi sarkisina eslik
eder)

KADIR

Bak yazacagina artik buraya
kaydedersin sonra birisi
dizenler, yaziya doker.

BABA
Kim yazacak?

NEBAHAT

Hah Yasa Kadir. Yaz yaz, kambur
olduydu.

Kim okuyacaksa..

BABA SES

Hadi be! O zirzop adamlardan daha iyi
fikirlerim, mahvettiler ilkeyi,
pezevenkler.

NEBAHAT

Bak Nevzat ¢ocuk diisiinmiis de almis,
kor olacaksin sonunda, doktoru
dinle, yazacagina kargacik
burgacik konus iste oraya.

BABA SES
Tamam tamam kapat simdi, elim yagla,
sonra bakarim.

Kayit kesilir. Kadir dinlerken
gilimsemistir. Kadir, bir baska
kaset takar, bu kez sonlardan
bir kasettir. Babasinin sesi
duyulur bu kez, fonda yine Tirk
Sanat Mizigi duyulur. Baba, bir
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topluluga konusur gibi
seslenmektedir. Sesi ding ve
heyecanli gelir.

BABA SES
(Bogazini temizleme sesi)
11 mart 2008, saat 11:38: 54. yarin

Kadir gilimseyerek stop’a
basar. Biraz ileri sarar.

12 mart ve sabahtan beri
bakiyorum tek bir televizyon
kanali bu konuda bir yorum
yapmiyor, yarin bakalim glindeme
getirecekler mi, Diun aksamki
tartismada gordik iste. Herkes
kisisel tatmin yapiyor, kimsenin
bir sey hatirladigi yok. Yav
zirtapoz XXXXX sen daha diin ne
diyordun, bugin ne diyorsun,
simdi ¢ikmis hikimeti savunuyor,
doénekler ordusunu ancak bir ordu
silah yodnetir iste, bizim
gelenegimizde var bu, artik
kaniksandi, doénup aynaya bakin,
hepiniz ayni seyi yapmadiniz mi?
Kaldigimiz yerden devam edelim
Uilke tarihine. Evet 1963’ teydik
Eylil ayi. Arsivimdeki gazeteye
gore..

BABA SES
Taksiye biniyorsun, adam gidecegin

Kadir, sefkatle giilumseyerek
ileri sarar. Kafasiyla “hey
allahim deli adam” gibi bir
isaret yaparak devam eder,
ileri sarip rastgele bir yerde
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yeri bilmiyor, yav diyorsun
Kadikoy , tarif et diyor, yav
dumdiz git Kadikdy iste, bunu mu
bilmiyorsun, ben karsinin
taksisiyimden sonra bir de bu
¢ikta. Sinemaya gittim iste,
Sireyya, hay gitmez olaydim,
boyle miydi? yazlik sinema ve
gazinalor vardi. Ilk kez sinemaya
gittigimde yail..



durur. Babanin sesi bu kez c¢ok
bitkin gelir.

Babanin sesi burada kesilir.
Sessizlik hakim olur. Kadir'’in
gulumsemesi kesilmistir. Birden
allak bullak olmustur. Ileri
sarar, durdurur”, yine kayit
edilmis bir ses duyamaz. Kaset
bostur. Sessizce durur. Bu
sirada igerideki saat gongunu
vurur. Bes kez. Kadir irkilir.

6. Cadde/ dis/ gece

flashback an: Kadir’in bakis
acisiyla. Kadir, asfaltta
(otoyol gibi) hizla giden bir
arabanin pesinden kosmaktadir.
Derin ve hizli nefes sesi,
gittikge artar.

BABA SES
Ancak koti bir saka bu. Ellerimle

yasadim hep. Titreyen ellerle
zemberek mi tutulur? Sadece sesim
var artik. Hep sikayet ettiler
yazmamdan, saatlerimden, iste
artik yazamiyorum, goéremiyorum,
Bugiin 2 subat 2009. Artik az
kaldi sona. Bitmeden bitirmeliyim
tarihi. 1981’i anlatiyorduk.
Bugiin toplayamiyorum kafami.
Bugin aradin, saat 15:45: 38 de.
Hissetim arayacagini. Telsiz
telefon aldik, yataga getirdi.
Konusma siiremiz 1 dakika 53
saniye 05 saliseymis. Yine
settesin. Iki hafta éncekinden
daha kisa, sadece 180 saniye
kadar daha kisa. Yine para
goéndermissin. Saniyeler kald:,
buraya gelsen keske, zamanin yok,
hep yok. Biz mi hata yaptik,
nerede hata yaptik? Artik
konusamayacagim. Benim zamanim
yok. Benim tarihim bitiyor bu
kayitlari tamamlayamadan. 1981
sonrasi.. Hep ayni iste belki de,
artik higbir sey eskisi gibi
olmadi, ondan sonra, tarih durdu
orada.

41, KADIR ANNE EV/ OTURMA ODASI/IC/ GECE
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Kadir cam kenarinda
oturmaktadir. Gece yarisidir.
Kopek, kartonun iizerinde
uyuklamaktadir. Sokak bostur.
Sari bir sokak lambasi yanip
yanip sOner. Sokaktan yasli bir
adam gecer. Uc ayakli bir
bastonla ¢ok agir agir
yirimektedir. Bastonun asfaltta
¢ikardigi ses duyulur. Ardindan
topuklu ayakkabili, dopiyesli
bir kadin yurir, yasli adami
hizla geger. Sokak o kadar
sessizdir ki bu iki ses de ¢ok
net duyulur. Topuklu ayakkabi
sesi bir apartmana girer ve
kesilir. Kadir,kucaginda
babasinin teybi o6ylece
oturmaktadir. Kanepenin izeri
eski kasetlerle doludur. Kadir,
basini kanepenin kenarina
dayar, derin bir nefes verir,
sikintili. Sokaga bakar yine.
Karsi dairede Lena’nin 1sigi
acilir. Uzerinde gecelidi,
elindeki bir bardaga su
doldurur. Isigi kapatip c¢ikar.
Kadir, Lena’nin giris ve
¢ikisini izler. Kanepede biraz
daha kaykilir ve goézlerini
kapatarak derin bir nefes daha
verir. Bir siire geger, ug¢
ayakli baston sesi de sokagin
sonuna ulasip yok olana kadar
bir sire goézleri kapali durur
Kadir.

Kadir’in bakis acisi ile- RUYA

Kadir kapi ag¢ilma sesi duyar.
Oturma odasina Ozlem girer.
Ustii 1slanmistir yadmurda.
Gelip camin yanina Kadir'’in
karsisina oturur.Kadir’den
derin bir nefes sesi ve
aglamaya c¢alisir gibi bir
inleme duyulur siirekli olarak.

OZLEM (Baba ses konusur, Ozlem’in
sesi degildir)

Ozleme aciyorum en c¢ok, zavalli
kizcagiz. Hig

kimseyi mutlu ettin mi hayatinda it?

Bir kere biri ig¢in ne yaptin
karsiliksiz?
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Bir anda Ozlem kaybolur. Kadir
kafasini saga g¢evirir. Koltukta
Nebahat oturmaktadir. Sufle
vermektedir elindeki kagittan
Kadir’e. Sogukg¢a, koti bir
tonlama ile okur.

Bosa yasiyorsun, bosa. Benim oglum

boyle olmaz, olamaz. O pig¢lerden
birine doéniistin, televizyonu
agmiyorum artik senin o hallerini
gormeyeyim diye. Tutup atacaktim
camdan asagi, nebahat durdurdu.

NEBAHAT

Onlarin hepsini teker teker

6ldiirecegiz... Basta Kulpa’'yi.

Bunu yapmazsak bana da Poyraz Polat
demesinler.

KADIR

Onlarin hepsini.. Neydi?

NEBAHAT
Teker teker..

Kadir, bu replikleri tekrarlayamaz.

Kafasi karisir. Kadir yine inler.

Nebahat’in elindeki kagitlar yok olur.
Simdi daha normal konusur Kadir’e

bakarak.

Birden oniinde oturduklari cam,
bir tren camina doniisir ve
disaridan goriuntiiler akmaya
baslar, evler, sokaklar...

42, TREN YOLU/ DIS/ GUN- RUYA

Bir kiigiik kiz, RUYA, ziplaya
ziplaya kosmaktadir tren
raylari izerinde. Cama bakar ve
el sallar. Rilya Ingilizce bir
¢ocuk sarkisi soyler,
Ingilizce’ye dili tam
dénmilyordur Tren raylara
uzerinde ziplarken, arkasindan
bir tren gelmektedir. Kadir

NEBAHAT
Gel oglum, gel yat dizime,
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aglayamiyor musun? Gel, burada
aglarsin, gel. Artik
uyuyabiliyorsun ama degil mi? Bu
ev uyutur, giizel uyutur.



elini cama dayayip, cama vurup
onu uyarmaya ¢alisir ama Riya
fark etmez. Tren hizla yaklasair
ve Riya’ya garpar. Kadir
irkilerek uyanir.

43, KADIR ANNE EV/ OTURMA ODASI/IC/GECE
Kadir’in bakis acisi ile- RUYA

Kadir cam kenarindadir hala.
Kapi ag¢ilir tekrar, igeri bu
kez Bahar girer. Uzerinde, bir
énceki sahnede Ozlem’in giydigi
kiyafet vardir. Bahar yaklasir
ve Kadir’i opmeye yeltenir.
Kadir ceker kendini.

KADIR
Bu onun elbisesi niye giydin?
Niye giydin?

Bahar’in iUzerinden kiyafetleri
¢ikartir, zorla. Bahar Kadir'’i
oéper. Opiigiirlerken Bahar’ain
yizii Ozlem’in yiizii olur.
Ozlem’in yiizii kanamaya baslar.
Kadir aglama sesi gikarir yine.
Kadir irkilerek uyanir.

(Kadir’in bakis ag¢isindan
¢ikariz. Genel plan)

Kadir, goézlerine dokunur ve
gézyasi var mi1 diye anlamak
ig¢in yanaklarina dokunur,
kurudur. Sokaga bakar. Sokak
hala bostur. Kopek ayni sekilde
uyumaktadir. Sari sokak lambasi
yine yanip yanip soénmektedir.
Lena’nin 1sigi soOniiktir.

44. KADIR ANNE EV/ GIRis/i¢/GUN

Kadir’in annesi Nebahat kapiyi
acar anahtarla igeri girer.
Ayakkabilarini g¢ikarair,
terliklerini giyerken igeriden
gelen Tiirk Sanat Miizigi’ni
duyar. Ardindan odadan gelen
tik tak seslerini, masanin
Uuzerine konan saat tamir
aletinin sesini duyar. Yizu
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kire¢ gibi olur. Temkinli
adimlarla, odaya dogru yurir.

45, KADIR ANNE EV/ BABA ODA/iC/GUN

Kadir’in sirti doniiktiir, camdan
igeri gines 1s1gi girmektedir
ve odadaki toz zerreciklerini
belirgin kilan bir isik demeti
vardir. Kadir, sandalyenin
arkasinda asili duran babasinin
hirkasini giymis gibi goérunur.
Nebahat odanin kapisinda
saskinlikla dikilir. Hayalet
goérmis gibidir. Titrek bir

sesle
NEBAHAT
Rifat?

Kadir irkilir.

7. Araba/ dis/ gece

flashback an: Silah patlama

sesi. Ozlem’in geriye dodru

kaykilip, araba camina c¢arpan

kafasi.

Kadir,agir agir doner. Annesine

bakar. Nebahat bir sire

konusamaz.
NEBAHAT
Bismillahirahmani rahim

46. KADIR ANNE EV/ OTURMA ODASI/IC/GUN

Kadir’in sakallari biraz daha
uzamistir. Oturma odasindan
babanin odasinin kapali kapisi
gorinir. Nebahat’in mutfaktan
sesi gelir, soylenmektedir
acili, miril miril bir sesle,
allahim sen biyiksin yarabbim
gibi sesler fark edilir. Ne
dedigi tam anlasilmaz. Kadir’in
biraz keyfi kagmis gibidir.
Yine kanepede cam kenarinda
oturmaktadir. Karsi dairenin
mutfagina bakar. Karsida Lena
masada oturmus, sebze

soymaktadir.

KADIR
Anne, su kadin Ozlem’e benzemiyor
mu?
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Nebahat elleri bulasik
deterjanli gelir. Elinde bir
tava vardar.

Nebahat pencereden bakar.

NEBAHAT
Hangi kadin?

NEBAHAT

Bilmem... Kimin nesi hig¢
bilmiyorum. Eskiden orasi bos
arsaydi hatirlar misin? Mag
yapardiniz!

KADIR
Hihi.

NEBAHAT
Tasti bu sehir, tasti. Bak, bizimki

ile birlikte i¢ tane mistakil ev
vardi topu topu, kag¢ tane
apartman sigdirdilar, dip dibe.
Ka¢ kisi yasiyordur bu sokakta
acaba? Iyice biraktim mahalleyi.
Mustafalar da satti bakkalzi,
yukarida hiper market ag¢gmislardi,
simdi simit sarayi mi ne olmus.
Bakkalda nemrut bir kadin var,
gérdin mi onu? Eve siparis
getirmiyoruz teyze deyip duruyor,
asansor de bozulduydu da inip
¢ikamiyordum o zaman, kapici da
yok ya artik, neyse sucudan rica
ettim de ¢ocuk getirdiydi
ekmegimi falan.

KADIR
Bir kez bu renge boyamisti.

NEBAHAT

Gozum de gormiyor, su tavada leke
kalmis mi1 bak bakayim. Gordin mi
gozliklerimi?

KADIR
Yok gormedim

NEBAHAT
Nereye koydum acaba? Yarin babanin

6lim yildonumii, helva yapacagim,
onlarin da

sevabina.... ah minik

kuzucugum, cennetlik ¢itlembigim



Nebahat ig¢li ig¢li, ne dedigi
tam anlasilmadan acili acila
mirildanir yine. Kadir’in cani
sikilir, kalkar, odasina geger.
Tam Kadir odasina gegerken kapi
¢alar. Kadir ag¢maz. Nebahat
gider kapiyi acgmaya.

47. KADIR ANNE EV/ GIRIS/IC/GUN

Kapiya gen¢ bir komsu kiz
gelmistir. Elinde bir tabak
i¢inde tatli vardar.

Gitmeye yeltenir, Nebahat hemen
atilar.

Kiz gekine gekine girer.

KOMSU KIZ

Merhaba.. Ben yeni tasindim, 5
Numaraya. Biraz ses yaptim
tasinirken, kusura

bakmayin. Buyurun.

NEBAHAT

Gel , gel kizim, gekinme. Insan
yuzi gorince seviniyoruz biz, o
daireye dolu kiraci geldi gitti
biri boyle senin gibi gelip de
tanismadi, suratsiz suratsiz
sabah ¢iktilar, gece geldiler,
iki lafa hasretiz gel.

KOMSU KIZ
Girmeyeyim..

NEBAHAT
Gir canim, korkma kesmeyiz, komsulugu
onemserim ben, gir.

48. KADIR ANNE EV/ OTURMA ODASI/IC/GUN

Kiz oturur. Nebahat biifeden
eski bir yabanci ¢ikolata
kutusundan seker ikram eder.
Kapagini agar, ig¢inde kapaktaki
gibi ¢ikolata degil, eski tarz,
bayram sekerlerinden vardir.

NEBAHAT

Cikolata sandin ama seker ¢ikti,
degil mi? (giler) Bunu
Almanya’dan getirmisti halam, ben
kag, 20 yasinda falandim belki,
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Kiz, sekeri agzina atar ama
seker bayat oldugu ig¢in
dislerine yapisir.

Seker, dislerine yapistigi igin
zorla agzini acar. Belli
etmemeye

Calisar.

ben bir sey atamam, saklarim hep,
lazim olur, anisi vardir.
Rahmetlinin de bir seycigini
atamadim, odasi aynen durur oyle,
kapisi kilitli, sanki agacak da
¢ikacak gibi gelir igeriden
bazen, sanki hi¢ o6lmemis gibi,
tovbe tovbe. Ben o6liince bu
daireye yabancilar gelecek, her
sey atilacak diye ¢ok korkuyorum.

KOMSU KIZ
Cok rahatsiz etti mi sesler sizi?

NEBAHAT

Yok yavrum, ben yoktum, ben burada
pek yasamiyorum zaten. Bey Oliince
ev mezar gibi geldi. Yalnizlik
zor kizim, zor. Sen evli misin
kizim?

KOMSU KIZ
Yok degilim

NEBAHAT
Bu da yeni huy, kimse evlenmiyor. Ne
is yapiyorsun kizim?

KOMSU KIZ
Mali mifettislik yapayorum, sik sik
sehir disindayim aslinda.

NEBAHAT

Iyi iyi gezin kizim, geng¢siniz. Ben
gidemiyorum, baska yere. Omrii
hayatimda da ¢ikmadim su
sehirden. Silivri tarafinda bir
kigik ev almisti rahmetli, yazlik
niyetine, denize de girilmiyor ya
artik, iste hava degisimi oluyor,
yaz kis oradayim hep, orada
komsularim var en azindan. Burada
kimse kimsenin yiiziine bakmiyor.
Bir Oya var eskilerden, 5 numara,
ugra ona da, iyi kizdir. Inan
baska da bilmiyorum
apartmandakileri. Sen benden iyi
bilirsin. Simdi dis¢i randevum
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Bu sirada Kadir, iizerinde
genglik kiyafetleri, elinde bir
Girgir ile

odadan hizlica tuvalete dogru
gegcer. Kiz, igeriden birinin
geg¢tigini goriince irkilir,
anlam veremez. Nebahat fark
etmez kizin Kadir’i goérdiguni.

Kiz c¢cok saskindir, tekrar igeri
dogru bakar, Kadir’in aralik
kapisindan igeri gdrmeye
¢alisir. Odadan bir poster
goéziine takilir. Sorar gibi
bakar Nebahat’e. Nebahat bir
aciklama yapmaz, ¢ok farkinda
degildir kizin merakinin.
Nebahat onu kapiya geg¢irir.
Kapiyi kapatair.

var da ona geldiydim. Sen gel
yine ama, ¢al zili. Bu ara
buradayim iste.

NEBAHAT

Hadi bakalim, ben seni tutmayayim,
tabagin kalsin, helva yapacadim,
ondan veririm ben sana kizim,
yemek de veririm, g¢alisiyorsun,
yalnizsin yemegin olsun biraz.
Yasin geg¢meden evlen kizim, bak
yalnizlik zor yaslilikta. Gerg¢i
koca adam bile 6lip gidiyor iste
ama olsun..

49. KADIR ANNE EV/ KADIR ODA/IC/GECE

Kadir’in sag¢i, sakali biraz
daha uzamistir. Odada,
yataginda uzanmaktadir.
Apartman boslugundaki
givercinlerin sesi duyulur. Bir
kus pencerenin o6niine konar.
Kadir , cama dokunur. Nebahat
mutfakta birka¢ tabak disirir
yere. Bir nida ¢ikarir. Kadir
irkilir.

8. Araba/ dis/ gece

flashback an: Kadir arabanin
arka koltuguna bakar ve yiiziine
dogru Rilya’dan kan sigrar.
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Guguklu saat oter. Bu kez uzun
uzun Oter. (sekiz- dokuz kere)
Ardindan telefon g¢alar. Nebahat

agar.
NEBAHAT
Alo? Buyrun? Bir dakika..
Kadir, telefon.

50. KADIR ANNE EV/ OTURMA ODASI/ IC/GUN

Kadir telefona gelir.

KADIR
Kimmisg?

Nebahat bilmem isareti yapar.

KADIR
Alo?

Kimse yanit vermez.
Telefon kapanir.

NEBAHAT
Kimmisg?

KADIR
Kapatti

NEBAHAT
Su ¢oépleri atsana oglum, yoruldum
6ldim, belim tutmuyor.

KADIR
Mevlit yok mu?

NEBAHAT

Aa? Ayol bes yildir yok. Millet
istemedi artik kapici. U¢ kurusun
hesabini yapiyorlar, ben direttim
ama olmadi. Adamin emekli maasi
hakki varmis, onu da veremedik
garibime.

KADIR
Cikamam anne.

NEBAHAT

Iyi! Koksun ev, ¢oép ev olsun, yazik
gunah bana ya, hi¢ mi
acimiyorsun, in ¢ik, in ¢ik.
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Nebahat soylenmeye baslayinca
Kadir, sikilarak mutfaga gider,
¢opleri almak ig¢in.

51. KADIR ANNE EV/ APARTMAN ONU/DIS/ GECE
Lena camdan disari sarkmis cep

telefonu ile konusmaktadir. Ne
konustugu tam olarak duyulmaz.

Kadir, copler elinde iirkek ve
temkinli adimlarla disari
¢ikar.Karsidaki ¢op kutusuna
bakar Sokada adimini atar, bir
anda ter basar Kadir’i, yiizi
kipkirmizi olur. Sokagin
ortasina dogru yaklasirken
hizla motorsikletli bir kurye
geger. Kadir irkilir, yana
kacar cocuk elini havaya
kaldirarak tepkisini belirtir.

KURYE
Kor misin ya!

Kadir kaldirima ve apartmanin
oniine geri doéner hizla, c¢opi
atamaz, apartmana girer
aceleyle. Lena onu izler.

52. KADIR ANNE EV/ GIRiS/i¢/ GECE
Kadir, ter ig¢inde ve nefes

nefese igeri girer. Kapaiyi

kapatip, kapinin dibine yere

¢coker. Gogsiuni tutar. Nebahat
mutfaktan basini uzatir,

saskinlikla Kadir’e, elindeki

¢Op posetlerine bakar. Kadir,

acikli gozlerle annesine bakar.

53. KADIR ANNE EV/ KADIR ODA/i¢/ GUN
Kadir’in sag¢lari biraz daha
uzamigtir. Kadir’in dzerinde
yine eski bir tisérti vardar.
Kulaginda walkmen kulakligi
vardir. Dolabinin Oniinde yere
¢okmustir, her yer ig¢ini
bosalttigi mektup torbasi ile
doludur. Tek tek kagitlara
bakip,okur hizlica, aradigi sey
olmadigini anlayarak kenara
ayirir, bu arada da kafasini
hizli hizli sallayarak ritim
tutmaktadir. Igeriden
Nebahat’in sesi gelir.
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54. KADIR ANNE EV/ OTURMA ODASI/ IC/ GUN

Nebahat evde oturma odasinda
(sonra da koridorda dolasarak)
her yere bakarak gézliiklerini
aramaktadir

Kadir duymaz ve yanit vermez.

NEBAHAT

Var bir hayir var.. Bir sey kaybolmaz
bu evde. Yer yarildi sanki ,
Allah Allah..

55. KADIR ANNE EV/ KADIiR oDA/i¢/ GUN
Nebahat Kadir’in odasinin kapisina gelir.

Bagirarak konusur.

Kadir, kulakligi gikarar.
Nebahat bir daha sorar.

Bu sirada kapi ¢alar. Kapinin
¢aldigini duyar.

Nebahat kapiyi ag¢mak ilizere
giderken,

Nebahat g¢ikar. Odanin kapisini

acik birakir. Kadir kalkar,
kapiyi kapatir tamamen.

NEBAHAT
Ben su ¢opleri g¢ikartiyorum, birikti
yine. Go6rdin mi gézliklerimi?

NEBAHAT
Gordin mii diyorum goézliklerimi.

KADIR
Gormedim

KADIR

Anne? Ozlem’in yazdigi bir sey vardi,
sen hi¢ kagit falan atmadin degil
mi?

NEBAHAT
Ne atmisim da onu atayim!

56. KADIR ANNE EV/ GIRiIS/iIC/ GUN
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Nebahat dis kapiyi acar. Kapida
takim elbiseli, elinde iphone
ile Nadir vardir. Sabirsizca ve
hizli hizli konusur hep. Kapi
ag¢ilinca kendini tanitir, ¢ok
nazikge giilimser.

NADIR

Merhaba. Ben Nadir Carkay.

Kadir’in dizisinin yapimcisi. Kadir
evde mi?

Nebahat igeri buyur eder. Nadir
igeri geger. Nebahat
ayakkabilarina bakar. Nadir
¢ikarmak zorunda kalir.
Coraplarla komik gorinir.
Nebahat bir terlik wverir. Nadir
giymek istemez.
NADIR
Yok, gerek yok

NEBAHAT
Yerler soguk, hem tozlu giy evladim.

Nadir giyer zorla.
Biraz biyikge bir kadin

terligidir.
NEBAHAT
Erkek terliklerimizi hep attim oglum,
kusura bakma.
57. KADIR ANNE EV/ OTURMA ODASI/IC/ GUN

Nadir igeri geger. Gozu eski
¢in sobasina takilir.

NADIR

(biraz alayci) A! Bizde de varda
bundan.

Halad var mi bunlardan?

NEBAHAT
Arkadasin geldi oglum

Nebahat mutfaga geger.

58. KADIR ANNE EV/ KADIR ODA/IC/ GUN

Kadir odasinin anahtar
deliginden bakmaktadir. Anahtar
deliginden Nadir’i izler.
Kadir’in bakis agisaiyla,
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anahtar deliginden: Nadir,
iphone ile mesguldir. O sirada
ayagindaki kadin terliklerine
bakar, ayagindan gikarir. Koti
bir koku gelir burnuna,yiziini
burusturur,once kendi
goraplarini sonra terliklerin
ig¢ini koklar. Terlikleri biraz
uzaga iter ayaklaraiyla.

59. KADIR ANNE EV/ KADIiR oDA/i¢/ GUN

Nebahat, Kadir’in odasinin
kapisina gelir, kapiyi agar,
tam o sirada da Kadir de disara
¢ikmak ig¢in ayaga kalkmistair.

NEBAHAT
Kadir, oglum ne kadar ayip

KADIR (miriltiyla ve diglerinin
arasindan)
Tamam anne

60. KADIR ANNE EV/ OTURMA ODASI /iIC/ GUN

Kadir, odadan cikar. Uzerinde
halen eski tisorti vardar.
Nadir, Kadir’i o halde goriince
sasirir, belli etmemeye
¢alisir. Nadir ayaga kalkar,
kocaman giilumser, siki siki
sarilir, Kadir’in sirtini
sivazlar. Nadir konusma boyunca
neseli ve enerjik goriuniur. Hep
guler yuzle konusur. Oldukeg¢a
hizli hareket eder ve konusur.

NADIR

Vay!Poyraz Polat! Kagak! Nasil
buldum ama seni degil mi? Adresi
girdim benim navigator hatuna,
tak getirdi kapiya kadar.

Kadir, sodukga giilimser, cam
kenarina oturur.

Nadir de oturur,

goézi iphone’dadir.

NADIR

Ne var ne yok? Kogum yurt disina
gitmissin bir ara, onu da
o6grendik, bu bahaneyle pesinden
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oraya geleyim, biraz hava alayim
dedim ama donmissin hemen.

KADIR
Istihbaratiniz kuvvetli yine..

NADIR
Tabii, tim zamanlarin en hizli

Kadir, tam yanit vermeye
hazirlanirken, Nadir soéze
girer.

yapimcisiyiz , havada karada ele
gegiririm. (iphone’a bakarak)
Bak, bak su an beni izleyenlerin
sayisi 185 oldu. Haha, yazayim
bari. “Su an Kadir Geg¢tan ile
sarap igmece..” (hizla bunu yazar)
Eee neler yapiyorsun? (bir gozi
hala iphone’dadir)Oglum insan bir
arar, ne yaptin yuttun mu
telefonu, hep kapali.

NADIR

Hah geldi reyting. Of biraz daha
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dismis, besinciyiz abi. Hig¢ bu
kadar diismemistik. Share 19.09
totalde. AB’de 15.99 (yizi
asilir) Bak kogum bir, buguk ay
oldu, sen yoksun, her hafta
disiiyor reyting. Bir numara
yapalim diyoruz, bir ses ¢ikart,
bir cimle soyle sargida iken,
tavan yapalim, kendine geleceksin
diye beklesinler. Kanal fena
sikistiriyor, baska oyuncu falan
demeye basladilar. Biz senle
basladik, bak i¢ sezon gittik,
iki giinde kalkiyor diziler
biliyorsun, simdi biz de yeni ise
baslasak tutar mi belli degil,
risk bakma bu tuttu ama bu millet
neyi seviyor neyi sevmiyor belli
olmuyor ki, isin formilini bir
¢cozsem para basip gidecegim
amerikaya, ¢ekilir is degil.
Neyse, 6zetle biz senle devam
etmek istiyoruz, ka¢ tane oyuncu
¢ikarttilar onimize, yari

bitgceyi de onlar karsilayacak
yani.. Sen de yer yarildi igine
girdin be kogum. Tamam anliyoruz
seni de ama ka¢ ay oldu,
sozlesmemiz var biliyorsun, yani..
(yine iphone’a bakar) Hah, bak
hemen yanit geldi, (okur)”sarabi



da alin buraya gelin, yuzinid
ekranda da goremez olduk,
6zledik!” Nesliler’den. Sahi
gitsek bir aksam onlara.

KADIR
(sogukga)
Biz ka¢ yilinda tanismistik?

NADIR

Bilmem. En az vardir bir 8 yil,
bilmem abi hatirlamiyorum, Yav
Meral Asim kimdi ya ¢ikarabildin
mi? Facebook’a eklemis beni, su
profile kendi fotograflaraini
koymayanlara da nasil kil
oluyorum, hayatta ¢ kisi
taniyoruz sanki, hepsinin ismini
hatirliycaz, Mesaj atip duruyor,
bayagi yazisiyoruz, ama yani
benim higbir fikrim yok kim
olduguna dair. Oyle takiliyoruz
bakalim. Yaslaniyoruz be kogum.
Eskiden var ya zehir gibiydi
hafizam. Hani “Unutma”da oynayan
bir kiz vardi, glizelce, abisini
6ldiriyordu o kizin adi neydi
abi, M’1li bir sey.. O mu acaba bu?
(Telefon defterindeki isimlere
tek tek bakar)

Oglum siirekli boéyle isim tariyorum
telefonda.

KADIR
Ozlem’i hatirliyor musun?

NADIR

(iphone’a bakar)

Nasil yani? Amma yaptin. Tabii canim.
Yani o anlamda demedim, yenileri
unutuyoruz.

KADIR
Sen en son ne zaman gormistun
Ozlem’i?

NADIR

Valla bilmem ki! Sen pek getirmezdin
onu. Abi duyman lazim, senin lafi
kullaniyor bizim yeni yetmeler,
ana kralige sarayinda otursun,
prensesler cgevremizde dolansin
diyorlar ama tam 6yle degildi
senin laf neydi, daha havali bir
seydi.. (Nadir giler, Kadir’in
giilmedigini goriince hemen konuyu
degistirir) Ozlem.. Sana siirpriz
bir dodum giinii yapmisti. U¢ yil
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m1 dort yil once mi ne o zaman
galiba? Niye sordun?

KADIR
Mutlu muydu sence? Yani biz iyi mi
goriniyorduk?
Kadir, Nadir konustuk¢a onu
dinlemeyecektir. Camdan disari
bakarak, koépegin ayaga kalkmaya
¢alismasini , sonra ayaklarinin
tutmayip, yere kivrilisini
izler.
NADIR

(Yine ipone’a bakarak) Iyiydiniz siz
hep. Ha tabii. Ah! Bak o saatte,
Kirik Hayatlar wvardi, birinci
olmuslar. Bak, sen déner ddénmez
isleyecegimiz aksi yazarlarla
belirledik. Ana aks. Sargilar
agilacak, sadece yizinin bir
yerinde bir iz kalmis, onun
disinda eskisi gibisin. Bir kisi
hari¢ herkese 61diginiin
bilgisinin gitmesini
saglayacaksin. Sonra ruh gibi
aralarinda dolanip teker teker
intikamini alip, o6ldiireceksin
hepsini. Nasil? Bdyle
kurtariyoruz!

KADIR
Peki ben ne zaman degistim? Yani tam
olarak ne zaman basladi?

NADIR

(bir goézii yine ipone’da) Iste bir
figiran bulduk senin yerine,
senin evini kundakladilar,
alevler iginde belli olmadi zaten
sen misin degil misin, oyle
basladi, hep merak ettirdik kimin
yaptigini biliyor musun bilmiyor
musun diye.. Izlemedin mi?

KADIR (daha ciddice)

Abi h&la dizi anlatiyorsun bana ya!
Ne zaman bodyle pigin teki oldum
diyorum, senin gibi?

Nadir bu kez sasirarak bakar.
Gilimsemesi durur.

Bir sessizlik olur.

Nebahat cayla birlikte dolma
getirir.

NEBAHAT
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Nadir, sinirlenmistir.

Kadir hig¢ itiraz etmez.
Hemen kalkar.

Nadir saskin ama daha ¢ok
sinirle ¢ikar. Kadir gegirmez,
Nebahat kalkar gegirir. Kadir
camdan disari bakar. Bir eskici
gecmektedir.

Salondakinin aynisi bir Cin
sobas1i, biraz daha hurda bir
bigcimde, eskicinin el
arabasinda durmaktadir. Eskici
bagirir. Kadir, Nadir’in hizla
yuriyip gittigini gorir
sokakta. Telefonla
konusmaktadir bir yandan.

Yaprak da sertmis biraz, gelmediydi
benim pazarci, baskasindan aldim,
hasla hasla yumusamadi, kusura
kalmayin artik oglum.

NADIR

Ben kalkayim artik. Hasta ziyareti
uzun siurmez. (Hastaya vurgu
yapar)

NEBAHAT

Yok canim,iyi masallah, yakinda doéner
isine giliciine, otursaydin, boérek
de pisiyor.

NADIR
(sogukga) Gideyim ben, haberlesiriz
Kadir.

61. KADIR ANNE EV/ KADIR ODA/IGC/ GECE

Kadir yataktadir, goézleri
agciktir. Kadir birden yataktan
firlar, bir sey hatirlamis
gibidir. Dolabi agar, dolabain
en arkasinda minik bir bdlme
vardir, gizli bolme gibi bir
yer. Orayi agar ve orada bir

mektup bulur. Gilimser. Mektubu

hemen okumaya baslar. Bir
sayfalik bir mektuptur ve

okudukg¢a yizi aydinlanir. Okuma

siiresi kadar Kadir’i izleriz.

Kadir kalkar, teybe bir kaset

koyar. Tekrar yatagina doéner.

Bir daha okur, mektubu koynuna
koyarak,yine yan doéner ve
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gozlerini kapar. Miizik devam
eder.

62. KADIR ANNE EV/ OTURMA ODASI/IC/ GECE
Kadir’in bakis acisi ile- RUYA

Kadir, Nebahat ve babasi
beraber oturmakta, televizyon
izlemektedir. Nebahat bir elma
soymakta ve dilimleri kestikge
babaya uzatmaktadir. Her
seferinde Kadir de

uzanir ama anne ona vermez,
adeta onu goérmiyor gibidir.
Televizyon siyah beyazdir ve
karlidir, gorintiler
belirsizdir. Nebahat de baba
da televizyonu, radyo dinler
gibi dinlemektedir. Baba
kalkar, televizyonun basindaki,
eski tip radyolarin basinda
olan yuvarlagi dondiiriir. Radyo
kanali degisme sesi cgikar ve
karli goérintiler netlesir.
Televizyonda Kadir'’in
dizisinden goériuntiler vardir.
Duyulan konusmalar tam dizi
dublaji gibidir ve diziden
kesit gibidir.

BIRINCI OYUNCU SESI
Poyraz Polatimiz, aglamaz ki, onun
ardindan da aglanmasin diye.

iKiINCi oYuNcU SESiI
Olimiin ne zaman nereden kimden
gelecegi hig¢ belli olmaz.

Nebahat aglamaktadir. Baba
elinde bir ses kayit cihazi,
ona vurup sesi geri getirtmeye
calismaktadir.

NEBAHAT

Duydun mu Rifat? Vah Vah goériuyor
musun, Olmiisler. Hepsi birden
6lmiis

KADIR
Anne, baba, ben 6lmedim.
Nebahat ve Rifat Kadir’i

duymaz. Nebahat bir an Kadir’e
déner. Nebahat’in ylizi birden
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Ozlem’ in yiizii olur. Ozlem
gilmeye baslar, huzurlu, sicak
bir kahkaha atar. Oda birden
yesillik bir alan olur.

63. DENiz KENARI/ DIS/ GUN- RUYA

(Kadir’in bakis agisiyla)
Gines parlar, deniz gorinir.
Kadir de kahkaha atar.

OZLEM
Riya, gel canim.

Kadir doner, ileride deniz
kenarinda oynayan kiicik bir
siliet gorir. Bu Riya’nin
siliietidir. (Kadir’in

Bebek'’ teki evindeki
bilgisayardaki masa iusti fotosu
gibi) ama tam segemez, yiuziine
gunes girer. Gunes iyice
parlar, her yer aydinlik olur
ve riuya kesilir.

64. KADIR ANNE EV/ KADIR ODA/IC/ GUN

Kadir halen yataktadir, Nebahat
kapiyi agar, kapiyi acgarken
elindeki ¢ép torbasi yere
diiser, torbanin dibindeki bir
sise yere garpinca, ses gikar.
Kadir irkilerek uyanir.

8. Araba/ dis/ gece

Flashback an: Silah patlamasi.
Ozlem’in geriye giden cama
carpan kafasi.

NEBAHAT

Pazara gidiyorum, su c¢opleri de
atayim, ¢ok gecikmeden gelirim,
tamam m1? Cay sicak hadi, 6glen
oldu.

Kadir, tamam anlaminda kafasini
sallar. Nebahat odadan c¢ikar.
Kadir dogrulur, mektuba bakar
yine.Tekrar okur. Cama gelen
givercine bakar. Yatakta
dogrulur. Kapi calar. Kadir
agmaz. Zil bir kisa aradan
sonra ¢almaya devam eder
israrla. Kadir sinirlenerek
kalkar yerinden. Hizla kapiya
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dogru ilerler. Annesi oldugunu
disinerek kapiyi agar.

Kapida Bahar durmaktadir.
Kadir sasirar.

Kadir 6ylece durur. Igeri
buyur etmez

Kadir kenara ¢ekilir. Bahar,
siyah glines gozliklerini
¢ikarir, Kadir’ i dudagindan
opmeye yeltenir. Kadir soguk
durur. Bahar hafifge oper ve
ters ters bakarak igeri girer.

KADIR
Ne unutun?

BAHAR
inen annenmis. Cok uzun uzun gal
kapiyi, agmaz dedi

BAHAR
Girebilir miyim?

65. KADIR ANNE EV/ OTURMA ODASI/i¢/ GUN

Kadir cam kenarina oturur. Bu
sirada ara ara disariya ve
karsi daireye bakar. Bahar
tedirgin ve gergin
gorinmektedir.

Kadir camdan disari bakar.
Lena, mutfaktadir, bir kagida
bir seyler yazmaktadir. Bir an
ona bakar, sonra Bahar’a bakar
ama Bahar’i duymaz.

KADIR
Cay iger misin?

BAHAR

Yok sagol, midem azdi yine. Ne yesem
dokunuyor, doktora gittim, higbir
sey bulamadilar, bariz kusuyorum
her giin, nasil bir teshiste
bulunamiyorlar anlamiyorum ki,
baska doktora gidecegim.

KADIR IC SES

Bir anda anliyormus insan Kadir, Bir
anda anladim seni sevdigimi.
Korkutuyor bu duygu beni, bana
yardim eder misin? Sadece bilmeni
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Kadir susar.
Camdan disari Lena’ya bakar
yine.

Sessizlik olur. Bahar'’ain
telefonu g¢alar. Telefon

melodisi yabanci bir pop
sarkidir. Bahar acgar.

istedim. Bir ugurumdan kendimi
atiyorum gibi.. Ask, 6lim gibi bir
seymis meger. Sen olmazsan 6liriim
gibi artik. Artik bedenim, ruhum,
kalbim hepsi iki kisi. Sen olsan
da olmasan da ben hep senleyim.
Bana kizdin mi Tommiks? Arkadas
miyiz hala, sevgili miyiz, sdéyle
bakalim eski dost?

BAHAR

Geceleri de uyuyamiyorum hig¢. Alerjim
de azdi. Hap aliyorum, uyku yapar
o hap ona ragmen uyuyamiyorum.
Mor goézlerle gidiyorum ¢ekime ama
hi¢ umurumda degil. Sensizlik
yaramadi anlayacadin.

KADIR
(Birden irkilerek)
Efendim?

BAHAR
Yine dinlemiyor musun beni?

KADIR
Dinliyorum.

BAHAR

Nerede oldugunu 6grenmek igin gizli
ajanlik yaptim resmen. Zor oldu
ama ama buldum iste. Nadir’e de
ben soéyledim yerini.

KADIR
Istesem, daha 6nce bulurdun de§il mi?

BAHAR

(Bir an duraksar,tedirgin devam eder)

Hah iste bekledigim yanit. Iki
olasilik vardi, ya bana
sarilacaktin, 6zledigini
anlayacaktin, ya da boyle ukala
yanitlar verecektin. Mister ego
yine is basinda.
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BAHAR
Canimmm! Arayacaktim, aklimdasin,

Bahar kapatir telefonu.
Bir an durur, diisinir.
Saatin gongu bir kez galar
bu arada.

daha iyiyim canim, sagol, sagol,
dostlar sagolsun.. Ne yaparsin
iste katlaniyorum. Bu aksam miyda
o, unutmusum, e bu aksam dizi
yemegi de yok muydu, ha tamam
oradan, oraya, hizliyiz diyorsun,
iyi gelir bana da, olur tamam
canim ararim, yok disaridayim
simdi.

BAHAR
Sevdaydi.. Civos 61ldi de gegcen hafta

Kadir susar.

Bahar’in telefonuna bir mesaj
gelir. Bahar okur hizlica.

BAHAR (aglamakli)
Set bitti sabaha karsi, evin

anahtarini unutmusum, Sevda’da
kaldim, sonra, tek repo gin, gel
bir kahvalti yapalim falan dedi,
6gleni buldu eve varmam, bilirsin
hi¢ yapmam, bu baktim yerde,
kalkamiyor, tiy yumadgi,
yvasliliktan dedi veteriner ama
kendimi hi¢ affetmedim sanki eve
erken gitsem kurtarabilirdim.

KADIR
Basin sag olsun. Yasliydi zaten,

senin sugun yok.

BAHAR
Ne bileyim iste, biliyorsun alirken,
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senden once Olecek, Omri az ama
insan yine de alisiyor. Her kedi
sesinde irkiliyorum h&la. Sana
sarilmak istedim, yoksun. Kim
bilir neredesin? Sonra diisiindiim,
annemin hastaligi, o is
bulamadigim dénemim, ben hep evde
tek basima ¢ektim acilarimi, sen
hi¢ yoktun yanimda, iyi gin
sevgilisi.. Part time sevgili..



Simdi senin de ko6ti zamanin, beni
itiyorsun. Kimiz biz, neyiz?
Kimseye soramiyorum yerini, yani
herkes biliyor iliskimizi yine de
soramiyorum. Sanki bitiin dinya
biliyor sen neredesin de bir ben
bilmiyorum gibi geldi.

BAHAR

(gozyaslarini siler)

Yani boyleyken boyle iste.. Bitse
diyorum yani.. Yani bitti de adini
koysak bitti diye, rahatlarim.

Bahar zorla kalkar, yine de
Kadir’in goézlerinin igine
bakiyordur, bir yanit bekler
gibi. Kadir g6z goze gelmekten
¢ekinir. Bahar kapiya dogru
ilerler. Kadir de arkasindan

gelir.

66.

KADIR ANNE EV/ GIRiIs/ ic¢/ GUN

Bahar tam gidecekken biraz daha
konusmak ister.

67.

BAHAR

Bana 6zel degil belki de kimseyi
sevemiyorsun, belki de,
bilmiyorum ya da kimseyi
sevemedigini diisiiniince
rahatliyorum. Oyle diyor Meral

KADIR
Meral kim?
BAHAR

Yav psikologum iste, her seferinde
Meral kim diyorsun.

KADIR ANNE EV/ GIRig/ ic¢/ GUN

Kadir kapidadir. Bahar asansore
binerken, asansérden bir baska

kadin,

Sevda iner. Kadir ile

gbéz gbze gelirler. Bu sirada
apartmanin i1sigi soner,
kararir. Bir karmasa olur,
eller 1sigi arar.

KADIR

115



Bahar az ilerideki, karsa
dairenin zilini ¢alar,
yanlislikla, isik diigmesi
sanarak. Sonra bulur isigi,
basar. Bahar ile Sevda
birbirine bakar, sogukg¢a. Bahar
g6zligini takar. Asansére
biner.

Karsi dairede bir kigik kiz
kapiyi agar.Kafasinda isikl:
bir sapka vardir, yiuzu de
boyanmistir.Ari kiligina sokan
bir makyaj yapilmistair,
izerinde de ari kostumi vardir.

Kizin sivesinden Tiirk olmadigas
belli olan bakicisi kapiya
gelir ve kizi igeri sokarak
kapiyi kapatair.

Sevda’nin elinde bir kagit
vardir, mavi renkte, ucu
yirtik. Mektubu uzatir. Kadir
tereddiitle alir. Sonra tam

Surada asansoriin solunda.

BAHAR
Hadi hoscgakal

SEVDA

Misait miydin? Aradim, sOyledi mi
Nebahat Teyze? Hep evdeyiz dedi.

KADIR
Gelsene.. (kiza) yanlis oldu, kapat
canim

KUCUK K1z

(parmaklarini ari ignesi gibi
oynatarak)

Vizzzzz vizzz aricik, viiiz vizzz
aricik, po po, po po, P O po,
pi, pi.

SEVDA
(Belli belirsiz kiza giilimser)
Yok gelmeyeyim. Bunu getirdim

BAKICI
Dilara, ag¢ma kapiyi bir daha..
Gil.Gel.
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asonsore binip gidecekken,
hisimla doner.

SEVDA

Sen ne saygisiz adamsin ya! Oliiye
saygidir, insan bir sorar. Kafana
gore biitiin esyalarla satilir ma
ev? Tesadiifen, hadi insanliktar
deyip seni merak edip de
ugradim da gérdim. Tasinanlar
atmislar Ozlem’in her seyini.
Copte bile degil, ¢opin
gcevresinde sokakta! Son anda
yakaladim Geri topladim her
seyini. Bir tek bunu layik goérdim
sana ig¢lerinden, oku da gor.

Sevda asanso6r diigmesine basar
ama mesguldur, 1sigi soniince
basar. Sevda tedirgin ve gergin
gériunir.

SEVDA
Annem de ben de hi¢ istemdik seni,
biliyor muydun, sdyledi mi hig?

Sevda’nin goézleri dolar, tutar
kendini, yiuzuni gevirerek
aglamak iizere oldugunu
saklamaya ¢alisir. Apartmanin
1s1g1 soner.

SEVDA
Senle evlenmese boyle olmazdi belki..

Bu sirada asansor gelir.
Asansore biner gider.

Kadir kapida saskin, elinde
mektup ile kalakalir. Karsi
dairenin kapisi yari ag¢ilair,
kiigiik kiz kapi araligindan
sirinlik yapar.

KUCUK KIz
Vizz vizz aricik..
Vizz vizzzz

Kicgik kiz kahkaha atarak,
kapatir kapiyi. Kadir, kapiy1

kapatir. Herkes gittikten sonra
ev simdi ¢ok sesizdir.

68. KADIR ANNE EV/ OTURMA ODASI/IC/ GECE
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Nebahat televizyonun karsisinda
uyuyakalmistir. Televizyonda
bir dizi vardir. Televizyonun
izerinde Sevda’nin getirdigi
mavi kagida yazili mektup
durmaktadir.Kadir camdan disari
bakar. Sokak sessizdir. Sonra
birden yanip yanip s6nen sokak
lambasi patlar. Kadir irkilir.

10. Araba/ dis/ gece
Flashback an: kadir araba
kullanirken, arkadaki araba c¢ok
yakinlarina geldigini ve
farlarinin yakip, korna
¢aldigini gériir. Kadir: Ne
istiyor bu be? Ozlem: yol ver
canim, ge¢sin, diretecek.
Kadir: Altindaki arabaya bak,
adamin iddiasina bak,
¢cekilmiyorum, hadi bakalim.

69. KADIR ANNE EV/ OTURMA ODASI/IC- GECE

Kadir kanepede, cam kenarinda
oturmaktadir. Nebahat da yani
basindadir. Televizyon agiktir
ama kisik seslidir ve Nebahat
kafasi one dismis
uyuklamaktadir. Kadir’in elinde
iki kagit durmaktadir, biri
mavi renkteki mektup, digeri
ise beyaz renkteki, dolabinda
buldugu mektup. Ikisini okumayi
bitirmistir. Ikisini katlayip
ust iUste bir zarfa koyar.
Disinceli gorunur. Kadir camdan
karsi apartmana bakar. Lena
mutfaktadir ve bir erkekle
opiisiiyor gibi goériinmektedir.
Kadir, onlara bakar bir an
sonra zarfa bakarak diisinir.

KADIR IC SES

Biz 6l1dik Kadir bilmem farkinda
misin? Ben bir giin, bir anda fark
ettim, artik seni sevmiyorum yani
sevemiyorum. Gézlerimin Oniinde
degistin, azar azar, benim asik
oldugum adam degilsin artik.
Mutsuzum, yillardir mutsuzum.
Gidecek giiciim bile yok. Sanki
yavas yavas 6ldiirdiin beni. Beni
gérmiiyorsun, beni duymuyorsun. .
Bazen mutfakta, banyoda,
agliyorum gizli gizli. Sana bu
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mektubu verdiysem gitmigim
demektir. Az kaldi demek ki..

70. KADIR ANNE EV/ OTURMA ODASI/IC/ GECE

Kadir sokaga bakar. Bakan ama
gormeyen gdzlerle Lena’nin
penceresine dogru bakar. Kadir
bir anda karsi dairede goérdiigi
seyin opiisme olmadigini, adamin
Lena’ya zor kullandigini anlar,
Lena’nin adami izerinden itmeye
calistigini fark eder. Dikkat
kesilir. Dogrulur. Tam o
sirada elektrikler kesilir.
iki apartmanda da kesilir.
Sokak lambalari da soner.
Televizyon birden kapaninca bir
ses ¢ikarir. Tamamen
karanliktir her yer.

Her

Nebahat uyanair.

Nebahat kalkar, mutfaktan mum
getirmeye gider. Kadir kars:i
daireyi gérmeye ¢alisir ama bir
sey segemez.

Nebahat elinde mumla gelir.
Kadir mumun isiginda, duvara
parmaklariyla, gesitli sekiller
yapar. (tavsan, vs gibi)

Kadir, tekrar bakar karsi
daireye, yine bir sey
gérinmez. .

NEBAHAT
Ne oldu?

KADIR

Elektrikler kesildi.

NEBAHAT

(sokaga bakar) Her yerde gitmis, kor
olasacilar. Ben gelecegim 90
yasina, hala elektrikler
kesiliyor, ne memleket!

KADIR

Babam sey derdi,

say yuze

kadar, yilize geldiginde
elektrikler gelecek. Oyle dyle
saymayi Ogretmisti.

KADIR
Anne,

babamin kasetlerini dinledin mi

hig?
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Nebahat kafasini 6te tarafa
dogru gevirir. Kadir devam
edemez konusmaya. Annenin
agladigini duyar ig¢li ig¢li,
kisik kisik. Kadir Susar.

Bir sessizlik olur. Nebahat’ain
aglamasi durur. Konuyu
degistirir.

NEBAHAT

Niye dinleyeyim yahu, gelip basimda
anlatacagina oraya anlatiyordu
iste.. Garibim 6yle rahatliyordu.
Keske olsa simdi, sikici mikica
dinlerdim yani. Onun kiifiurleri
olmadan televizyon izlemek bile
zevksiz artik, izlemiyorum zati.

KADIR
Bana ¢ok kifrediyor muydu peki?

NEBAHAT

Baban birakti bir siire sana sdylenip
durmayi. Ne hali varsa gorsin
dedi. ben de hatirlatmiyordum.
Oyle iyiydi.Sinirlenince sagligi
da bozuluyordu hemen.

KADIR
Vazgegmisti yani benden.

NEBAHAT

Yok, bilmem, ana baba vazgegemez de,
senle konusursa telefonda,
yabanci biri gibi diyordu. Ne
bileyim. Iste 6yle.. Aman
konusturma beni gece gece, sonra
koti koti riyalar goériyorum.

NEBAHAT
Allahim sen biyiksiin yarabbim..

NEBAHAT

Hah bak sana soylemedim, Bakkalda,
bakkala gittiydim de, orada,
gazeteye bakarken, c¢ikarttiydim,
orada unuttum goézliklerimi.
Hatirladim bugin.

KADIR

(gilimser hafifge, sefkatle)

Iyi bakalim,dikkat edersin bundan
sonra
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(Bir sessizlik olur)

KADIR

Anne.. (zorlanarak konusur) Ben.. Ben.
De . bir yerde bir sey unuttum
sanki, hep bu his.. Gegmiyor.

O an elektrikler gelir.

NEBAHAT
Hah!
Kadir karsi daireye bakar. Lena
¢irpinmaktadir, bir bigcak alir
eline, tezgahin yanindan ve
adama dogru tutar. Elektrikler
tekrar kesilir.
NEBAHAT

Hah, bak bu koéti, ariza biuyik demek,
sabaha kadar siirer, ben yatiyorum
oglum, hadi sen de g¢ok oturma.
Zamanla alisiyoruz iste, d6lene de
kalana da, hastaliga da ne
yaparsan..

71. KADIR ANNE EV/ OTURMA ODASI/IC/ GUN
Kadir kanepede uyuyakalmistir.
Sabah olmustur, kafasi Oniine
diigser ve uyanir. Karsi daireye
bakar. Kimse yoktur mutfakta.
Mutfagin Otesinde bir insandan
bir parca goriir (kol) ama
kafasini egse de devamini
gbéremez. Merakla bakar. O
sirada Nebahat hapsirir, bes
kere arka arkaya, yiiksek bir
sesle hapsirir. Kadir irkilir.

11. Araba/ dis/ gece

FLASHBACK AN. Iki takim elbiseli gen¢ arabadan inip,
Kadir’e dogru yiirirler.Bir tanesi i1slik calmaktadir, fonda belli
belirsiz bir Tirk¢ce parca vardir.

72. KADIR ANNE EV/ OTURMA ODASI/IC/ GUN

Kadir, karsi dairenin camina
bakar. Kimse yoktur. Kopek hala
tortop olmus apartmanin
onindeki kartonda yatmaktadir.
Yaralari koti goriniir. Ayadga
kalkar, ylrumeye galisir,
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bacaklari ve omurgasi tutmaz,
yere devrilir. Mutfakta Lena
goérinir. Kadir dikkat kesilir.
Iyi goriinmektedir. Adam
yoktur ortalikta. Lena, yemek
yapmaya, sebze dogramaya
baslar. Ancak sebzeleri ¢ok
hizla dograr, sonra durur,
elini alnina dalar. Tezgaha
dayanir. Agliyor gibidir. Kadir
merakla bakar. Lena bir siire
oylece kalir.

KaDiR I¢ SEs

Beni gdérmiiyorsun, beni duymuyorsun,

Mutfakta, banyoda agliyorum bazen
gizli gizli.

Kadir izlemeye devam eder. Lena
mutfakta ne var ne yoksa
hepsini yere atar. Adam gelir,
yere devrilirler. Adam,
Lena’nin etegini siyirip,
Uizerine abanir. Kendi
pantolonunu ¢ézer. Lena
¢irpinir. Kadir, bir anda ayaga
firlar. Nebahat elinde ¢aylarla
mutfaktan ¢ikmistir, Kadir
Nebahat’e garpar, c¢aylar
doékilir. Kadir hizla kapiya
agar.

73. KADIR ANNE EV/ APARTMAN/IC/ GUN

Kadir hizla merdivenlerden iner.
74. KADIR ANNE EV SOKAK /DIS/ GUN

Kadir karsi apartmanin onine
gelir, ilk kat olan mutfagin
penceresini kirar bir tasla.
Lena da adam da saskin, cama
bakar.

FADE OUT & FADE IN

75. KADIR ANNE EV SOKAK /DIS/ GUN

Lena, elinde g¢antasi, bir
kagida bakarak sokakta
yirimektedir. Elindeki kagit
ile apartman numarasini
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karsilastirir. Apartmanin oniine
gider, zile basar.

76. MESUT EV/ iI¢/ GUN

Mesut kapiyi agar. Dis kapida
duran Lena’yi gorir,otomatige
basar.

77. MESUT EV/ iIC/ GUN

Lena apartmana girer, kapinin
oniine gelir.

Lena igeri geger.

Mesut gel isareti yapar. Lena
yiriyecekken Mesut
ayakkabilarini g¢ikartmasini
isaret eder. Lena
ayakkabilarini ¢ikarir. Lena
onden geger. Mesut arkasindan
istemsizce poposuna bakar.

MESUT
Lena degil mi-?

LENA
Lena

MESUT
Tirkge bilmiyor musun?

LENA

Tirkgce? Yok. Anliyorum ama ben
(elinin parmaklarini
birlestirerek konusma isareti
yapar) az.

MESUT

(sinirlenerek) Tiirkgce bilsin
demistim. Kag¢ gin bekledik,
gerzekler, sigayim bdyle isin
igine. Neyse artik. Gel, gir,
gir, konusalim.

MESUT

Sen daha o6nce baktin mi hasta?
felg¢li benim baba. Daha 6nce ne
yaptin?

LENA
Hasta? Baktim. Biliyorum

MESUT
Gel gel
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78. MESUT EV/ ARIF ODA/ iC/ GUN

Yatakta Arif yatmaktadair.
Felglidir goézleri agiktair.
Odada, tam karsisinda kiigik
bir televizyon vardir, yatagin
sol tarafinda enlemesine uzun
bir kisa dolap/biife vardir
duvar boyunca.

Arif jile Lena g6z gbze gelir.
Lena giillimser. Arif de sag
elini biraz kaldirair.

Lena garipser, Mesut’un konusma
big¢imini. Garip garip bakar.
Arif gozlerini agip kapatir,
anladim anlaminda.

MESUT
Bak... anladin? babam benim, ona
bakacaksin, daha once baktin mi?

LENA
(Yari Tiirkgce/ Yarai Giirciice)
Evet evet. Ben baktim c¢ok, hasta.

MESUT

Bizi anliyor, sag eli tutuyor az
biraz, o kadar.Cevireceksin, iki
saatte bir. Bak boyle, saati
kurarsin. (yani basindaki saati
gosterir) Ben gidiyorum yarin
sabah gece bakariz

biraz, deneriz, tamamsa yarindan

itibaren buradasin tamam mai?

LENA
Tamam, tamam.

MESUT
Gulumsedi sana, elini oyle
kaldirdiysa, glilumsedi demek.

MESUT (Arif’e, yiiksek sesle, tane
tane konusur)

Baba, adi Lena, Le- na, ablanin, sana
o bakacak belki, tamam mi, sevdin
mi, Tiurkge az biliyor ama anladin
mi?

79. MESUT EV/ LENA ODA/ iC/ GUN

Lena kig¢ik, ardiye gibi bir
odadadir, bir kanepede
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yatmistir, uyanir, kalkarken,
kapisi aralanir. Mesut kafasini
uzatir. Mesut takim elbise
giymistir, elinde de bir minik
seyahat c¢antasi vardair.

MESUT
Ben gidiyorum birazdan, daha
erken kalkman lazaim.

Lena anlamaz ne dedigini.
Mesut’un goézi, Lena ’'nin
kalkarken biraz ag¢ilan

bacaklarina kayar. Mesut
kolundaki saati gosterir.

MESUT
Erken erken, babam uyandi g¢oktan.

LENA
Tamem

MESUT

(tarif ederek anlatir) Pasaportunu
ver. ..

bende kalmali. Al burada da ginlik
ihtiyag¢lar i¢in para wvar. Ben iug¢
gin yokum, sonra gelecegim, ben
burada yasamiyorum

zaten, eger iyi idare ediyorsaniz,
ikiniz burada kalacaksiniz ben de
evime doénecegim tamamen, tamam
m1? Ver pasaportunu.

Lena tereddiit eder
vermek istemez.

MESUT

Evi, babami sana birakip gidiyorum,
nasil giivenecegim, vermezsen
pasaportu, git simdi, baska is
ara.

Lena biraz diisiniir, sonra yavas
hareketlerle pasaportunu verir.
Mesut c¢antasina atar, ¢ikar.
Bir sire sonra dis kapi kapanma
sesi duyulur. Lena iUzerine bir
hirka geg¢irip odadan ¢ikar.

80. MESUT EV/ ARIF ODA / i¢/ GUN

Lena, Arif’in odaya gider.
Gulumser. Arif de elini
kaldirair. Arif’e bir yemek
yedirir. Arif bir seyi isaret
eder, bilifenin iizerindeki. Lena
radyoyu agar. Tiurk Sanat
Mizigi. gala;T Arif sag eliyle
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sarkiya eslik eder. Lena’nin
dikkatini ¢eker biifenin
izerindeki fotograflar.
Fotograflarda Arif’in iizerinde
askeri uniforma var, geng¢tir,
yaninda bir kadin, kadinin
kucaginda bir erkek gocuk
vardir. Mesut ile bir kadinin
digin fotografi vardir, daha
biyik¢ce. Lena Arif’i yana
dondirir. Saati kurar. Arif
yana yatik halde duvara bakarak
distnir. Lena altindaki strguyi
¢ikarir, pis koktugu ig¢in Lena
yizini burusturur.

81. MESUT EV/ MUTFAK / iI¢/ GUN
Lena, buzdolabindaki kokmus,

¢curumiis sebzeleri, meyveleri
ayiklar. Mutfak ¢ok daginiktair,
ortaligi temizlemeye girisir.

82. MESUT EV/ ARIF opaA / I¢/ GON
Lena, Arif’e yemek
yedirmektedir. Son yudumunu da
alir Arif. Televizyon acgiktair
ve haberlerde siradan bir
adamin, cinnet geg¢irip karisina
dokuz yerden bigaklamasi ile
ilgili bir haber vardir. Arif
ilgiyle izler haberi, Lena da
bakar kafasini gevirip
Oylesine, televizyonda, yerde
yatan kanlar ig¢inde bir ceset
goériince koti olur. Yemegi
birakip banyoya kosar. Arif
merakla bakar ona. iIceriden
kusma sesleri, boégiirtiler
gelir. Kisa bir sire sonra
Lena, elinde tuvalet kagadi,
yizindeki sulari silerek gelir.
Gulimser. Arif de elini
kaldirir. Arif sag elinin
parmagi ile zorla kumandaya
basarak televizyonu kapatir.
Lena gilumser.

83. MESUT EV/ MUTFAK / iI¢/ GUN

Lena mutfakta masada oturmus
yemek yemektedir, bir yandan da
bir kagida bir seyler
yazmaktadir. Iceriden calar
saat sesi gelir. Masanin
Uizerinde duran bir hediye
paketini eline alarak kalkar.
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84. MESUT EV/ ARIF ODA / I¢/ GUN
Arif sag tarafina doniiktir.
Lena Arif’i duvara dogru
gevirir. Elindeki hediye
paketini gosterir, eliyle
“sana” isaretini yapar. Arif
giulimser. Lena agar hediye
paketini. Bir duvar resmidir
ama dondirince sekiller yavas
yavas olusur, kumdan taneler
bir resim olusturur. Lena,
duvara, Arif’ji saga
¢cevirdiginde baktigi yere asar.
Arif tekrar gilimser.

85. MESUT EV/ ARIF ODA / IC/ GECE
Lena, Arif’in dislerini
firgcalamaktadir, tikirmesini
saglar bir kiigik kaba.
Televizyon agiktair,
televizyonda Kadir’in dizisi
oynamaktadir. Arif
izlemiyordur, goriintiiler
akiyordur sadece. Kadir,
elindeki bir silahi ¢ok kere
dondirmektedir. Ustalik
gerektiren bir harekettir bu.
Lena’nin arkasi doniuktir
televizyona. Lena bir silah
sesi duyunca televizyondan
gelen, istemsizce kafasina
gevirir ekrana dogru. Ekranda
gérdigi bir sey dikkatini ceker
ve yemek yedirmeyi birakir.
Kalkar, televizyonun yanina
gider. Yakindan bakar. Sonra
igeri gider. Arif merakla bakar
arkasindan. Lena kisa bir sire
sonra elinde bir zarfla gelir.
Zarfin ig¢inden bir takim
fotograflar gikarir. Kadir’in
karsisinda oynayan oyuncuyu
isaret eder televizyonun yanina
gidip. Ekrana dokunur. Bir
ekrana bir de fotograftaki
genci (iulan) isaret eder.
Ikisi birbirine gergekten g¢ok
benzemektedir. (AYNI OYUNCU
OYNAYACAKTIR) Fotografta Lena,
yaninda bir adam ve bir kiigik
ki1z, bir de Iulan vardir. Sonra
fotograflarin arasindan, bir
baska fotograf c¢ikarir, bu
fotografta Iulan tek basinadir,
uzerinde asker uniformasi
vardir. Arif televizyondaki
oyuncuya bakar, fotografa
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bakar, benzedigini giilimseyerek
onaylar. Lena, sandalyesini
gevirip dikkatlice izler
diziyi. Arif onu izler.
Lena’nin sirti donuktir. Bir
sire sonra Lena’nin agladigi

anlasilir. Arif aciyarak bakar
Lena’ya.
86. MESUT EV/ ARIF ODA / iC/ GUN

Lena, Arif’in ayaklarini havaya
kaldirip indirmektedir.
Egzersizin sonuna gelmislerdir.
Arif Lena'’ya bifenin orayi
isaret eder. Lena gider, Arif
eliyle bir gekmeceyi agmasini
isaret eder. Lena acgar.

Lena c¢ekmecedeki nesneleri tek
tek gosterir, Arif albiumi
goriince goézlerini kirpar iki ug¢
kere. Lena elinde albim Arif’in
yanina oturur. Lena sayfalara
gevirir. Arif’in geng¢lik
ginlerinden itibaren pek ¢ok
fotograf vardir. Arif birinde
durur, karisinin fotografini,
saglam eliyle oksar. Arif bir
sey isaret bifeden yine. Bu
eski bir plaktir. Onu takar
plakg¢alara Lena. Eski bir Turk
sanat mizigi duyulur. Arif
inler, fotografa bakar. Lena
aciyarak, sefkatle bakar
Arif'e.

87. MESUT EV/ MUTFAK/ IC/ GUN
Lena mutfakta tencerede c¢orba
karistirmaktadir. Kulaginin
altina dayadigi telefonda tatla
bir ses tonu ile konusmaktadir.
Konusmanin sonuna dogru
hiiziinlenir.

LENA (GURCUCE)

Giuli aldim canim kaykayini aldim,

Pembe evet canim, pembe, ipod mu? Yok
pahali canim, ne yapaksin ipodu?
Baban nerede? baban? ver bakayim
babani canim. (sesi

degisir) ne yapiyorsun. Evdesin degil
mi? Birakma Giuli’yi yalniz.
Sicak burasi da. Ne keyfi? Hep
evdeyim. Daha almadim parayi, ay
sonu verecek, onden vermiyorlar?
Yok diyorum, yok. Olsa
goénderirim, kendime mi
saklayacagim burada. Gikti mi bir
ig? Iyi tamam, tamam. Ver. Hah,
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Lena telefonu kapatir. Elindeki
corba kasigini lavaboya
birakir, yizini disirir
omuzlarina. Calar saat sesi

duyulur.

88. MESUT EV/ ARIF ODA/I¢/ GUN

Lena, Arif’in yani basindadir.
Ona c¢orbasini ic¢irmektedir.
Televizyon acg¢iktir. 2008’ teki
Gurci- Rus Savasi ile ilgili
arsiv goruntiler, ordu

goérintileri,

asker goriuntileri,

6lenler falan belirir. Lena
kisa bir an bakar. Sonra birden
ayaga kalkar, hisimla gidip
televizyonu kapatir, ¢ok 6fkeli
gorinir. Arif merakla bakar.
Lena cebinden iulan’ in
fotografini g¢ikarir. Bir
fotografi bir televizyonu
isaret eder. Arif’e agiklamaya
¢calisir, isaretlerle.

Lena, tabagi oylece birakip
odadan ¢ikar. Arif
disincelidir.

89. MESUT EV/ OTURMA ODASI/IC/ GUN

Lena oturma odasinda

oturmaktadir.

Cam kenarinda,

bir ti1i§ islemektedir. Karsi
apartmanda bir dairenin cam
kenarinda bir yasli kadin ile
kiicik bir kiz gocugu vardir.
Camin oniine konmus, kanadi
kirik kusa ekmek kirintisa
vermektelerdir. Kiigik kiz kusu
yakalar, elinde tutar, sikica
sikar. Yasli kadin birakmasini
saglamaya ¢alisir ama

basaramaz.

Kus,

kizin ellerinde

giulim canim, giizelim,
yemeklerini ye tamam mi, ne yedin
bugin? aferin kizim, (uzun uzun
opliciuk

gonderir)

LENA (giirciice)
(giirciice) Iulan..
0l1dii! savastaydi. Ruslar yakalamis,
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6lir. Kiz elini ac¢inca, kus
apartmandan asagiya diiser.
Kigik kiz ¢ok sasirir, asagiya
dogru sarkmak ister. Kigiik kiz
aglamaya baslar. Lena, kiigik
kiza bakar, goézleri bugulanir.

90. MESUT EV/ MUTFAK/IC/ GUN (atilabilir okuma)
Lena mutfaktadir, tencerede bir

sey kaynamaktadir. Lena mutfak

masasinda oturmus, kagida bir

seyler yazmaktadir. Yazmis

bitirmistir.

Okur, bir melodiyle okur,

fisildar, bestesini bulmaya

¢alisir gibidir.

LENA (gurciice)
(Melodik bir sekilde, bir beste
yapmaya ¢alisarak sarki soyler)

Sevgili Ifulan,

Yeni bir sehirde, hep sen

Sevgili Ifulan

Kuslar oliiyor bu sehirde

Sen yasiyorsun, hep sen.

Saat galar, kagidi cebine
fualan’in fotografinin yanina
katlayip koyar.

91. MESUT EV/ ARIF ODA/IG/ GUN

Arif televizyon izlemektedir.
Lena yanina gelir, elindeki
tabagi bas ucundaki masaya
koyup, Arif’i yan gevirmeye
girisir. Arif inler, yiksek
sesle inler, izin vermez.
Eliyle kenara gekilmesini
isaret eder. Lena kenara
¢ekilir, televizyona bakar.
Televizyonda bir albayin cenaze
toreni haberi vardir TRT'de.
Arif duygulanmis gibidir.
Albayin biiyik fotografi
tasinmaktadir cenazenin oniinde.
Arif habere bakmaya devam eder.
Haber bitince gézlerini
kapatir. Lena, yemegini vermek
ister, Arif karsi koyar. Arif
bir sire o6ylece durur, godzleri
kapali. Lena kapali goéziinin
kenarindan bir damla yas
siiziildigini gorir. Arif,
gézlerini agar ve biifeyi isaret
eder, Lena ¢ekmeceyi agar,
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albimi ¢ikarir, Arif’in isareti
ve inlemeleri ile daha onceki
albiimi degil, g¢ekmecenin arka
tarafindaki baska bir albiumi
¢ikarir. Yanina oturur,
sayfalari gevirir. Bunlar
Arif’in ordu albiimidir. Az once
televizyonda goriinen, fotografi
elde tasinan albayla ¢ok
fotografi vardir, yan yana.
Arif inler. Lena onun
inlemelerini dinler, basini
oksar.

92. MESUT EV/ OTURMA ODASI/IC/ GECE

Lena oturma odasinda
oturmaktadir. Yine karsi
apartmana bakmaktadir. Yasli
kadin ile kiz g¢ocuk yine camin
6niindedir. Bu kez pencereden
bir ugurtma sarkitmislardir,
onun havalanisini
izliyorlardir. Kiz c¢ok
mutludur, gilimsemektedir. Lena
da onunla birlikte giilumser.

93. MESUT EV/ ARIF ODA /iIC/ GECE

Lena usulca, Arif’in odasina
girer. Arif uyumaktadar.
Cekmeceden gizlice iki albimii
alir, parmaklarina basa basa
¢ikar odadan.

94. MESUT EV/ MUTFAK/IC/ GECE
Lena mutfak masasinin iizerine
koyar albimleri. Masanin
Uzerinde bos cgerceveler de
durmaktadir. Mutfak cama
agciktir, telefonu galar, acgar,
alo alo der ama sesi gitmez,
¢ekmesi ig¢in cam kenarina
gider, camdan disari sarkarak
konusur. Bu sirada Kadir'’i
goérir, elinde ¢op torbasi,
karsidan karsiya geg¢mek
uzeredir. Lena sasirir, Kadir'’e
dikkatle bakar, cama biraz daha
yaklasir. O sirada Kadir
sokagin ortasina kadar
gelmistir. Hizla bir kurye
gecer. Kadir geri gekilir,
motorsikletteki el hareketi
yaparak bagirir. Kadir apar
topar geri doniip apartmanin
icinde kaybolur Lena masaya
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geri doner. Arif’in daha
6nceden oksamis oldugu
karisinin fotografini g¢ikarair,
bir de 6len albay arkadasinin
fotografini g¢ikarir, onlara
cergeveye yerlestirir.

95. MESUT EV/ ARIF ODA/IC/ GUN
Arif’in donecegi sag duvarda
Lena’nin gergevelettigi
fotograflar vardir. Arif onlara
bakar, Lena’ya gulumser, elini
kaldirarak. Lena yatagin
basindaki sandalyesine oturur.
Arif,inler, albayin fotografina
dokunup, kotu kotu inler. Arif,
tavana bakarak dalar. Inlemeye
devam eder. Lena elini tutar
Arif’in.

96. MESUT EV/ ARIF ODA/I¢/ GUN
Lena mutfak masasinda oturmus,

bir kagida bir seyler

yazmaktadir. Sonra

yazdiklarini, yine melodiyle,
beste yapmaya c¢alisarak, birkag¢
kere tekrar ederek,

degistirerek, soyler, oOnceki
bestenin tonuna benzer.

LENA

(girciice)

Sevgili Ifulan,

Yeni bir sehirde,

Her yerde sen

Sevgili Ifulan

Kuslar oliiyor bu sehirde
Sen yasiyorsun

Her yerde sen

Sevgili Iulan

Bir iskence burada

Bir iskence orada
Binlerce 6li bu sehirde
Yeni bir sehirde

Her yerde sen,

Oglum,

Sevgili Iulan

O sirda Lena’nin karsisinda
oglu Iulan belirir. Elini
uzatir ona. Sarkiyi beraber
mirildanirlar, mutfak masasinin
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Uzerine vurarak ritm tutarlar.
Bu sirada Lena igeriden yiksek
sesle, yogun inleme sesleri
duyar ve o an fulan’in hayali
yok olur. Lena kalkar.

97. MESUT EV/ ARIF ODA/I¢/ GUN

Lena Arif’in yanina gelir. Arif
Uyurken inlemektedir. Kotu bir
riya goruyor gibidir. Lena,
basini oksar, dirter,
inleyerek, ter ig¢inde uyanair.
Oldukga bitkin goérinmektedir.
Lena’nin eline uzanir. Masada
durmakta olan yemekten yedirmek
ister Lena. Arif yine istemez.
Lena i1srar etmez, televizyonu
agar, biraz yaninda oturur
¢ikar. Televizyonda yine siddet
géndermeli bir haber vardir.
Arif, kapatmak ister, kumandaya
bakar, televizyonun iistiindedir.
Arif inler. Lena odaya geri
déner, televizyonu kapatir.

98. MESUT EV/ MUTFAK/ IC/ GUN

Lena mutfakta, telefonu
kulaginin altina sikistirmis,
tencereyi karaistirarak
konusmaktadir yine.

LENA (Girciice)
Ka¢ para? Ka¢ para istiyorsun? Niye?

Igeriden galar saat sesi gelir.
Lena uzun uzun Opiliciik gonderir
ve

telefonu kapatair.

99, MESUT EV/ ARIF ODA/iIC/ GUN
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Ne borcu? Ne zaman oldu bu kadar
bor¢? Adam gelmedi daha, gelsin
isteyecegim. Iyi gidiyor, sevdi
beni. Rahat is. Daha almadim,
alir almaz gonderecegim, sabret
biraz. (bir sessizlik, yizi
degisir) Canim, ugurtma yapmayi
6grendim bugiin, gelince seninle
ugurtma yapacagiz. Hah, kaykaya
binerken ugurtma ugurabilirsin
belki evet.



Lena Arif’i dondiirmeye gider
ama Arif diretir, dénmez. Lena,
yemek yedirmeye ¢alisir, Arif
ona da karsi koyar. Lena disari
¢ikar. Arif’in goéziine biifenin
izerinde mektup agma bigagina
ilisir.

100. MESUT EV/ LENA ODA/ i(;/ GECE
Lena yatakta yatmaktadir. Ancak
uyuyamaz, goézleri ag¢iktair,
déner, durur, odasi apartman
bosluguna bakmaktadir. Igeriden
bir glirilti duyar, bir sey yere
diser ve kirilir. Tedirgin bir
sekilde kalkar, eline odadan
sert bir cisim, bir vazo
alir,tedirgin adimlarla odadan
¢ikar.

101. MESUT EV/ KORIDOR / IC/ GECE
Lena, koridorda yurir.

Koridordaki ayna, Arif’in

odasinin g¢aprazindadir.

Aynadan, Arif’in odasinda,

yerde bir kipirti gorir.

Elindeki vazoyu daha siki

tutar. Koridorun isigini yakar.
Arif’in odasina dogru ilerler.

102. MESUT EV/ ARIF oDA/ IC/ GECE
Lena igeri girer. Arif,
yerdedir, algak olan biifeye
dogru uzanmistir, oradaki
mektup agma bigagini eline
almaya ¢alismaktadir. Lena,
Arif’i kaldirmaya ¢alisir. Arif
karsi gikar. Arif, bir seyler
geveler, anlasilmaz. Arif
aglamaya baslar. Inleyerek
aglar. Lena, Arif’e sarilir.
Arif’ji yatagina yatirir. Basini
oksar bu kez. O uyuyana kadar
basinda bekler. Lena, bigaga
bifeden kaldirarak, her gesit
kesici aleti de bifenin
Uizerinden toplayarak c¢ikar
odadan.

103. MESUT EV/ GIRIS/ IC/ GECE
Mesut eve gelir. Anahtarla
kapiyi agmistir. Sarhostur.
Bavulunu bir kenara
atar.Koridordan gegerken

Arif’in odasina kafasini
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uzatir, Arif uyumaktadir. Diger
odaya bakar, Lena’nin da kapisi
kapalidir, ayakkabilari
giristedir.Oturma odasina
geger.

104.
Mesut oturma odasinda cam
kenarina oturup, bir sigara
yakar. Birkag¢ kopek
ulumaktadir. Televizyonu agar.
Erotik bir kanal ag¢ar, ekranda
sevisen bir kadinla adam
vardir. Mesut ilgiyle bakar,
heyecanlanir, tahrik oldugu
bellidir. Cep telefonunu
¢ikarir, uzun uzun ¢aldirir.

Bir sessizlik. Mesut dinler.

Mesut firlatir telefonu. Nefes
nefesedir. Ekrana bakar.
Gorintiler tahrik edicidir.
Elini, pantolonunun igine
sokar. Bu sirada, igeriden,
mutfaktan bir ses duyar. Elini
¢ceker. Yavasg¢a kalkar.

105. MESUT EV/ MUTFAK / IC/ GECE
Mesut, mutfaga girer,

karanliktir. Sokak lambasinin
1s1g1 yansir bir tek. Lena

arkasi donik tezgahin orada su
i¢mektedir.

MESUT EV/ ARIF ODA/ IC/ GECE

MESUT

XXmina,XX mina, sik! Pelin? Mesut
ben. Hangi delige saklandi bu?
Sigtiminin ka¢ ay oldu, Izmir’e
gittim, her yerde aradim, bak
polise gidecegim artik, basina
bir sey mi geldi, soéyle be,
soyle!

MESUT

Beni gérmek istemiyor,ha. Bu kadar
m1? Tamam, gondersin kagidai,
tamam, bosanalim, s6yle ona,
pisman olacak! Adi ne herifin?
Adi ne dedim? Taniyor muyum ulan
ben! Taniyor muyum! Ne demek yok
baskasi! Ne sikime gitti o zaman,
rahat mi1i batti, yarak mi istedi!
Alo!
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106. MESUT EV ONU/ SOKAK / IC/ GECE

Disarida sokakta, sokak lambasi
patlar.

107. MESUT EV/ MUTFAK / IC/ GECE
Lena irkilir, sokaga bakar.

Suyunu ig¢meyi tamamlar. Doner,
Mesut ile garpisir. Bir korku
nidasi ¢ikarir. Mesut oninde
durur, gegmesine izin

veremeyecek kadar yolu
kaplamistair.

Bir sessizlik olur.
Lena, tedirgin.
Mesut bir adim daha yaklasir.

Mesut yerini degistirmeden
hemen yani basindaki anahtara
basarak, mutfagin i1sigini
yakar.

Isik yaninca Lena’yi siizer
Mesut. Gogisleri belirgindir,
geceliginin ig¢ine sutyen
giymemistir. Lena, Mesut’un
gogislerine baktigini fark
ederek, kollarini kavusturur.

Mesut bir adim daha atar,
Biraz yiksek sesle tekrarlar

MESUT
iyi mi babam?

LENA
iyi

MESUT
U¢ giin dedim ama isim uzadi, yolunda
m1 her sey?

LENA
Iyi iyi.

LENA
Sey ben..Pasaportum. Yarin doneyim.

MESUT

Once babama sorayim, seni bedendiyse,
kalirsin, zirt pirt adam
bulamiyorum, ben de artik donmek
istiyorum evime.

LENA
Anlamadim.
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soylediklerini. Lena, tezgaha
dayar sirtini, ileri adim

atamaz.
MESUT
Babam okeyse, okey, yoksa yok.
Sabaha..
Mesut yakindan bakar, Lena
tedirgindir. Mesut bir sey
yapacak gibi bakar. Sonra ¢ikar
mutfaktan.
MESUT
Cikarken kapat 1isigi..
108. MESUT EV/ ARIF opa/ I¢/ GON

Lena, Arif’e yemegini yedirmeye
¢alisiyordur. Arif yemez. Mesut
girer odaya.
MESUT
Niye yemiyor? Beceremiyorsun

Lena
Yemiyor kag¢ giindir..

Lena, duvardaki 6len albayin
fotografina isaret eder.

MESUT

Bu ampil yiizinden mi yemiyor? Yav
birak allaskina baba ya, bana
ahlak dersi veriyorsun, kag
kisiye iskence ettiniz, idam
ettiniz yav beraber, iyi ettiniz
o ayri da, simdi mi tuttu
vicdanin, bu dXXlyarak da basi
¢ekiyordu, ka¢ kisi o6lsin diye
beddua etmistir yillarca, ¢ok
bile yasamistir. Olen &lsiin
gitsin iste..

Arif ¢ok sinirlenir, inlemeye
baslar. Lena panikler, ne
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oldugunu anlamaya ¢alisir. Arif
bardagi alarak yere firlatir ve
keskin tarafini saglam eliyle
bogazina bastirmaya g¢alisair.
Lena atilarak, engeller. Mesut
da atilarak babasinin elinden
kirik parcayi alir. Arif’in ve
Mesut’un eli kanamaktadir.

109. MESUT EV/ ARIF ODA/ iC/ GUN

Lena cam kenarinda
oturmaktadir. Elinde cep
telefonunu dondirip
durmaktadir, tedirgin goérinir.
Yine karsi apartmandaki kigik
kizi izlemektedir. Kiz bu kez
cama nefes verip, budguya
sekiller c¢izmektedir.Kigik kiz
bir kalp resmi yapar Lena da
ona karsilik cama bir kalp ve
¢icek resmi yapar. Kiz gorir.
Gilimser. O da bir ¢igek ¢izer
ve kedi patileri sekli gizer.
Gilimserler.

110. MESUT EV/ ARIF ODA/ IC/ GECE

Mesut oturma odasinda yine cam
kenarina oturup, bir sigara

yakar. Televizyonda yine erotik

bir kanal izlemektedir. Ev
telefonundan bir numara arar.

Mesut firlatir telefonu. Cok
6fkelidir. Televizyona bakar.
Mutfaga gider.

MESUT
Aloo! Bana bak bana yerini
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sOylemezsen simdi gelip basacagim
evini. Adresini biliyorum Pelin.
Yalnizsin da evde, kimse gelip
kurtaramaz seni elimden. Seni de
mi? Onu da mi1 dévmiisiim yani. Oyle
mi dedi? Bu mudur yani, biraz
hirpaladik, bu mudur yani sebep?
Bu olsa olsa sonu¢ olur. Bana
bak, sen karisma bizim isimize,
6yle her duyduguna da inanma
tamam mi1 ?Nerede bu kaltak, onu
soyle bana, yoksa.. Evet Tehdit
ediyorum.. Alo? Alo?



111. MESUT EV/ ARIF ODA/ iC/ GUN

Mesut mutfakta 1si1di agmadan
durmaktadir. Nefes nefesedir.
Tam mutfaktan ¢ikmak iizere
ikin, igeri 1sigi yakarak Lena
girer. Uzerinde gecelidi ve
hirkasi vardir. Lena ile Mesut
carpisir. Lena tezgaha dogru
geger ,Mesut’un yanindan. Mesut
mutfaktan ¢ikmaz ve onu tezgaha
sikistirir. Mesut, Lena’nin
yizine dokunup 6pmeye baslar.
Bir siire 6yle dururlar, Lena
kurtaramaz kendini. Mesut
hararetle o6pmektedir. Lena bu
sirada bir eliyle uzanarak
tezgahtaki bigcaga ulasmaya
¢calismaktadir. Sonunda bicgagi
eline alir, sertge iter Mesut’u
ve bicadi ona dogru tutar. O
sirada 1sik soner, elektrikler
kesilmistir. Mesut, bilegini
biitkerek, bicagi kendi eline
alir. Bu sirada icgerideki
odadan Arif inler, saati cgalar.
Mesut geri g¢ekilir, Lena
kurtarir kendini.

112.

113. MESUT EV/ ARIF opa/ I¢/ GON
Mesut, Arif’in bas ucuna
oturmustur ve iUzgin bir yizle
yalvarir gibi Arif ile
konusmaktadir. Arif, babasinin
yataginin yaninda yere diz
¢Okmistir, babasinin elini

oksar. Elini sargi bezi ile
sarmislardair.

Arif gozlerini agar, kapar.

MESUT
Iyi miydi bu kadin? Gitmek istiyor.
Gitsin mi kalsin mi?

MESUT

Ne, gitsin mi? Bir gelen kalmiyor ki.
Sigtiminin karisi burada olsa, ne
gerek kalacak bu gevurlara.. Ne
bokuma gitti, ne bokuma! Sen de
birakma beni baba.. Ben Oylesine
soyledim baba, o an 6yle ¢ikti
iste agzimdan, sinirlerim tepemde
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Arif inler, ¢eker elini
oglundan.

Goz yaslari akar kapali
gbzlerinden.

zaten. Bak elin oynuyor, yakinda
konusmaya da baslarsin, ¢ok vaka

var boyle, dediler ya.

MESUT

(sinirlenerek)

Hep ben sug¢luyum degil mi? Hep ben..
Sen de beni sug¢la! Yaranamazsin

Mesut ¢ikar odadan.

114.

Yaranamazsin.

MESUT EV/ OTURMA ODASI / i¢/ GUN

Lena’nin elindeki telefonu

calar.

Lena ilk g¢alista agar.

Lena,

LENA (GURCUCE)
Evet? Benim. Evet? Kocam olur. Ne

zaman? Ne yapti? (yuzi degisir,
yine boégirtisii gelir, tutar)
Kizim, kizim orada mi?

Gorisebilir miyim onla?... Peki.

telefonu kapatair.

Yizi allak bullaktar.
Hemen telefon eder.

115.

LENA (GURCUCE)
Canim, aglama canim, aglama, ben

gelecegim canim, eve gotiirecek
agabeyler seni, iist kata c¢ik,
onlara de ki, babam gelmeyecekmis
birka¢ gin, sizde kalabilir
miyim? Tamam mi canim?

MESUT EV/ OTURMA ODASI / IC/ GUN
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Mesut oturma odasina gelir.
Televizyonu agar, karsisina
oturur. Lena ayaktadir.

Mesut, Lena’ya bakmadan,
televizyona bakarak konusur.

116. MESUT EV/ MUTFAK / I¢/ GUN

Lena hisimla mutfaga girer.
Tezgahin iUzerindeki sebzeleri
dogramaya baslar hizla. Sonra
durur, elini alnina dalar.
Tezgaha dayanir. Aglar. Bir
siire o6yle kalir.Lena mutfakta
ne var ne yoksa

hepsini yere atmaya baslar, her
sey kirilir. Mesut gelir, onu
tutmaya, durdurmaya galisir.
Yere devrilirler. Mesut,
Lena’nin izerinde kalir. Bir an
durur Mesut, sonra Lena’nin
etegini saiyirir, kendi
pantolonunun fermuarini ¢ézmeye
yeltenir.

117.

Arif, odasindan, yattiga
yerden, biifenin aynasina/
koridordaki aynaya yansima/ ile
belli belirsiz bir seyler gorir
ve duyar. Arif inler.

118.

Lena, Mesut’un altindan
siyrilmayi basarir. Biyik ekmek
bicagini eline alir ve ayadga
kalkarak tehdit eder. O sirada
mutfak penceresinin cami
kirilair. Kadir belirir.

LENA
Benim gitmem lazim. Pasaportum?

MESUT
Daha degil, birini bulayim ondan
sonra, ben yarin yine gidecegim.

MESUT EV/ ARIF ODA / iC¢/ GUN

MESUT EV/ ARIF ODA / i¢/ GUN
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FADE IN & FADE OUT

119. KADIR ANNE SOKAK/ DIS/ GUN

Kadir, bir taksiden iner,
kucaginda apartmanin dibinde
yatan sokak képegi vardir,
yaralarinin oldugu yere
sargilar sarilmistir. Koépegi
kartonunun idzerine bir kat
karton daha yayar. Kopegi
yerlestirir iizerine. Bir tabaga
kopek mamasi koyar. Koyarken
kopek elini yalar. Kadir,
basini oksar képegin. Bakkaldan
bir kic¢ik erkek ¢ocuk ¢ikar,
elindeki ekmegi tabanca gibi
tutarak, ates eder, “¢iv ¢iv”
diye ses ¢ikarair.

120. MESUT EV/ LENA ODA / IC¢/ GUN
Lena pasaportunu ¢antasinin on
gozine yerlestirir, kirmizi bir
kaykayi da eline alir. Odaya

tekrar bakar, unuttugu bir sey

var mi1i diye. Buyilk bir

gergeveyi eline alir, odadan

¢ikar.

121. MESUT EV/ ARIF ODA / iC/ GUN

Lena, biraz mahcup bir yiuzle
girer Arif’in odasina. Mesut
Arif’e yemegini yedirmektedir.
Lena, yaklasir. Mesut kalkar,
geri gekilir. Lena yanagindan
oper Mesut’u. Duvara elindeki
gcergeveyi asar. Yeni sekiller
olusturan yeni bir resimdir bu.
Arif gulumser. Arif, elleriyle,
isaretler yapar Mesut’a. Bir
levhayi isaret eder Mesut’a.
Mesut, biifenin iizerinde duran
alfabeli levhayi yataga koyar.
Arif birkac¢ harfi isaret eder.
A, F, F, E,

Arif, Mesut’a bakar. Lena sorar
gozlerle Mesut’a bakar. Mesut
bir an tereddit ettikten sonra
agiklar.

MESUT

Affet..
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LENA

Niye?
Lena, tekrar Arif’e yaklasair,
baslarini oksar, oglu ig¢in
yaptigi besteyi okur. Sona yeni
sozler eklemistir.
LENA

Sevgili Ifulan,

Yeni bir sehirde,

Her yerde sen

Sevgili Iulan

Kuslar oliiyor bu sehirde
Sen yasiyorsun

Her yerde sen

Sevgili Iulan

Bir iskence burada
Bir iskence orada
Binlerce 6li bu sehirde
Yeni bir sehirde

Her yerde sen,

Oglum,

Sevgili fulan

Herkes suc¢lu

Herkes acili

Herkes ofkeli

Herkes ben, herkes sen
Her yerde sen

Sevgili iulan

Sevgili arif..

Arif giulumser.

122. KADIR SOKAK/ COCUK PARKI/ DIS/ GUN

Kadir ve Lena sokagin
bitimindeki, Lena’nin
apartmaninin yanindaki kicgik
gocuk parkinda oturmaktadir.
Ginesli bir giindiir. Lena’nin da
Kadir’in de yanlarainda kigik
bavullari vardir.Cocuklarin
oynayisini izlerler. Kum
parkinda iki gocuk, birbirinin
sag¢ini g¢ekerek, birbirinin
yuzine kum atarak kavga
etmektedir. Anneleri gelir kosa
kosa. Cocuklari ayirair,
annelerden biri, ogluna tokadi
basar.Bu sirada Lena’nin karsi
apartmanindaki kii¢ik kiz gelir
parka. Tekerlekli sandalyededir
ve yasli kadin onu parkta
gezdirmektedir. Kizla goéz godze
gelirler, birbirlerine
gilumserler. Kiz elinde bir

143



rizgar gili tutmaktadair,
yaklasir ve onu Lena’ya verir.
Birbirlerine giilimserler sonra
gider kiz. Lena Kadir’e
bakarak anlatir. Kadir anlamaz
dilini ama yine de anlatar.

LENA (GURCUCE)

Oglum savasta 6l1ldi, yani 6lmemis ama
onu yakalayip iskence etmisler,
omurgasi gitmis, yasasaydi belki
de tekerlekli sandalyede olacakti
dedi

arkadaslari... Kocam hirsizlik
yaparken yakalinmis, ev sahibini
6ldirmiis ,hapiste. 1zim ve ben
kaldik artik, ikimiz.

Lena konusurken kaykayi
dondirir elinde. Lena’nin
gozleri dolar.

Kadir, parkta kosturup duran gocuklara bakar. Bir tanesi
avazi ¢iktigi kadar aglamaya baslar. Kadir irkilir bu

sesle... Kadir bankta geri kaykilir, boynunu bankin arkasina
yaslayarak gokyiliziine giinese ve kuslara bakar, gdzlerini kapar.

123. KADIR ARABA/ IC/ DIS/ GECE (FLASHBACK)

KADIR: Komiser Rifat. Kadir Gectan, evet. Var bir sorun evet, var.
Ben su an..

Bir anda silahi ceviren IKINCI GENC iizerine atlar,Kadir’i arabanin
camina yapistirir. Telefonu elinden alip kapatir, camdan arabanin
igcine atar.

124. KADIR SOKAK/ COCUK PARKI/ DIS/ GUN
Kadir gézlerini agar, bulutlara bakar yine. Tekrar kapatir gdézlerini.
Uc bes saniyelik gorintiiler belirir. Kadir Lena ile konusmaya galisir.

125. KADIR ARABA/ IC/ DIS/ GECE (FLASHBACK)

Arkadaki arabanin sag tarafa gegcerek, uzun bir korna calarak gectigini
gérir. Birinci Gen¢ elini camdan ¢ikarip, kiifreder

BIRINCI GENC: Kral misin be! Kral misin gt herif!

Zaman atlama

Birinci Geng¢ yere oturmus, yolu kapamis, birasini i¢cmektedir.

KADIR: Delirtmeyin lan adami gece gece diyerek Kadir Birinci Gence
tekme atar.
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BIRINCI GENC: Ha, agabeycim, iste bu olmadi, bira icene yilan bile
dokunmaz. Dokunur mu? Dokunmaz.
126. KADIR ARABA/ iC¢/ DIS/ GECE (FLASHBACK)

Kadir goézlerini agar ve parkta tek basina oynayan kiigik bir kiz
gocuguna bakar.

127. KADIR ARABA/ IC/ DIS/ GECE (FLASHBACK)

Riiya: Anne!

OZLEM: Iyi misin? Iyi misin? Kadir yiirii git Allah askina, basimiza
bela alma.

Zaman atlama

OZLEM: Birak gitsin, korkacak cocuk, tutuyor zaten araba
KADIR: Ne gitsin!

Zaman Atlama

Iki gen¢ arabadan inmis yiirimekteler.

BIRINCI GENC: Vayy. Poyraz Polat aabeymis meJer! Bilseydik beklerdik
abi. sana saygimiz sonsuz ama film mi ¢ekiyoruz sandin?

Zaman atlama

IKINCI GENC: Ne o? Aziz agabeyi mi cadiracaksin? (kahkaha atar)
Zaman atlama

IKINCI GENC: (cebinden silah c¢ikarir) Abi, bak deniyorum, deniyorum
aylardir. Sonunda senin gibi g¢evirmeye basladim. (hizla silahi elinde

¢eviri) Oluyor mu abi?

Zaman atlama

OZLEM: Kadir, korkuyorum, bunlarin gézii kaymis, terslesme yine, bekle,
ya da geri geri gidelim suradan.
KADIR: Karisma bir kere de ya!

Zaman atlama

IKINCI GENC: Askere mi gideyim istiyorsun, daha da psikopat olup
doéneyim degil mi? Bekle pasa pasa artist. Bir bira i¢cip gidecegiz
surada. Kral mi saniyorsunuz lan siz kendinizi? Kral mi? Tek kursunluk
caniniz var lan, tek.
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Zaman atlama

IKINCI GENC: (silahi elinde hizlica cevirerek) Bak agabeycim, senin
gibi tak, tak. IKINCI GENC, silahi ¢evirerek, ates eder. Uc¢ el.

Kadir nefes nefese Ozlem ile Riiya’ya bakmaktadir.

128. KADIR SOKAK/ COCUK PARKI/ DIS/ GUN

Kadir Lena’ya bakar. Lena’nin
sag¢lari yizinin bir kismini
kapatmistir. Lena da gdzlerini
kapatmis, ginese dogru
dénmistir yiuzini. Kadir,
Lena’nin yizini gevirdigini
hayal eder, Ozlem olur Lena’nin
yizii. Ozlem Kadir’e giiliimser.
Basindan kan akmaktadir.

OZLEM
Eskisi gibi ol. Ben h&la iki kisiyim.
Sen de..
Ozlem bir an sonra tekrar Lena
olur. Kadir Lena’ya anlatmaya
calisar.
KADIR

Ben.. Ben... Ben onlari 6ldirdim.

Kadir higkira hickira aglamaya
baslar. Dizlerini kendine dogru
¢eker, yuzini kapatarak hicgkira
higkira aglar. Lena bir an ona
bakar. Aci aci bakar. O da
aglamaya baslar. Genis agiya
gegildiginde ve kamera
uzaklastiginda, gocuk parkinda
oturan iki yetiskinden ziyade,
birinin elinde kaykay, oObiiri
de cocuk gibi aglarken, iki
¢ocuk gibi goériunirler...

SON
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