


TRAUVA Cl NEMA: A CRI TI CAL VI EW ON
BEYNELM LEL AND BABAM VE OGLUM

A THESI S
SUBM TTED TO THE DEPARTMENT OF
COVMUNI CATI ON AND DESI GN AND THE
| NSTI TUTE OF ECONOM CS AND SOCI AL
SCl ENCES OF
BILKENT UNIVERSITY
| N PARTI AL FULFI LLMENT OF THE
REQUI REMENTS
FOR THE DEGREE OF
MASTER OF ARTS

By
Ozge Ust tner Wanbach
June, 2009



Dedicated to ny affectionate husband Wl fgang Wanbach
with heartfelt gratitude and deepest |ove, for always
supporting ne with heart and soul, and for having nmade
nmy thesis process nuch nore enjoyable than otherw se
it would have been..



| hereby declare that all information in this docunent has
been obt ai ned and presented in accordance with academ c

rul es and ethical conduct. | also declare that, as required
by these rules and conduct, | have fully cited and
referenced all material and results that are not original
to this work.

OzGE USTUNER WAMBACH



ABSTRACT

TRAUVA Cl NEMA: A CRI Tl CAL VI EW ON BEYNELMILEL AND
BABAM VE OGLUM

Ozge Ust iiner Wanbach

M A in Media and Visual Studies
Supervi sor: Assistant Professor Dr. Ahnet Girata

June, 2009

C nema, one of the nost popular instruments of mass nedia,
is also a product of the society and it cannot be thought
to be independent from the social history. Beynel m | el
(Sirr1 Sureyya Onder, 2006) and Babam ve Oglum (Cagan
I rmak, 2005), being popular Turkish filnms can be put and
anal yzed wunder the category of 12 Septenber filnms and
trauma films. The characters in both filnms bear the
features of traumatic personalities produced by the 12
Septenber 1980 mlitary coup and its aftermath in Turkish
society. The two filnms create a cinematic field to discuss
the 12 Septenber trauma and its inpacts. Beynelmlel and
Babam ve Oglum should therefore be paid attention and
anal yzed, as popul ar products of the society.

Key Wrds: 12 Septenber Filnms, Trauma, Trauma G nens,

Soci al Recognition, Comng to Terns with the Past



QZET

TRAVMA SINEMASI: BEYNELMILEL VE BABAM VE OGLUMA
ELESTIREL BiR BAKIS

Ozge Ust iiner Wanbach

Medya ve Gorsel Calismalar
Yuksek Li sans
Tez YOneticisi: Asistan Profestr Dr. Ahnet Girata

Hazi ran, 2009

Kitle iletisim araclari icinde en populer olanlardan si nena
toplunmsal bir dridnddr ve sosyal tarihten bagimsiz olarak
dusunulemez. Beynelmilel (Sirri Sireyya Onder, 2006) ve
Babam ve 0glum (Cagan lrmak, 2005), populer filmler olarak,
12 Eylul filmleri ve travma sinemasi kategorilerinde
incelenebilirler. Her iki filndeki karakterler de 12 Eyldl
1980 askeri1 darbesinin ve sonrasinda gelen sonuclarin Turk
topl umunda dogurdugu travmanin izlerini tasimakta ve
kisiliklerine vyansitmakta ve 12 Eyldl travmasinin ve
etkilerinin tartisiImasi icin sinematik bir alan
yaratmaktadir. Bu yuzdendir ki, bu travmayir hatirlama ve
tartigma sansi kacirilmamalt ve Beynelmlel ile Babam ve
Oglum Ffilmleri, toplumun Urettigi populer drinler olarak

i ncel ennedir.

Anahtar Kelineler: 12 Eyldl filmeri, Travma, Travma
Sinemasi, Sosyal Farkindalik, Gecmisle Yuzlesme/ Hesaplasma
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| NTRODUCTI ON

Throughout this thesis, | intend to deal wth the 12
Septenber Turkish mlitary coup as a turning point in
Turkish history, which is a traumati c event that has been
i nfluencing the social |life together with the culture as
well as having influences and inpacts on the politica

and economic aspects of life. The filns Beynel mi | el

(Sirri Sureyya Onder and Muharrem Giilmez 2006) and Babam
ve Oglum (Cagan Irmak 2005) are to be investigated
t hroughout the research in order to see to what extent
this event has reflections on these two filnms and if
there are any, to |l ook into and anal yze those refl ections

of this critical event on the fil ns.

Hol ding the belief that 12 Septenber is a traunatic event
in the Turkish history that has been creating individual

traumas, which later pile up and form a traunma on the



social level; all in all a traumatic society, the two
films will be analyzed under the category of traunma
cinema owing to the Tfilms” and the experiences of the
main characters” compliance with the definition of the
concept of trauma. The 12 Septenber mlitary coup in 1980
has been a traumatic socio-political event in Turkish
history owing to the fact that the event and its
aftermat h brought al ong and spread fear and vul nerability
wWithin the society and caused people to |ose hope and
sight of the future by leaving no room for security and
trust. The main characters in the filns (QGil endam and
Sadik and also their families) are victims of the 12
Septenber mlitary coup, who bear the characteristics of
traumatic, nmuted and fragnented individuals, who have

| ost their bel oved persons as a result of the event.

It is a common belief and opinion of many filmcritiques
and film scholars that Beynelm |l el and Babam ve O0glum do
not really serve the purpose of reflecting the absolute
trauma within the Turkish society. This assunption is
true to a certain extent and it could be argued that it
occurs as a result of the Tilms” too much Tfocus on
i ndividual and famlial traumatic experiences and the way
they cope with themrather than dealing with the question
of the 12 Septenber for serving such purposes as judging

the real reasons behind the event, criticizing the



perpetrators of it and analyzing objectively the victins

who suffered fromthe event...etc.

However, the fact can be by no neans ignored that this
ingrained approach of “not being able to analyze and cope
with the 12 Septenber socio-political event and its
consequences” is not specific to films but, this approach
has been confirnmed for a long tinme by the very society
itself. Until the traumatic event has been recogni zed by
the society, the experiences wll always stay at the
i ndi vidual |level. Therefore, it would not be wong to
argue that it is unexceptional that the filnms, produced
by filmmakers within the society, also deal with the 12
Septenber event on the individual | evel , telling
audi ences about individual stories. Yet, the contribution
endeavors of the films into the discussion of this
traumati c event through keeping the matter alive should
not be conpletely ignored. From 1984 till 2009, 36 filns
have been confirnmed to have been nmade which could be put
under the title of 12 Septenber films'. The two filns
Beynelm |l el and Babam ve Oglum have been chosen to be
analyzed in this research, because these filns were nmade
after the year 2000, and could be argued to have been the

nost popular filnms that could be analyzed under the

! The list of 12 Septenber films confirned is available in the
Appendi X.



category of 12 Septenber filnms. In spite of the fact that
the film Beynelmlel has been received better critiques
t han Babam ve Oglum, thanks to its hunorous critique of
the mlitary logic; thus the 12 Septenber event, the two
films resenble each other through <carrying certain
features of the genre nelodrama. Both filnms provide and
r epr esent exanpl es, particularly wth their mai n
characters, for the analysis of trauma cinema; however,
both filns get caught in the trap of the difficult of
trauma representation, which is itself a very problematic
issue, as it will be analyzed and expanded below wth

concrete exanpl es.

The filns Beynelm | el and Babam ve Oglum should at | east
be appreciated owing to the fact that they create a
ci nematic field to r epr esent t he internalized
societal/collective traumas. As al so underlined by Nilgun
Abi sel (1995) popular genre filns cannot be discussed
bei ng independent from the social history. Therefore,
popular genre filns deserve a closer attention and

anal ysis. (Abisel, 1995, p. 31)



1. AN OVERVIEW ON 12 SEPTEMBER

1.1. The Disposition of the 12 Septenber Mlitary Coup

i n Turkish H story

It could be clained that the 12 Septenber 1980 Turkish
mlitary coup has been a great turning point in the
hi story of Turkish Republic. The 12 Septenber mlitary
coup is critically inmportant not only because of the
i ndividual, social and/or political events that were
actual |y experienced at the tine, but al so because of the
fact that the mlitary coup of the 1980 is regarded as a
signal that declared the characteristics of the period
that came after the 1980s. The military’s overthrowing
the existing governnent and its expropriation of the
Turkish political life is considered to be a dark era in

which serious violation of denocracy was experienced,



which led to even nore austere damages to the Turkish
social political life by helping the anti-denocratic
attitudes of institutions and structurings to becone nore
and nore established and rooted. Mirat Belge (1993)
defines the Septenber 12 military takeover and the period
came after 1t as “the heaviest general coercion and
oppressi on system experienced by the society since 1950,
the closing of the single-party era, including the forner
mlitary intervention phases” (p. 9). Belge goes on
explaining why he considers the 12 Septenber to be the
heavi est oppression systemin Turkish history since 1950

in the foll ow ng passage:

All “authoritarian® states require primarily a
“submissive’ society and public. The 12 September did
its utnost to provide that in Turkey. It directly
physically exterm nated and elim nated the people who
were resisting not to become “submissive..” Moreover,
with the mneasures and policies it took in the
education system and in the operating of the
i deol ogi cal channels within the society, it did its
best to quell the free and genuine thought. Briefly,
the 12 Septenber event attenpted to nake a herd out
of the Turkish society by elimnating individualism
(Bel ge, 1993, p. 10)2

2 For further information please see:

Kongar, E. (1993). 12 Eyldl kaltdrd(12 Septenber Culture).
Istanbul: Remzi.

Birand, M A (1999). 12 Eylul. Tuarkiye’nin miladi(12 September:
The m | estone of Turkey). Istanbul : Dogan Kitapcgilik

Evin, A (1988). The State and denocracy: Changing patterns
of cleavages before and after 1980. In M Heper & A Evin
(Eds.), State, denbcracy and the mlitary: Turkey in the 1980s
(pp. 201-213). Berlin: Walter de Guyter.



1.2. Could Cnema Function as Menory Banks of the

Soci ety?

1.2.1. C nema: Reproduci ble and Recollectible Art Wrks

As it is a well-knowmm fact, the main heritage of the
Western aesthetics, basing its arguments on Aristotle’s
Poetics (335 BC) enbraces the vision that art sinply
duplicates/reproduces nature. Al the branches of the
established arts adopted this view from the early
Renai ssance to the late 19'" century and achi eved great
success wWith the pursuit of this ideal.
From Giotto to Monet and the Impressionists.. later
the novels of Balzac and Tolstoy achieved a nore
accurate representation of nature and society than
anything literature had previously known, and the
pl ays of I|bsen and Chekhov seemed to carry Hamlet’s
ideal of the theater to its |limt (Mast & Cohen,
1985, p. 1).
However, an earthquake was experienced in the fields of
arts together with the invention of photography for the
canera had a nore different way of representing the
nature than it was previously known. It is beyond doubt
that the phenonenon of nedia, and cinema in particular

were anongst the nost significant attributions of the

20'" century that we outpaced not so long ago. It could



be argued that many peopl e have crowded filmtheatres al
over the world and have seen many filnms in their |eisure
time, since the first public screening was done in 1895

in Paris (Mnaco, 2000, p. 15).

Cnema could be qualified as the seventh art —in this
context, the word art deriving its semantic roots from
the seventeenth century when the definition of the word
was being straitened from being a nmaster on a specific
field to the artistic activities such as painting,
sculpture, drawing, architecture.. and anything that found
an acceptance in the field of Fine Arts. Though one nust
also admt the fact that such a traditional use of the
word, as also enphasized by Siegfried Kracauer (1985
[1960]), is msleading, and it leads to a term nol ogica
quandary, because it invigorates the common belief that a
piece of work is only considered to be an art piece on
condition that it ignores the recording obligations of
the cinema nedium with the aim of reaching aesthetic
beauty by using strong formative elenents, and therefore
not paying enough attention to the concerns of canera-
reality (p. 19). Kracauer stated his strict opinion on
the issue by the follow ng:

If filmis an art at all, it certainly should not be

confused with the established arts. There nay be sone

justification in |oosely applying this fragile

concept to such filnms as Nanook or Paisan, or
Pot enki n which are deeply steeped in canera-life. But



in defining filmas art, it nust always be kept in
mnd that even the nost creative film maker is nuch
| ess independent of nature in the raw than the
painter or the poet; that his creativity manifests
itself in letting nature in and penetrating it
(Kracauer, 1985 [1960], p. 20).

As James Mbnaco (2000) al so discussed, in the early tines

there was just one way to produce art, and that was the

“present time/real time;” meaning singers would sing,

story-tellers would tell their stories; actors and

actresses perforned their roles in dramas (p. 27-32).

It could be argued that the big progress in the
comuni cation nethods came right after the invention of
the scripture and then the developing of the pictorial
witing owng to the fact that the imges had now becone
preservable. The stories of story-tellers were not flying
in the air any nore, but they had now becone
recollectible and reproducible. In this way, the 7000
year history of arts based on literary or pictorial
el enents, in other words, the representative nedia, cane
to the end of its golden tine and gave way to the
recordi ng nedia whose developnent is as fundanental as
the invention of the witing 7000 years ago, because
undoubtedly “photograph, film and/or sound recording has
remar kably changed our historical perspective” (Monaco,

2000, p. 30).



To go back to the topic of cinema qualified as the 7th
art; to use Monaco’s terminology, “cinema is a branch of
the recording arts that purveys a direct way between the
observer/audi ence and the topic and that has its own
codes” (Monaco, 2000, p. 31). It could be argued that
this characteristic of cinema being able to build up a
direct relationship between the observer and the subject
matter has been the nobst controversial issue when one
consi ders the whole issue of filmnmaking. As Mnaco al so
hi ghli ghted, the recording arts, in this very context it
Is the cinema, have their own codes and traditions;
however a film or a sound recording is not the very
authentic veracity itself. Furthernore, it has always
been open to new devel opnents that would bring the art of
cinema supposedly closer and closer to the reality
itself, such as the color film being closer to the real
world than the black and white film and sound filns
simlarly having nore common with the authentic world
than the silent film would have (Mnaco, 2000, pp. 30-

31).

In accordance with these changes and inprovenents in the
field of arts, questions and discussions picked up the
speed and have been escalating since then concerning the
concepts and topics of reality, formative inpulses and

the imtation of nature. These concepts keep on creating

10



their own questions and debates to this day: Is the aim
of an art work to sinply and only copy the nature/the
world, or should an art work add a special view to the
worl d and should it offer the audience interpretations of
the world? It seens that there is no single answer to the
mentioned questions, and each piece of art work,
especially filnms, should be evaluated by considering its
own characteristics and also in conparison to the other
works. Yet, there is one thing for certain; and that is
these shift of paradi gns have been changing the
hi storical perception, through which individuals and
soci eties perceive and understand the world. The filnms as
the main focus of this thesis are also elenents of
debates and di scussions, since in this age they occupy a
very significant place in the lives of the people,
considering the nmutual time/effort-sparing of film makers

and t he audi ence.

1.2.2. Cnenma: A Popular Cultural Force

Together with the individual stories and matters, the
cinema also represents the changes, shifts, tensions and
unrests that are gone through by the society. In other

words, in this context, the cinema nay be thought to be

11



functioning as the mrror of the society. For Bazin, film
history, criticismand theory (the three being, his view,
I nseparable) were neant to contribute, above all, to the
establi shnment of an enlightened, discrimnating public.
By setting its standards high enough, this public could
then gain sone neasure of control over what has becone
t he nost powerful of popular cultural forces (Turk, 1979,

p. 653).

The cinema is a social phenonenon that bears nuch nore
different neanings than only being art, and at the sane
time it is a product of mass culture. D scussions have
al ways been nade whether or not cinema could function as
menory banks of the society by reflecting the period in
which they were produced. Sone even support the belief
that cinema is a great help for strengthening the soci al

menory.

In her article published in the nagazine G nenmascope,
Nazmiye Karadag (2007) stated that ‘“the most iImportant
artistic weapon of invigorating the social nenory and
historicizing the very noment we are experiencing is the
cinema” (p. 52). It is possible to associate Karadag’s
view to Bazin, who supported the idea that the w tnessed
i mges show audiences not only the features of

obj ect s/ phenonena but also the very existence of those

12



obj ect s/ phenonena, and that it offers audi ences what has
not been recogni zed before and represents its pernanency
(Buker, 1989, p. 20). In this way, it becones easier to
i magi ne how cinema could contribute into social nenory.
It could be shortly noted that in this sense “cinema
presents spectators information on objective actuality,
which one cannot perceive with one’s senses*“ (Buker,

1989, p. 20).

Al t hough this may yet sound too reductioni st an approach,
still cinema is the nost popul ar instrunent anong all the
means of nmass comunication, and it could influence
people”’s historical perspective. Therefore, filnms, the
so-called the 12 Septenber Turkish films® in particular

shoul d be paid nore attention and be analyzed in terns of
the themes, characters created in filnms, places used as
settings in order to see how that period has been
reflected in themand in which context and wi th what kind

of direct and/or indirect nmessages they reach audi ences.

3 A group of filns nade after 12 Septenber military coup in 1980,
which thenmatizes or deals with the event in any possible way and
reflects torture, has been identified as “12 September Tfilms” in
Turki sh ci nema (Maktav, 2002, p. 226).

13



2. 12 SEPTEMBER M LI TARY COUP AND I TS AFTERNVATH

2.1. The Socio-Political Turnoil between 1975 and 1980

The 1980s mlitary coup was neant to bring and end to the
donestic turnoil that was experienced between the years
1975 and 1980. Why was there a political instability and
social turnmoil in Turkey? It could be clainmed that the
i ndustrialization period and the industrial progress that
started around the 1950s led to the desire for social

political and psychol ogi cal progress and enlightennent in
the 1960s. As also underlined by ilkay Sunar and Sabri
Sayari (1986), the inpact of political parties and
society by parties was on the increase after the md-
1960s and the beginning of the 1970s, in spite of the
rising controls on the parties after 1961. (p. 175) Sunar

and Sayari stated:

14



especially after the md-1960s, the weakening and
di sruption of ascriptive ties, the fast 1increasing
ur bani zation and growh of shanty towns, the rapid
soci o-econom ¢ change, and the high |evel of social
nmobi |'i zat i on- al | t hese devel opnent s greatly
magni fied the inpact of parties (Sunar & Sayari,
1986, p. 175).
This situation could be 1interpreted as the society’s
awakening on the fact that |iving under better conditions
was not a dream or it was just for specific groups of
peopl e. Because of that reason, people were in a fight so

as to increase their share of the contenporary world.

It is also possible to tal k about another social event
Within the society coinciding with the sanme tine period:
Wiile this struggle for better life conditions anong the
people was going on, the revolutionist-socialist view
anmong the students as well as the intellectuals was
getting nore and nore spread (Kanbur, 2005, p. 57). This
“unrest” within the society triggered the military to
take action in order to bring and end to this atnosphere
of political instability. The mlitary coup of the 1971
was pr oduced under t hose soci al and political

ci rcunst ances.

Furthernore there was a political division within the
security forces, as well. It could be argued that the
i nternational environnent of the |ate seventies was al so

encouraging the social turnmoil and political instability

15



within the country. At the tinme USA and Sovi et Union were
getting in a big conpetition, and were trying to spread
their influence on the world politics. Fearing the Sovi et
Union influence, it becane crucially inportant for the

Turkish state to get nore tied to the Western bl oc.

However, when conpared to the mlitary coup of the 1980,
the 1971 mlitary coup was not as harsh and dom nant
(Belge, 1993, p. 9). The turnmoil that nade its peak
bet ween the years 1975-1980 when people were in search of
nore freedom and nore social welfare, could be said to
have been ended by the 12 Septenber mlitary junta, by
applying violence and social suppression excessively,
nmeani ng not allow ng people to create social oppositional
power and act collectively, and resulting in the people
being interrupted in their pursuit of welfare and freedom
(Kanbur, 2005, p. 59). WMetin Heper and Frank Tachau
(1983) give a view over the 1980°s crisis milieu: “The
crisis which spawned the 1980 mlitary intervention in
Turkey was multi- faceted, including economc breakdown,
civil violence, and open challenges to such highly

synmbol i c val ues as secul ari st nationalisnm (p. 25).

The two chief parties of the era were the Justice Party
(Adal et Partisi; the right-wing party) and the Republican

People’s Party (Cunhuriyet Halk Partisi; the main party

16



of centre-left) (Sunar & Sayari, 1986, p. 177). The
Justice Party was being accused of flirting with the
fascistic 1dea by the Republican People’s Party, for
applying policies involved with “strident anti- Communi sm
an appeal to religious and nationalist sentinents, and a
diffuse of sentimental populism” (Sunar & Sayari, 1986,
p. 177). Simlarly, the Republican People’s Party |ed by
Bil ent Ecevit, adopting social denocracy, was being
alleged with Ileaning towards communism and creating
anarchistic tendencies by the JP for follow ng policies
involving making “basic changes 1In Turkey’s socio-
econonmi ¢ order; an increasingly radical rhetoric heavily
oriented toward nass appeal to workers, small peasants,
and urban marginals” (Sunar & Sayari, 1986, p. 178).
Thus, the political fragnmentation and polarization
between the two parties was at its peak (Sunar & Sayari,
1986, p. 177). As also enphasized by Sunar and Sayari
(1986) in their article where they discussed the probl ens
of denocracy in Turkey, the rise of party fragnmentation
does not necessarily result in big and destructive crisis
in denocracies but, it brings along coalitionary
governnments or mmnority part governnments (p. 179).
However, Sunar and Sayari underlined the fact that
fragnentation anong the parties can Dbear real ly
di sastrous consequences once pol arization al so appears on

the stage. They noted: “.when  fragmentation is
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acconpanied by the sinmultaneous rise of polarization
anong the parties, the result can be destructive; the
functioning of denocratic regines is seriously underm ned

when the party systemis both fragnmented and polarized

(Sunar & Sayari, 1986, p. 179).

Particularly during the 1970s, the fragnentation
acconpani ed by polarization was al so the case in Turkey;
nore clearly observed anong the party elites and
activists than anong the mass public (Sunar & Sayari,
1986, p. 179). Mostly, as a reflection of this political
pol ari zation between the parties, the political fights
between the left-wing and right-w ng student groups were
ascending and becom ng nore and nore violent every day.
As the case was al so stressed by George S. Harris (1988),
“After 1968, clashes between right-wing and |eft-w ng
student turned nurderous. Killings spread to | abor
gatherings, and forceful disruption of extrene left and
right political party neetings becane common” (p. 185).
The econom c crisis which was observable in the economc
stagnation, rising inflation.etc. was also helping and
cultivating the chaotic atnosphere of the country.
Various types of acts of violence such as sabotage, bank
robberies and killings were escalating each day.
Security forces were unable to prevent these actions of

violence (Harris, 1988, p. 185). The political parties
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were not able to find any solutions for the ongoing
chaotic and unstable political and econom c atnosphere of
Turkey in those years, because they thensel ves were nore
involved with their own interest of becom ng dom nant
over the other; therefore the parties could not perform
their task of protecting the interests of the whole
nation and |eading he country to a nore peaceful and
denocratic mlieu. This situation could well be
sumari zed by the followi ng statenment made by Kemal H
Karpat: “In 1980 the prestige of the parties was at an
all time low due to their pitiful performance in the
years from 1960 to 1980 (Karpat, 1988, p. 152). Al this
process was at a great rate preparing the anticipated
grounds for the Turkish mlitary to intervene in politics
and to justify later its undenocratic action of takeover.
WIlliam Hale recapitulated why the mlitary decided to
intervene in politics:
On 12 Septenber, the arny had set itself four nmain
tasks: firstly, to suppress terrorisnm secondly, to
restore economc growh and stability; thirdly, to
introduce a new Constitution and |egal arrangenents
which, it was hoped, would prevent another |apse into
anar chy; and fourthly, to work out effective

arrangenents with the civilian politicians, both old
and new (Hale, 1988, p. 166).

19



2.2. The Background of the 12 Septenber MIlitary Coup

.the Turkish nation has.always |ooked to the
military.as the |eader of novenents to achieve lofty
national 1deals.Wen speaking of the arny, | am

speaking of the intelligentsia of the Turkish nation
who are the true owners of this country.The Turkish
nation..considers its arny the guardian of its ideals
(Atatirk, 1952, p. 226).
It is a well-known fact that the mlitary in Turkey plays
a vitally inportant role in politics, which could be
thought to be <contradicting with the principles of
i beral denocracy. This mlitary identity of Turkish
state governnent could even be regarded as a tradition in
the history of Turkish politics, especially when one
considers the fact that the mlitary always occupied a
franchi sed space in the political system of the Ot oman-
Turkish polity. It my well be right to argue that the
mssion of the mlitary to be the agent of nodernization
and patronage in Turkey was even nore and nore enphasized
in the Republican period owing to Ataturk, fornerly a
sol dier, who confided, to a large extent, in the mlitary
power for his refornms. It is true that Ataturk first
appeared on the stage of the Turkish history as a
mlitary |eader before he turned out to be a political
| eader owing to the political disposition of his actions;

however it still would not be correct to consider his
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novenent purely to be a mlitary intervention, as Mtin
Heper and Frank Tachau (1983) al so pointed out:
It may be a m snoner to characterize his novenent as

mlitary intervention in politics. On the other hand,
there can be no doubt that his activities were highly

political in nature and that he exploited his
mlitary position and skills for basically political
purposes, i.e., the establishnent of a new state

(Heper & Tachau, 1983, p. 19).

As it has also been underlined by Karpat, “Atatirk saw
hinmself as the total enbodinment of the nation and, as
such, acted to secure the nation’s welfare.. This
resenbl ed the Western idea of absolutist but enlightened
government” (Karpat, 1988, p. 152). However, it should
al so be noted that one of the nost significant endeavors
of the Kemalist reginme, particularly of Atatirk was to
keep mlitary issues separated from the political
affairs, by convincing the parlianent to outlaw mlitary
officers to becone nomnees for elections before they
quit their nilitary job® *“The aim of this policy was not
only to prevent the mlitary from exercising direct
political influence, but also to insulate the mlitary
establishnment from the pulling and hauling of the
political arena“ (Heper & Tachau, 1983, p. 19). Yet it
could still be argued that the very belief that the

military will be the chief guardian of Atatiurk’s

4 See also Heper, M (1984). Ataturk and the Givil Bureaucracy. In
J. M Landau, (Ed.), Atatirk and the Modernization of Turkey.
Col orado: Boul der.
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principles of republicanism secularism nationalism
populism statism and reform sm on which he based on the
Republican state, still exists and could be considered
to be a significant prove what kind of a role the
mlitary is given in Turkey. Therefore; considering this
fact, Harris concluded that “Atatiurk’s main concern with
the arny was not to keep it out of politics, but to nake
sure it remained conpletely loyal to him and to the
Republic” (Harris, 1965, p. 56). In this case it could be
stated that the Turkish mlitary would always take an
action in the event of endangernent of either of those
princi ples of republicanism and function what Heper and
Tachau defined as ‘guardian” and create the “guardian
regime” where “military guardians are essentially similar
to noderators except that they feel it necessary to
di splace the civilian governors, that is, to overtly
assune control of governnent* (1983, p. 17). Briefly, the
basi ¢ executive power of denbcracy is perceived in a
different way by the Turkish mlitary than in other
countries. As also underlined by Karpat, “the presidency
Is the synbol and repository of the ideals and ideol ogies
of the state and of the regine as a whole as these are
understood by the mlitary (e.g., nationhood, Atatdurkism

secularism, and modernism)” (1988, p. 156).
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Then it is not so much surprising for the mlitary and
the soldiers as the key actors, - raised and trained in
such a way that their honorable and heroic mssion of
protecting and nodernizing the country have been
processed in to their mnds and souls - to let the
country run by the civilian control and to believe in the
principle of civilian supremacy. |nstead of espousing the
core and the operating of the suprene civilian control
the Turkish military “felt authorized to iIntervene in
civilian politics (issuing threats or nenoranduns,
bl ackmai ling or replacing the governnent t hr ough
pressure, or coup d' état) when acts or decisions of the
civilian authorities seenmed to threaten what they
interpreted as the national interest* (Demrel, 2003, p.
3). The following passage taken from Tanel Denirel
(2003), a former mlitary officer, could be clained to be
summari zing how the mlitary service or job is perceived
by the Turkish citizens:
The education and training of the Turkish officers
does not resenble that of other armes. In those
armes, officership is perceived as a professiona
job the sanme as that of civil servants. For us (in
Turkey), on the other hand, it is held in high
esteem It is not only a professional job but also a
national duty, guardianship of the state. Trained
with such beliefs in (arny) schools, officers spread
these beliefs in their environnent as they nove up
the ranks, thus the duty to watch and to protect the
Republic becones an entrenched belief in their whole
arnmy career. Wien they deened it necessary, to do

that job (watching and protecting the Republic),
either they spontaneously act or perform conmands
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which tell them to intervene confortably as if

performng a normal duty (Demrel, 2003, p. 4).
Al t hough sone peopl e referred to t he mlitary
interventions as a reform st novenent, the destructive
effects of such kind of a mlitary attitude on the very
core of denobcracy may well be confessed®. Yet, it would
be wong to claim that the founders of the Turkish
Republic did not favor the denocratic regine, and
denigrated it outright. It is perhaps true that the
mlitary has a positive imge of the denocracy and it
respects the denocratic governance of the country;
however what nakes the situation |ook contradictory and
awkward is that the mlitary tries to watch and protect
the well being of denbcracy by interfering in the

civilian affairs with the short-termmlitary regine.

The historian Feroz Ahnmad (1993) states the follow ng:
“The public, worn down by the breakdown of law and order,
the galloping inflation and shortages of basic goods, the
squabbl es anong the parties and the paral yzed parlianent,
wel coned nmartial law and the promse of stability it
of fered* (Ahmad, 1993, p. 182). This “unrest” within the

society triggered the mlitary to take action in order to

> For futher information see also Huntington S. (Ed.). (1962).
Changing patterns of military politics. New York: The Free Press
of 4 encoe.
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bring and end to this atnosphere of political
instability. The mlitary intervention of the 1980 was
produced and justified under those social and political

ci rcunst ances.

It could be said that the 1980s mlitary coup was
intended to conplete the job that was not finished
properly by the 1971”s military coup and it was meant to
bring and end to the social turnmoil that was experienced
bet ween the years 1975 and 1980°.
The aim of +the operation is to safeguard the
integrity of the country, to provide for national
unity and fraternity, to prevent the existence and
the possibility of civil war and internecine
struggle, to re-establish the existence and the
authority of the state, and to elimnate the factors
that hinder the smpboth working of the denocratic
order (Ceneral Evren, as cited in 12 Septenber in
Turkey: Before and After, p. 229).
In other words, considering itself as the chief guardian
of the national interests, the mlitary undertook its
heroic special duty to intervene in the civilian affairs
SO as to save the nation from the ongoing social turnoil
and political instability at the expense of the use of
extensive torture, which “never uncommon, now became

wi despread and systematic, with a nunber of suspects and

prisoners dying in suspicious circunmstances* (Ahnad,

bSee also Heper, M (1979, Wnter). Recent instability in Turkish
politics: End of a mponocentrist polity? International Journal of Turkish
Studies, 1, 102-13.
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1993, p. 185). As also agreed and put in the follow ng

sentences by Demirel,
.the mlitary perceived itself as the ultimte
guardian of the state and national interests, there
was little, if any, disconfort for the officers in
conceiving the possibility of overthrowmng the
el ected governnment. In their well-entrenched role as
the ultimate guardian of the state, Turkish officers
regarded the idea of staging a coup, not as unlawful
and unethical, but as a special duty which they were
trained to carry out when certain conditions occurred
(Demrel, 2003, p. 6).

It could be argued, all in all, the mlitary coup was

proven to have been necessary by the reason of the

governnent that was "driving 'our country into anarchy,
fratricidal strife and social and economic unrest,’ wth
the consequence that the future of the Turkish Republic
iIs ... seriously threatened...,'' (Ahnmad, 1977, p. 205).
In other words, according to its inplenenters and
supporters, the mlitary coup of the 1980 was i npl enented
for the sake of preventing fraternal fighting and in
order to re-build a peaceful and secure atnosphere in the
country (Demrer, 2005, p. 65). Briefly, the perpetrators
of the 12 Septenber did all the inplenentations by the
name of Kemalism in order to nodernize Turkey and adopt
the principles of the western world. However, Mirat Bel ge
(1993) argues that the perception of the western world by
the Turkish society remained on the physical level in

followng the westernizer ideologies (1993, p. 12). To

put it in sinpler ternms, the Turkish society, as a
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soci ety suspending in the devel oping country status, got
to know the western world with its mlitary power and war
conpet ency, which were both consequences  of t he
capitalist economc structure (Belge, 1993, p. 12).
Havi ng skipped a very significant fact; that the western
world also had a nore confirned denocracy understanding
and civil structurings, Turkish authorities such as
governnents and the mlitary have always applied an
authoritarian collectivity to reach its primry goal of
becom ng powerful just like the western world, which was
al so the case considering the 12 Septenber mlitary coup
and the periods followng it. That is to say, the
i npl ementations applied in the nanme of Kemal i sm
Aat aturkismregrettably remained only on the level of the
elite, and could not involve the society. Kevin Robins
al so expressed the sanme assunption in the foll ow ng way:

Kemalism was an ideology inposed on the people from
above. Its self-declared m ssion was to revol utionize the
society for the good of the people. For the good of a
backward and uncivilized people, however, a people whose
commtnment to progress and civilization could not be
relied on. The consequence was that the society- the real
people, that is to say- could not be trusted to take part

its own revolution (Robins, 1996, p. 70).
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This goal of nodernization was strictly defined and
formul ated by the central power and was being inposed on
the rest of the society, which is to say dissent,
opposition and any kind of counterview were not wel coned
and tolerated (Belge, 1993, p. 13). This intol erance of
opposi tional voices has also been highlighted by Karpat
in his article where he defined the characteristics of
the 1980 military takeover. Karpat stressed: “In general,
the mlitary considered that political parties should be
the instrunments of national unity, order and stability
rather than vehicles for the expression of special
interests of social or economc groups or particular

regions of the country” (Karpat, 1988, p. 152).

In the end, the mlitary was in power for three years and
in the year 1983 the nanagenent of the country was
attorned to a civilian governnent - to ANAP (Anavatan
Mot herl and Party, a right wing party) headed by Turgut
(zal together with a new constitution formed in 1982
(Robins, 1996, p. 73). The 1982 Constitution was forned
under the control and guidance of the mlitary; therefore
it was the constitution  of strict i nhi bi tions,
restrictions and supervision. As also defined and
descri bed by Sunar and Sayari :

What is envisioned in the 1982 Constitution is a

state divorced from politics and a depoliticized
soci ety. A state-controlled Council of Hi gher
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Education supervises the universities; politica
parties cannot form auxiliary branches; |abor unions,
prof essional associations, and wuniversity faculty
menbers cannot engage in politics; and the gover nnent
is allowed to confiscate newspapers and periodicals
before their publication.. The party and election laws
were designed to favor two nmjor centrist parties
Communi st Fasci st and theocratic parties were
out| awed (Sunar & Sayari, 1986, p. 184).
Those three years under the rule of the mlitary and the
constitution of the 1982 that was setup under the
gui dance of the coup governnment, naturally could not have
made possible a total civilization and a conplete return
of denobcracy to the country. As Binnaz Toprak also
pointed to this difficulty of total denbcratization in
the period after the military coup of 1980: “Taken as a
whol e, the 1982 Constitution and other post-1980
l egislation represent a significant attenpt toward
depoliticization coupled with greater state control over
both |l egal arena and the institutional framework of the
nascent civil society iIn Turkey” (Toprak, 1988, p. 127).
The 12 Septenber mlitary coup has been ingrained in the
nmenories as a socio-political event that was |aunched

targeting at the nost politicized decade of the Turkish

hi story (Laciner, 2007, para. 1).
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2.3. The Aftermath of the 12 Septenber MIlitary Coup in

the Political and Econonm cal Sense

Oner Laginer (1993) argues that the Turkish political
parties founded in the md 1980s were established with
the reinforced principles adapted from the politica
policies and the rooted convictions of the putsch
gover nnent , such as supporting and ©pronoting de-
politicization and bl ocki ng any oppositional ideology (p.

17).

It should be noted that the shift in the social life was
a reflection of the shifts in the political and economc
life after the ANAP governnent was delegated for the
managenent of the country on the 6'" of Novermber, in
1983; therefore the political and economcal shifts
during the 1980s bear a considerable significance. It
coul d be argued that the Anap government headed by Turgut
Ozal was given the project and the mission to reunify the
Tur ki sh society, whose nmain elenents could be put under
two major categories: 1. reconciliation of the political
parties; 2. getting the society also support it by the
influence of Islam as a cultural re-unifier. As also

stressed by Robins:
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The new project was called “Ozalism,” which involved,;
.the unification of the mainstream political
groupi ngs under the banner of ANAP, along with a
refocusing cultural orientation of Turkish society,
by which the intention was bringing together of
religious conservative circles and liberal Kenali st
tendencies. The new cultural orientation enphasized
the significance of Islam as a unifying elenent in
the society. The nationalism and religious ideas of
the “Turkish- Islamic synthesis” were influential
within one wing of ANAP. In this respect, Ozalism may
be seen as a conservative project, in continuity with
the earlier political culture of unity and consensus,
merely giving a religious inflection to an
authoritarian state (Robins, 1996, p. 73).

The Ozalism project also involved economic dynamics and

radi cal changes in econom c policies. The ANAP gover nnment

quit the national progressive econony and instead
supported the neo-Iliberal econom c policies, whi ch
cardinally pronmoted the financial aids and neo-|iberal

strategies by the International Mnetary Fund (IM),

reducing the role of the governnent whereas expanding the

privatization (Robins, 1996, pp. 73-74). Ahmad (1993)

also stated in his book “Ozal, with close ties to

financial circles in the West (especially the I MF and the

Worl d Bank), had been consulted by the junta imredi ately

after the coup” (p. 183). As also underlined by Asuman

Suner (2005), the policies that were advised by the I M

basically aimed “to hasten the process of compounding of

Turkey with the global capitalisnt® (p. 20). As a result

of that, consum ng was encouraged in every field of life,

as al so underlined by Ahnad:
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The new money created a consumer boom fed by Ozal’s
[ i beral I mport policy. Suddenly everything was
avai lable in the stores but at a price. Adverti sing,
especially on television, becane nore sophisticated
with commercials ainmed at specific audiences. During
soccer matches, for exanple, the commercials were
aimed at mal e audi ences to encourage the purchase of
cars, notor oil, beer and clothes (Ahmad, 1993, p.
209) .
By considering all this, it could be argued that one gets
the 1impression that the society’s trending to get
involved in the global trends and inclinations of turning
into a consuner society took place only as a result of
the policies followed by the Ozal governnent pronoted by
the Turkish mlitary, three years after the 12 Septenber
mlitary coup in 1980. At this point it wuld be
appropriate to mention the theory put forward by Mirat
Bel ge (1993), who clainms that the orientation of the
Tur ki sh society towards the consuner culture was not only
actualized through the mlitary coup and the |ibera
political policies followed afterwards, because the
Tur ki sh society had already been famliar with the socia
and econom cal gl obal trends before the mlitary
intervention in spite of being isolated fromthe rest of
the world in such positive fields as human right
i nprovenents, the spreading of denocracy, and working
for the world peace and environnent protection (p. 8). It

is possible to find the traces of Belge’s theory in his

following statement: “.From hoola-hoop to mni skirts,
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from Pent house to Lotto; whatever was invented in Europe
or in the world, it imediately was reflected to us
(Turkish society). W never are isolated in such fields,

and we have never been” (Belge, 1993, p. 8).

In short, Belge believes that the Turkish society would
have still adapted to the rules and circunstances of the
gl obal and econom c trends, which he hinself describes as
a negative trend, even if the Septenber 12 had never
taken place. According to Belge, “Turkey, with 1its
natural talents, would have kept pace with the rest of
the world in following the novenent of getting shall ow,
superficial and self-centered” (1993, p. 8). However,
there are academ cians holding the belief the Septenber
12 mlitary takeover has had a vitally significant role
in the shaping of the perception of western and gl oba
trends, which could all be defined under the category of
noderni sm Karpat al so argued that one of the key changes
of the Septenber 12 event was the perception of nobdernism
and its principles only on the economc and materi al
| evel (Kar pat , 1988, p. 156). He enphasized the
fol | owi ng:
The key ideological change has occurred in the
meaning attached to “modernism.” Today the cultural
and political enulation of the West is no |onger the
axis  of nmoder ni sm It IS, rat her, econom ¢

devel opnent, technol ogi cal advancenent, and materi al
progressin all its forns (Karpat, 1988, p. 156).
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As it has al so been discussed by Laciner (2001 & 2002) in
his article called 1980°ler: Kapan(may)an Bir Parantez
M? (1980s: Is It an Uncl osabl e Parant hesis?), one of the
nost significant consequences of the pronoted neo-Ii beral
policies was the econom c gap between the |ower and the
upper cl asses, w dening every day; people working under
the service of the governnent began to earn | ess whereas
those who preferred/had the chance to work for the
private sector - at the rmltinational compani es,
especially on the fields of communication and finance -
were able to push up their life standards toward the
better. As a result; health, education and socia
security services were not delivered justly (Kandiyoti,
2003, p. 19). In short, until the 1980s, the politica
utterance was the promse to organize political policies
that woul d increase the welfare standards of the society
(Laci ner, 2002, pp. 15-16). However, after the 1980s the
political wutterance has dramatically changed and has
turned into an economcal power utterance aimng to
“conquer” the world market with 1ts new companies and
sectors and to achieve great acconplishnents in world

econony (Laciner, 1994, p.10).
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2.4. The Effects of the 12 Septenber MIlitary Coup on the

Tur ki sh Soci o-Cul tural Life

Al'l dictators (dictatorships) tell you what to think
and how to think. This 1is the definition of
dictatorship and that is why it is evil (Belge, 1993,
p. 29).
It could be argued that one of the nost crucial
extensions of this privatization period was on the
cultural life; privatization of radio and television
broadcasting. In the year 1994, the Law on the Private
Radi o and Tel evision was passed, and hundreds of radio
and television stations both on the |ocal and nationa
scale started to nake broadcasting. In other words, the
nmonopoly of TRT (Turkish Radi o and Tel evi si on) was ended,
and conpetition anong the hundreds of private radio and
television stations was introduced. It could be argued
that the imges, pictures and allegations pronpoted by the
current nedia ethics hel ped the justification of the neo-
|i beral economc system particularly by utilizing the
cultural orientation of Islam As wunderlined by Kevin
Robi ns and Asu Aksoy (2000):
This alternative narrative would also have to take
account of rural and religious mgrations into nedia
spaces, particularly as a consequence of t he
devel opment of comercial television in the 1990s,

sustaining a new popular culture- including arabesk-
that dramatically outpaced the “official’ output of
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the state broadcaster TRT’, and alos worked to

normal i ze and render ordinary the inmage of the “dark

face” of Islanf (Robins & Aksoy, 2000, p. 209).
The primary aim of the commercial television could be
interpreted to be that the idea was pronoted and i nposed
that it was always possible to make inprovenents on the
i ndi vidual |evel and to go up into a higher social class.
To conclude, it wuld not be wong to attest that
consum ng and idealizing the wealthy life style began to
be seen as the only neaning in |life (Ahmad, 1993, p.
209). The secondary aim of the comercial TV was to
involve the people in masses flowng into the western
cities from the eastern villages during the 1980s. As
menti oned above, the urbanization had already started in
md-1960s as a result of the industrialization that
appeared on the stage during the 1950s. However, the
mgration during the 1980s was at its peak, and people
who had not been touched by the secular Kenalist ideals
and inplenentations of the republic occupied the cities
preserving their own cultural elenents, custons and
traditions (Robins, 1996, p. 75) As Robins puts it; “the

Real Turkey made its presence felt” (1996, p. 75). This

" See also Robins, K & Aksoy, A (1997). Peripheral vision:
Cul tur al i ndustries and cultural identities in Turkey.
Par agr aph, 20, 75-99.

8 See also Oncu, A (1994). Packaging Islam Cultural politics
on the landscape of Turkish commercial television. New
Per spectives on Turkey, 10, 13-36.
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fact transferred another “significant duty” on the new
commercial television channels that were charged wth
justifying the ideology of the ongoing neo-I|iberal
system Robi ns enphasi zes:

The proliferation of new comrercial tel evi si on
channel s has becone a crucial nmeans of facilitating
the encounter with the diversity of civil society.
Under the old state broadcasting system (TRT), Turks
only ever saw images of the official culture. The new
commercial conpanies are eager to reach the new

popul ations (and narkets), and are consequently
maki ng prograns about the real Turkey (Robins, 1996,
p. 76).

The on-going shifts done in the field of politics and
econony for the sake of nbdernization of Turkey and for
the reunification of political parties inevitably
affected the social arena, and hel ped the reformation of
the nenbers of the society with new val ue systens. Bel ge
stresses that the 1980s could be regarded as a decade in
which the freedom of thought and expression were
restrained and the oppositional/dissenting voices were
appeased. Thi s situation i nvol vi ng I nhi bitions,
limtations, restrictions and the quelling/censoring of
t he oppositional voices could be regarded as an extension
of the 1982 Constitution prepared under the supervision
of the mlitary into the social life. Counterviews were
not tolerated any nore; furthernore they were nuted
(Bel ge, 1993, p. 13). The nenbers of the society who had

been actively participating in the political and soci al
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life before the 12 Septenber mlitary coup and who were
forced to keep their controversial views for thenselves
with the anti-denocratic applications of the mlitary,
then were oriented to keep thensel ves busy with the other
fields of everyday life. Briefly, “the new ideological
power did not want any opposition or dissenting voices,
which it considered to be equivalent with treason felony
(Belge, 1993, p. 13). That is to say, the grounding of
the de-politicization process began to be fornmed in the
1980s. Furthernore, those people could be said to have
gone through a “social explosion” as Nurdan Gurbilek
defined it (1992, pp. 16-17). In other words, on the one
hand people were experiencing the suppression of their
t houghts and expression, and on the other hand they were
experinmenting the explosion of expression, image and
pi ctures, encouraged by the hundreds of private radio and
television stations. This nay seem |like a contradictory
position; however when analyzed nore deeply, it could
easily be observed that this explosion in the public
sphere on consum ng the allegations, inages and pictures
was just a justification of the on-going systemin order
to give public the inpression that the social unrest and
the critical political crisis period were now overcone,
everything was under control and the nation was safe.
This attitude could be assuned to be the denial of the

big shock created by the 12 Septenber mlitary
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intervention and its aftermath. 1t could, however, also
be interpreted that, as also underlined by H Im Maktav
(2001 &2002), social fields which were freed from the
politics and oppositional dispositions as a result of the
12 Septenber event, were now filled with utterances done
over private lives and prom ses on individual levels (p.

225) .

As a result of all these, the cultural life was also
materialized and it becanme a commopdity for the neo-
liberal nmarket. Wth all these variety in the nedia, it
m ght have seened |ike a polyphony; however when the
content is considered, it will be seen that there was no
real alternative to what was being presented to the

publi c.

Al though it was true that there were serious limtations
and constraints on the intellectual, ideological and
cultural life, it should also be noted here that the
oppositional voices were not totally nmanaged to be
killed. There were still sone, who wanted to create a
di ssenting novenment and declare and spread it through
cul tural products, in order to utter the injustice and
the negativity about the application of the ongoing
system however it was quite grueling to find a place in

the market for thenselves to raise their voices, owng to
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the conflict with the ascending social and economc
val ues of the public that were formed and re-organi zed by
the new econom c system pronoted. As a result of this, as
also underlined by Mesut Kara, “a society was
constituted, which was getting invidualized, isolated and
fragnented. Briefly a new human culture was created*

(Makal et al., 2007, p. 57).

2.5. The Influences of the 12 Septenber on the Turkish

Cinemn as Part of the Cultural Life

Together with the 12 Septenber, by which the
i ntell ectual conception was deneaned, t aki ng
political stands were identified with terrorism and
the depoliticization policy was infiltrating into the
every single domain of life, it could not have been
expected that this would not affect the cinema and
literature (Kirag, 2007, p. 51).
It could be clained that there were still sone
opposi tional groups endeavoring to raise their voices and
declare their conplaints and dissatisfaction about the
new system in spite of the 12 Septenmber mlitary coup
and the society it reformed and re-organized. These
groups wanted to utilize the nmass communication

instrunents to be able to reach the masses. G nema was

only one of those instrunents; perhaps an influential
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one. The cinema is definitely a very powerful means of
mass nmedia and a very vibrant source of education,
although it is non-official. It could be professed that
the cinema cannot represent itself by abstracting itself
from the very social, political or econom c experiences
of a society. Therefore, it could be deduced that the
ci nema can never be thought to be distant from the val ue
judgnments, political and ideological tendencies. This is
the reason why the dissenting voices of the tinme had big
difficulties trying to utilize the cinema to nmake their
remarks and statenents; because now the cinema also
bel onged to the nmarket; and in that market there was no
room for voices spoiling the harnony of the chorus. As
underlined by Meral Gindogdu:

When the insufficiency of strength in the return of

intellectuals —of course also filmnmakers- IS

considered at length, the concern of getting a safe
place within the relationship between the nedia and

market, and furthernore, a powerful i deol ogi ca
submission will be encountered (Gundogdu, 1993, p.
40) .

Nijat Ozon (1995) noted that in 1966 Turkey ranked as the
fourth country after Japan, India and Hong Kong in film
production, with 229 films (p. 34). Nezih Erdogan and
Deni z Gokturk (2001) stressed that the film production in
Turkey in the year 1972 was at its peak with 298 filns
(p. 535). However, the economic liveliness in cinem

sector experienced in the first half of the 1970s cane to
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an end as a result of the spreading of television
cul ture, t he I ncreasi ng production expendi t ures,
investors”® trending to make cheap sex films as a result

of the economic crisis (Maktav, 2001 & 2002, p. 225)°.

In the 1980s the cinema in Turkey was trying to get over
the crisis which had actually started in the late 1970s.
The 1970s, promising years of Turkish cinema, was |eft
behi nd (Maktav, 2001 & 2002, p. 225). Still cinema in the
1980s managed to re-acquire its prestige that was |ost
during the 1970s. The nunber of the filnms nmade in 1980
was 68; however this nunber rose to 184 in the year 1986
(OQzglig, 1997, p. 38). However this inprovenent in Turkish
cinema did not escalate for a long tine. Anerican film
di stribution conpanies started opening offices in Turkey,
whi ch brought al ong the awakeni ng of Hollywood cinenma in
Turkey. The nunber of filnms that were produced by Turkish
filmnmakers were too | ess whereas the inported filnms were
qui te popul ar anong the public. In the year 1989, only 12

Turkish filnms managed to be screened over against 210

® For further information and discussion on the econonic

crisis experienced by Turkish cinema during the 1970s, see
al so:

Abisel, N (1994). Turk sinemasi Uuzerine yazilar (Notes on
Tur ki sh cinema). Ankara: Imge Kitabevi; and

Onaran, A. $. (1994). Turk sinemasi (Turkish cinema) (Vol. 1).
Ankara: Kitle Yayinlari.
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Hol | ywood novies shown in the sane year (Evren, 1994, p.
35, qtd. in Mktav, 2002, p. 227). This discrepancy
between the ratios of Turkish and Hollywod filns got

even |arger in the 1990s.

In the years following the 12 Septenber mlitary coup the
nunber and the content of the Turkish filns produced did
not change drastically; neaning the quantitative and
qualitative features were kept stabilized. The far-east
fight filnms and the arabesque filns in which the popul ar
ar abesque singers took place were also preferred by the
audi ence of the 1980s. However it should also be noted
here that together with the types of filnms nentioned
above, in the 1980s, the filns that ainmed to reflect the
sufferings of the 12 Septenber coup were also nmade in
addition to sone successful opposition filnms made around
the sane years such as Yol (written by Yilmaz Giney and
directed by Serif Goren i1n 1982), Hakkari’de Bir Mevsim
(by Erden Kiral, in 1983) and Ucurtmayir Vurmasinlar (by
Tun¢g Basaran, i1n 1989) (Mktav, 2002, p. 226). HIm
Maktav features the Turkish cinema of the 1980s as the

cinema of the 12 Septenber (2002, p. 226).

However these films and their directors have been
criticized to a great extent because of the assunption

that they did not discuss the social-political phenonmenon
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of the 12 Septenber in the way they were supposed to do,
and they did not aim to awaken a conscious anong the
public. This issue seened to be problematic when one
considers the fact that the cinema is perhaps the only
art formthat is being expected to bring up a discussion
on the very issue of the 12 Septenber. As al so underlined
in the foll owm ng passage taken from Engi n Ayca:
Peopl e always expect sonething from the cinema. Do
people carry out a simlar inquiry about the other
arts or artists? W do not ask a painter whether or
not he has made the painting of the 12 Septenber, or
we do not ask a singer why he/she has not nmade a song
for the 12 Septenber; however we ask the filmnmaker
why he/she has not told the story of the 12 Septenber
(Makal et al., 2007, p. 58).
It could be argued that Ayca seens to be right in his
ascertainment about the art forms/artists and people’s
different expectations fromthem Simlarly, Hlm Mktav
draws the attention to the sane topic. In his article
where he discusses the reflections of the 12 Septenber
mlitary coup in Turkish cinema, Mktav (2000) clains
that the so-called 12 Septenber filns do not question the
event and its aftermath in the literal sense; rather they
just focus on the nenories left from that period. He
argues that especially the ending of the filns are far
away from making a critique of the event but, nore in the
nmood of convincing the audience that film characters

woul d lead a happy life forever despite the tragic event

(Maktav, 2000, p. 84). WMktav brings along a very



functional critique on 12 Septenber filns; however m ght
be m ssing one inportant point in his questioning ow ng
to his generalization on what kind of an inpression or
feeling the audience mght possibly receive from fil ns.
It should also not be ignored that there will be a group
seeing the filnms and renenbering and commenorating the 12
Septenber event and synpathize with filmc characters.

Particularly, the very people who have experienced that

period personally wll get over their nelancholy and
start living today, as also underlined by Hakan Sukri
Dogrudéz (2007, p. 71). This could still considered to

prove the power of the cinema nedium and its popularity
anong the public. As nentioned above, the cinema is
considered by many to be the nost influential artistic
weapon through which groups can reach to mnasses and
promul gate their statenents and stands in life.
Therefore, the endeavors and the desire to nmake the film
of the 12 Septenber should always continue. The
assumption that “no successful 12 September film has been

made until now, cannot Justify any reason not to
criticize the ones that have already been made and to

make any further filns on the issue.
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2.6. The 12 Septenber Turkish Filnms and Their Political

Di sposition

Maktav (2000) argues that the 12 Septenber mlitary
t akeover represents significance in ternms of two major
perspectives: In the first place, it has changed the
hi storical perspective of people by influencing the
social perception; therefore it also has affected the
cinema as a cultural product of the society. This to say,
a new period has begun in Turkish cinema history, which
could be named as “post-80s” (p.- 79). Secondly, fTilms
have been nmade after the second half of the 1980s, which
themati ze the chaos atnosphere and turnoil of the pre-
1980 period and the coercion years which were brought
along with the 12 Septenber mlitary coup (p. 79). Maktav
also clains that filns do not directly deal with the 12
Septenber mlitary coup but, they indirectly talk about
the event (2000, p. 79). According to Maktav there are
films that criticize the oppression period brought along
by the 12 Septenber event as well as filnms that consider
the chaotic atnobsphere of the pre-1980 period to have
been caused by leftist activists (2000, p. 79). Mktav
also clains that it is possible to cone across filns that
consider the 12 Septenber event as a chaos and do not

question the perpetrators but, are only interested in the
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psychol ogi cal disaster caused by the very event (2000, p.

79).

It could be argued by many that cinema is one of the nost
important artistic instrunents that transmt reality
t hr ough representation of I mages. However this
representative function of the cinema, as nentioned
above, inevitably becones a controversial issue when the
nature of the cinema is taken into consideration. Debates
concerning this issue date back to the Lumi ére Brothers
(1895) who discovered portable canera and nmade the first
docunmentary filnms by taking their invention to the
streets, and following this, to Georges Mlies, a
magi cian who nmde the first fantasy filns, having
devel oped sonme special effects to contribute into the
filmc I|anguage by enphasizing the elenments of the
fantasy world that was created through the film
(Kracauer, 1985 [1960], p. 10). Wth the different
perspectives they reflected on their filnms, Lumere
Brothers and Melies started different filmc traditions;
the former inspiring the realist tradition and the latter
| eading the formalist tradition (Kracauer, 1985 [1960],

pp. 10-14).

The nature of that visual and auditory art of film making

where the image is thought to be identical with the
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novenent (inage = novenent), seens to be contradictory
with the idea that <cinema is an instrument, which
transmts the reality through representation of inages.
In other words, at the level of immnence, the novenent-
i mage binary destroys the very logic of representation.
That is to say its nodel woul d not be natural perception
but rather a "state of things that 1is constantly
changing, a stream of material, in which no anchoring
point or center of reference could be indicated*
(Del euze, 1989, p. 86). In spite of the fact that the
representational characteristic my be distorted the very
|l ogic of representation, it could be argued that the art
of filmmaking can still be used to nmake statenents,

depending on the point of view of the filmnmaker and

hi s/ her uni que ways and styles of pronoting his/her art.

In spite of the fact that it could be argued that it
creates a certain problematic situation to define the 12
Sept enber Turkish films owing to what has been included
and what excluded within the filnms, it is true that the
political instability and polarization anong the parties
that started |long before the 1980s, the coercion period
that canme along with the mlitary coup of 1980, the state
and conditions of people who were put into jail in that
specific period and the changing social relationships in

the society occurred often as inportant thenmes in Turkish
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made after 1980. It is clear that 12 Septenber was a
political event as well as a debrief and a social event.
However, this fact does not bring about the necessity
that every film that deals wth, discusses or nentions
the 12 Septenber mlitary coup nmkes a politica
statenment, and therefore, it questions the hegenonic
I deol ogy. The concept of political cinema is itself a
probl ematic concept that it is difficult to define and
draw borders. Suner (2005) argues that there is no doubt
that the so called 12 Septenber Turkish filnms focus on
the real and/or hypothetical political events, that they
probl emati ze the official ideology and lay out a
di ssi dent stance; however, beyond thenmatizing politica
acts and affairs, it is not possible to talk about a
common critical questioning in a true sense. Therefore,
Suner argues that it does not |ook so logical to use the
term “political” for all the Turkish films that deal with
the political events (2005, p. 255). This is due to the
fact that there are also filmnmakers and filns that do
not directly thematize political events and stay away
fromthe up-to-date political events, but those filns can
still be counted in the category of political filns ow ng
to the attitude they nmaintain in the context of human
existence and related issues such as identity and

bel ongi ng (Suner, 2005, p. 256).
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Then at this point it would be logical to refer to French
di rector Jean-Luc Godard, considering his definition of
the cinema as ‘“a form that thinks,” which he pointed out
in the voiceover of his video project H stoire(s) du
cinema: La nonnaie de |'absolu (1989, mn. 12:20). This
definition of the cinema by Godard could be lead to the
interpretation that in the cinema it is nostly the point
of view in which the main story is told by the film
maker. Vraath Ohner (2003) could be clained to have
anal yzed and summari zed this Godardi an perspective in his
article, What Does Political FilmMking Mean?:
In fact, there is something problenmatical about the
relationship between film and politics, which does
not permt sinply going from one to the other, from
making filnms to making politics and vice versa. Wuat

is problematical here has to do with the position
from whi ch one speaks, with speaking itself, and with

the nmedium that conveys it; in short: wth the
probl em of the "how' of representation, in which the
becom ng- probl emati cal of every form of

representation is found (Chner, Wat does political

fil mmaki ng nean?, 2003, para. 3).
In this sense, in spite of the unconcern of filnms to make
a political statenent right out loud, it would not be
wong to claimthat politics are included in the art of
film This is to say that the fil mnmaker does not have to
make a special effort to include what is political in his
film because what is political in the filmis not as
easy to identify as it nmay be thought. It could be a

sinple statenent, one snall inmagery detail in one scene
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or could be spread throughout the film Wat could be
identified as political could even be sonething that is
not included, nentioned or referred to in the film but

could be sonmething that is totally excl uded.

However it should not be forgotten that maki ng
interpretations and creating neanings froma filmis not
a one way process; what the audi ence understands fromthe
filmor how it interprets it is as significant as what
the filmmaker ains to present and tell to the audience.
The neani ngs produced by the audience could be totally
original and free fromthe intentions of the film maker.
This is also one factor that builds up a relationship
between what i1s political and the cinema, “because the
audi ence brings his own political thoughts and opinions
as well as his ethical and cultural values, and eval uates
the filmwth those thoughts* (Yilmaz, 1997, p. 10). It
woul d be awkward to deny the fact that while consum ng
one particular nedia text, one wuld bring other
di scourses that he/she has cone across so far, in that
particular area or in other directly/indirectly related
areas, as well. The messages that he/she has got prior to
the new nessages he/she receives at the very nonent cone
together in order to nmake sense of what is being watched
at that specific nonent, and are definitely going to

affect the way he/she will decode, interpret and nmake use
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of other nessages in the future tinme. The sociol ogist
David Morley (1992) stated the foll ow ng:

They (the new nessages) intersect with other messages
that we have received — explicit and inmplicit
nmessages, from other institutions, people we know, or
sources of iInformation we trust. Thus, how we respond
to nessages from the nedia depends precisely on the
ext ent to which they fit W th, or possi bly
contradict, other nessages, other viewpoints that we
have cone across in other areas of our lives (Mrl ey,
1992, p. 77).

Maki ng his/her own interpretations, the audience in this
way, becones a subject that gets constituted and re-
constituted each tine he / she is faced with any kind of
a discourse; he/ she beconmes an arena where the
multiplicity of discourses neet, that is ready for a new
di scourse, which wll relate itself to the previous
nessages. The following passage by Pécheux (1982
[1975]) ' al so points to this issue:
.interpellation — the entry into |anguage and the
synbolic — which constitutes a space wherein a
conplex of continually interpellated subject forns
interrelate, each subject form being a determ nate
formation of discursive processes. The discursive
subject is therefore an interdiscourse, the product
of the effects of discursive practices traversing the

subj ect throughout its history (Pécheux, qtd. in
Morl ey, 1992, p. 164)1

0 For further information see Pécheux, M (1982[1975]).
Language, semantics and ideol ogy, New York: St. Martin's Press.

1 See al so Pécheux, M (1988). Discourse: Structure or event?.
In C Nel son & L. Grossberg (Eds.), Marxi sm and the
interpretation of culture. (pp. 633-650). Urbana & Chicago:
University of Illinois Press.
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Considering this sense that has been nmentioned above,
each filmcould be considered to be a political film and
this is to say it is alnost inpossible draw borders to
the genre of political cinema and discover its limts.
The Turkish filmecritic, Atilla Dorsay (1984) dealt with
this problematic of the political cinema and tried to
draw borders of this specific genre. According to Dorsay
(1984), in order for a filmto be considered to be within
the boarders of the political cinema, it should try to
have a direct rather than an indirect political content,
and should aimto create a shock for the audi ence, which
will urge or provoke his world view and his political
choice in a certain way. Dorsay divided the genre of the
political cinema into four different categories: 1. Filns
that reflect the significant and well known political
events of the recent past. 2. Filns that use of the
fictional and imaginary events in order to transmt
political thoughts and views. 3. Filmse that have
political characteristics. 4. Fantasy political cinem

(Dorsay, 1984, pp. 35-36).

It would be too optimstic to argue that many exanpl es of
political cinema have been observed throughout the
political history of Turkey. However there have al so been
efforts by sone filmmakers such as Yilmaz Glney, who

made social realist filnms in the 1970s. 1980s were al so

53



rich of inportant political events; considering its
soci al effects and long-term influences and the
continuity of those social effects, the 12 Septenber
mlitary coup, as a turning point in the Turkish
political history, becanme an inportant nmaterial for the
content of a good nunber of filnm nmade after 1980.
Al t hough, in those filns brought together under the title
of the 12 Septenber filns, the mlitary coup of the 12
Sept enber has never been directly dealt with, the periods
before and after the actual event have been densely used
as a background in Turkish films. Considering this fact,
it could be argued that Turkish filns thematizing the 12
September event can be put Into Dorsay’s second political
film category, which use of the fictional and inaginary

events in order to transmt political thoughts and views.



3. FROM CCOLLECTI VE MEMORY TO THE MATTER OF
TRAUMATI C MEMORY THROUGH MATTERS OF COM NG TO

TERMS W TH THE PAST AND COLLECTI VE CRI ME

3.1. The Oigins of the Term Col |l ective Menory

Hi story conbines in our |anguage the objective as
well as the subjective side. It neans both res gestae
(the things that happened) and historica rerum
gestarum (the narration of the things that happened).
This is no coincidence (Hegel, qgtd. in Funkenstein,
1989, p. 5).
The estimation that the human being is social and
collective-oriented entity has existed since Aristotle
(335 BC) with the assunption that hunman bei ngs depend on
each other to survive. Karl Marx extended this assunption

by claimng that human beings are social beings owing to

the fact that they are thenselves products of the very
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society. According to this assunption, we are all
col l ective products of our society just like a conmodity
being a collective product of the factory it has been
produced (Akcam 1993, p. 25). A human being is conplete
with its physical and nent al exi stence; therefore
consi dering the assunptions above, it would not be wong
to argue that the i1dea of “collectiveness” has existed

for a long tine.

However, the concept of collective nenory had |ong been
regarded as nystification before Maurice Hal bwachs
ushered a new era in the discussion of this concept,
primarily with his book called The Social Franework of
Menory and Col l ective Menory, which he published in the
year 1925 and by which he enphasi zed the significance of
the social nmenory and argued that even individual nenory
carried the traces of the collective nenory. It could be
clainmed that initially his sociological approach on the
concept of nmenory was severely criticized owing to his

adaptation of such terms as “remembering,” “forgetting”
and “memory,” which were already being studied and
disputed within the framework of the discipline of

psychol ogy.

In spite of the fact that Freud and Hal bwachs, the forner

with his psychol ogi cal and psychoanal ytical approach to
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the issue of nenory, and the latter with his soci ol ogi cal
perspective on the topic of nmenory, fornulated their
views around the sanme tinme period, it could be said that
Halbwachs” theory was 1ignored until recently whereas
Freud’s theory received a considerable attention. Patri ck
Hutton (1994) explained the reason of the negligence of
Halbwachs” theory at the time i1t was formulated and its
receiving nore attention in the postnodern era as to be
the contemporary (postmodern) historians” exertion to
explain and perhaps justify the abandoning of the nodern
tradition, in relation to the politics of nenory (p.
149). As Hutton also nade it clear in his article, it
could be stated that Hal bwachs and Freud agreed on the
fact that the living nenory is constituted by the nutual
interaction of repetition and recollection, but the
former chose to explain the case in accordance with the
soci al dynam cs whereas the latter believed that the case
functioned in accordance with the psychol ogi cal dynam c.
Unli ke Freud, Hal bwachs argued that the repeated nenories
cannot be conveyed and recited intact; neaning they
change 1i1n time and “they are conflated as they are
conti nuously being revised* (Hutton, 1994, p. 149). The
second inportant assunption nade by Hal bwachs is that
nmenories are reconstructed each tinme they are repeated
within the framework of the social context. As a

recollection of these two assunptions, one can deduce
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that the images of the past iIn one’s memory cannot be the
original imges, but rather those inages are adapted to
the current social framework and conceptions of today.
Hal bwachs enphasized his theory as in the follow ng
passage:
When we return to a city previously visited, what we
perceive helps us to restore a picture, certain
portions of which had been forgotten. If what we
currently see fits into the framework of our old
nmenories, the converse is also true, for these
menories adapt to the nass of present perceptions. It
is as if we were conparing the testinony of several
wi tnesses. In spite of discrepancies, they agree on
the essentials that permt us to reconstruct a body
of renmenbrances that we recognize (Hal bwachs, 1980
p. 22).
Thus, i1t could be argued that “what we renenber,
therefore, is a function of the influence that social
groups presently have over us. Wthout social franmeworks
to sustain them individual nenories wther away*

(Hutton, 1994, p. 149).

Hal bwachs is well know for putting an enphasis on the
“recollectivity” of the memories in his works and for his
main thesis arguing that the nenory is predicated on the
social conditions and contexts. In the quotation bel ow
it could be evidently depicted that Hal bwachs (1980)
al nrost openly denied the individual framework of the
memory; meaning that one’s physical-personal experience
of the past nenories do not change the social dinension

of the case, owing to the fact that experiences have been
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accumul ating up to that nonent, being re-constructed each

time of renenbrance.
W appeal to witnesses to corroborate or invalidate
as well as supplenent what we sonehow know al ready
about an event that in many other details remins
obscure. One wtness we can always <call on is
oursel ves.. Our memories remain collective, however,
and are recalled to us through others even though
only we were participants in the events or saw the
things concerned. In reality, we are never alone.
QG her nmen need not be physically present, since we

always carry with us and in us a nunber of distinct
per sons (Hal bwachs, 1980, p. 23).

3. 2. From Individuals’ to Societies”’ Collective

Menory/ Recol | ective Nature

It would not be wong to claim that societies also have
stories just like individuals do. As Mthat Sancar (2007)
al so underlines, these societal stories are given namnes
| 1ke *“past” or “history” (p. 11). The nane history does
not only refer to the past events that actually took
place in one era of a society but, what 1is nore
interesting, it also refers to what people recall about
those past events, in relation to what they are presented
with in the contenporary tinmes. As Susan Crane (1997)
al so underlined the fact:

Per haps the nost banal thing that could be said about

history, 1in general, 1s that ‘it happened” or

sonet hi ng happened. But of course, history is not
only the past or pasts that “happened” or continue to
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happen, it is also what is witten or produced about

t hose pasts both then and now (Crane, 1997, p. 1372).
The individuals and societies of today al so both have an
interactive relationship with their past, which is to
argue that they —-whether they are aware of this fact or
not- form or re-shape their on-going present taking the
past experiences into consideration as well as having an
impression of their “histories” being under the influence
of today. Anps Funkenstein (1989), a scholar working in
the field of collective nenory, also explained the
significance and the position of “the present” within the
complete 1insight of the theory as follows: “The
experience of nenory is also a neasure of tinme. The past
is the renenbered present, just as the future is the
antici pated present: nenory is always derived from the
pr esent and from the contents of the present*

(Funkenstein, 1989, p. 9).

It could be clainmed that sone individuals and societies
woul d have a tendency to forget about their past or an
intuitive desire to escape from it. Wwether or not
i ndi vidual s or societies accept that, it is an inevitable
fact that the past always stands behind them and it
always occupies a space and significance 1in today’s
world. It could be said that this tendency or aimto bury

the past or escape from one’s own past creates a kind of
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a vicious circle in the sense that the insistence on the
act of ignoring or brushing aside could be argued to be
bringing along the consequence that the stuff that is
being hidden from increases its enphasis and its
i nfluence and efficacy on the present day even nore. It
coul d be argued that this tendency to ignore the past had
|l ong been a strategy that was used by the nation states.
This kind of a relationship between the past and a nation
state was found to be mandatory in order to create and
retain the integral characteristics of building a
favorable identity for the nation state. In order to
pursue this aspiration, a past which is full of heroic
events or nyths of heroism were taken as references with
a view to keep their national identity virtuous and

decent .

At this point it would be relevant to refer to Freud’s
studies on the processes of nenory. Freud (1986 [1901])
stated that it is highly encountered that one’s childhood
menories are full of trivial, insignificant and unrel ated
details in terns of the content. He expl ained the reason
of this finding as to have been engendered owing to a
“relocation process.” What he meant by this relocation
process is the fact that all these chil dhood i npressions
and nenories that seem neaningless and incongruous

essentially substitute other neaningful inpressions from
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t he chil dhood. Those nenories which have been substituted
were defined by Freud to be the “screen memory* (Freud,
1986 [1901], p. 45). In short, “screen nenories are
substitute inages that displace nore painful nenories in
our conscious rem niscences. They are, in effect, place
markers for the true record of past experience that the
unconsci ous psyche covetously conceal s” (Hutton, 1994, p.

147).

In order to connect it to what was the nmamin topic one
par agraph above, it has to be stated that Freud built up
a connection, and nmade an anal ogy between the formation
of the screen nenory and the aspiration of a nation state
to create certain characteristics. To nake it clearer, it
could be said that Freud argued that the |egends and the
nyths a nation has resenble the screen nenory of
individuals® childhoods, i1In the sense that national
| egendary stories and nyths substitute other real stories
that cannot be recalled any nore (Freud, 1986 [1901], p.

48) .

Sancar (2007) wunderlined the fact that the science of
history is used w despread while building the national
identity and the national nenory, and that the education
system and schools, which constitute one of the nost

significant rings of the 1deological State Apparatus
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chain, operate effectively to teach children the history
of the nation-state in the very way that the current
i deol ogy envisages it, by arranging curriculuns and
course books appropriate to serve for their purpose of
creating and sustaining a clean record for the nation
state. Apart from that, certain governnent agencies are
founded in order to support and propagate the official
hi story findings (Sancar, 2007, p. 18). As a result of
these efforts to forma clean record of the nation state,
it is expected that a society, which will be proud of its
own history with the uppernost self-esteem possible, wll
be produced and perpetuated. It should also be added
that together with the endeavors to develop |egendary
hi storical stories and nyths about a nation state, there
i s anot her fundanental thing required to be done so as to
constitute a nation state with a clean and virtuous
history; and that is to prevent nenbers and individuals
of the society fromrenenbering the real past experiences
that may also include wars, tines of donmestic warfare
societal distortation, genocides.. so on and so forth, by
inposing a prohibition against talking and discussing
about the past on the forensic, political and public
|l evels. It can be argued that the aim here would be to
“deny, block and repress each and everything that could

bri ng back the past*“ (Sancar, 2007, p. 19).
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As it is clear fromthe ains and the aspirations of the
i deol ogies trying to form nation states, it would not be
wong to claimthat the inmage of past that is presented
here is a reconstructed one. The way in which nmenbers of
t he soci ety recalls t he past on t he
collective/cultural/social level differs from the way
i ndi viduals woul d separately recall their past. As it can
be seen from the explanations, it can be argued that the
coll ective nmenory has a capacity to reconstruct the past.
It is apparent that individual nenories cannot preserve
the past in the way it really was, but rather they
preserve it on the collective level. That is to say that
what stays in mnds of people is what is presented to
themin the contenporary era.
Cultural nmenory works by reconstructing, that is, it
always relates its knowedge to an actual and
contenporary situation. Tr ue, it is fixed in
i movabl e figures of menory and stores of know edge,
but every contenporary context relates to these
differently, sonetinmes by appropriation, sonetinmes by
criticism sonet i nmes by preservation or by
transformation. Cultural nenory exists in two nodes:
first in the node of potentiality of the archive
whose accunul ated texts, inages, and rules of conduct
as a total horizon, and second in the node of
actuality, whereby each contenporary context puts the

obj ectivized neaning into its own perspective, giving
its own rel evance (Assmann, 1995, p. 130).
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3.3. The Appearing of the Concept Comng to Terns with
the Past after 1945 as a National Issue and its

Acqui sition of a d obal Perspective in the 1980s

Sancar (2007) argues that this strategy of repressing the
real factual events of the past was effectively operated
for quite a long tine; until the beginning of the 1980s,
when the relationship between the sense of history and
national identity had to be put into question earnestly,
whi ch brought along a shift in this traditional paradigm
(p. 19). Then one may want to ask the reason why all of a
sudden there energed a need to question this traditional
rel ati onship between history and national identity. The
answer to that kind of a question would be that the
socio-political events experienced throughout the world
such as “the breakdown of the military dictatorship 1in
Latin Anerica, the breakdown of the racist reginme in
South Africa, the disintegration of the Eastern Bloc
engendered the societies to go in an exchange process in
their relationships to their pasts*“ (Sancar, 2007, p.
19). That i1s why the topic of relationship to one’s own
past was put into question seriously and why the issues
related to the nenory becane popul ar subject matters of
di scussions. It could be said that a concept com ng out

of these discussions becane wdely used, and when
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literally translated, this concept is called “coming to

terms with the past.”

Above it has been stated that these discussions on the
menory becane popular in the 1980. However it should al so
be underlined at this point that this issue related to
the relationship between the past and the nationa

identity becane a subject matter after the World Var I1,

begi nning in 1945 (Sancar, 2007, p. 26) . At the time the
I ssue was di scussed on a national |evel in the context of
post -war Germany. Therefore, it would be correct to claim
that this concept of “coming to terms with the past”
derived its roots fromthe specific context of the post-
war Germany (particularly Wstern Gernmany), when the
period of coping with the destruction of the Nazi era was
at its peak. It is still not known today who first coined
this termand exactly when it was used. However, it could
be said that there is a proof that this concept was used
in a conference arranged by Evangelische Akademe in
Berlin, in the year 1955 (Sancar, 2007, p. 26). There are
also records proving that the first president of the
Federal Republic of Gernmany in the post-war era, Theodor
Heuss, used the concept of ‘“coming to terms with the
past” (Vergangenheitsbewaltigung) 1in several of his
speeches that he delivered after the second half of the

1950s, and that he had a contribution in the spreadi ng of
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the concept (Sancar, 2007, p. 26). Perhaps, owing to the
fact that the concept was coined in the very specific
context of Germany, it can be thought to be typically
German, and this is the reason why it is so difficult to

translate this termto the other |anguages.

As nentioned above, the concept acquired a global
perspective after the 1980s, when the act of coping with
the past cane on the stage once nore, and when it was
considered to be a serious matter how sone nations,
havi ng experienced dictatorships, donestic turnoil

violation of human rights, could cope with their pasts,
and reconcile with their present day in order to re-build
the society basing the foundations on peace, denocratic
values and human rights. O course, as it can be
i magined, it was not easy to re-constitute a society
whi ch espoused a political culture based on peace, and at
the time those were already problematic questions on a
gl obal perspective how to manage that issue. Today the
matter of “coping with the past” i1s regarded as one major

part of the whole big issue of the collective nenory.
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3.4. Alternative Terns for the Concept of Comng to Terns

with the Past

There are terns that can be alternative to the concept of
comng to ternms with the past. As Sancar (2007) also
noted, “relationship to the past” (Umgang mit der
Vergangenheit), “politics of the past”
(Vergangenheitspolitik), “operating with the past”
(Aufarbeitung der Vergangenheit) and ‘“the remembering
culture” (Erinnerungskultur) were only some of those
terms offered to be alternatives to the concept (Sancar,
2007, p. 28). However, none of these terns were able to
replace or substitute the concept of ‘“coming to terms
with the past,” because of the fact that the suggested
alternatives do not include any kind of a normative
statenent, but rather they sound -are- neutral and
i npartial. In contrast to the neutrality of its
alternatives, ‘“coming to terms with the past” is rather a
normative one; it gives one the inpression that the
subject matter is quite negative. O course, it should
also be admtted that all these offered terms have
something to do with revealing what really happened in
the past and with representing the will to know nore

about the past experiences and events.

68



As for the concept “coming to terms with the past,” it
could be argued that the term includes nmany nore other
meani ngs, as well as enbracing the content of all the
other alternative terns. The act of coming to ternms with
the past could be interpreted to be harboring denotations
such as having the courage to face the past, nake
di scussions on it openly and critically, being able to
accept the outconmes of what has been reveal ed out of the
di scussions, nmmking settlings on +the political and
forensic arenas, punishing the perpetrators as well as
compensating the needs of the victims.. so on and so forth
(Sancar, 2007, p. 30). Furthernore, it can also be argued
that the <concept of comng to terns with the past
represents rather a continuous act buttressed by a strong
will power, and the desire to renmenber the past (Sancar

2007, pp. 31-32). Therefore, it is possible to cone up
with the conclusion that all the other terns and concepts
of fered as an alternative to the concept ‘“coming to terms
with the past” can be considered to be the ways that

woul d | ead one at the end to cone to terns wth the past.
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3.5. The D scussions on Collective Crinme and Traumatic

Menory

It could be argued that wthin societies that have
traumatic events in their pasts, which could be regarded
as a crine, nost of the time the domnant attitude is to
deny the whole event and ignore comng to terms with it
i nstead of finding ways to face the reality and cope with
it. However, this approach causes the crine to becone
collective and has an inplication posting that the guilt
has been shoul dered by the whol e society, regardl ess who
the real perpetrators are. Briefly, the very act of
comng to ternms with the past makes it possible that the

crinme is not a collective burden any nore for the current

and com ng generations (Sancar, 2007, p. 145). In other
wor ds, denying the traumatic event and not being willing
to deal wth it results — such as punishing the
perpetrators, curing the victims.etc. — inplies that the

society is cooperating with the offenders of that
specific event. Therefore, nenbers of the society becone
offenders themselves indirectly. “Acting with a
conti nuous solidarity with perpetrators nmeans to shoul der
a crime which one has not committed in person®“ (Sancar

2007, p. 146).
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When the concept of “collective crime/guilt” 1is
mentioned, some think of a case where the crinme descends
from father to the son; from one generation to the next
one, only because of carrying the same genes of, or being
a nenber of the very society that fornerly conmitted to
the crime. However, the factor that bears the collective
guilt cannot be described or identified Iike a sickness
that is carried for generations. The real significant
factor that creates or prevents the collective guilt is
the attitude and approach of the next generations towards
the crime in the past and their decisions on how to
handle it (Sancar, 2007, p. 147). It should also be
underlined that the true aim of a society for dealing
Wth the past is not to convict the public body or the
whol e nation, because it does not bring along any
concrete result that would cure the wounds of victinms and
that would prevent that a simlar kind of action happens
again. As enphasized by Sancar, the essence of |earning
to deal with the past is to elimnate the ingrained and
institutionalized nentality that legitimzes nassacres,

crimes and nurders (2007, p. 147).

A traumatic event is nost of the time a |arge process
that evolves in tine. Jenny Edkins (2003) provides an
exanple for this issue fromthe topic of Nazi genoci de of

the 1940s. Edkins states that the genocide matter and the
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survivors of the event were largely ignored at the
begi nning until it becane a topic of fascination (Edkins,
2003, p. 2). It is clear that crime and violence victins
as individuals and/or comunities suffer from the
traumatic events in their pasts. The way a society -
regardless of its position as offender or sufferer -—
chooses to deal with the past would bring along different
consequences in different tine periods and change the
hi storical perspective and shape the future of that
soci ety. Onmng to this fact, collective traunma and
collective nenory are closely related to each other
(Sancar, 2007, p. 150). This <close relationship can
definitely be observed in the exanple of the Nazi
genocide of the 1940s, owing to the fact that the event
changed the perception of the collective identities of
the two different groups involved in the traumatic event;
Jews as the victins and Gernmans as the perpetrators. Both
groups suffer from the traumatic inpacts of the event;
Jews experience the victinl sufferer trauma and GCernans
suffer as a result of being the reason and offenders

This inpact of trauma is a phenonenon that soaked into

the identities. (Sancar, 2007, p. 149)

As expressed above, the social recognition of traumatic
events, like nentioned for the recognition of the 1940s

Nazi genocide, is a long process and it takes tinme until
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of fenders and victins can start voicing thenselves and
di scuss t he traumatic event with some certain
recognition. This issue could also be applied to the
traumatic event, 12 Septenber, in Turkish history.
However, it should also be noted that in 12 Septenber
event, being different from the Nazi genocide, the
offenders and the victins are nenbers of the sane
society, meaning the sense of belongingness is stronger
in the case of the 12 Septenber victinms and offenders, in
terms of common history, |anguage and religion. It could
be argued that this fact, the offenders and the victins
being from the sane society makes the social recognition
process even longer, owng to the fact that the feeling
of betrayal is even heavier within the sane society than

that of between different groups.
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4. THE CONCEPT OF TRAUVA AND TRAUVA ANALYSIS I N

Cl NEMVA

4.1. FromIndividual Trauma to Collective Trauma

The concept of trauma is applied primarily to
extraordinary experiences in the personal life of
i ndividuals. Trauma involves an element of shock,
such as the shock of being stunned by a bee,
touching a live electrical wre, undergoing surgery,
or being in a serious autonobile accident (Neal,
1988, p. 3).
As it can also be understood from the cases Arthur G
Neal (1988) chose to clarify the concept of trauma, the
essence of trauma is hidden within the fact that *“an
ongoing activity has been interrupted by an adverse
happeni ng that is unexpected painful, extraordinary, and

shocking“ (p. 3). Wth these qualifications, it could be

deduced that a trauma always involves a radical change
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that happens instantaneously; it could sinply be said
that a fracture occurs in the lives of people. It would
not be surprising to recognize the fact that traumas
brought al ong by these radical instantaneous changes al so
t henmsel ves bring along some radical consequences such as
the destruction or loss of the previous feelings of
safety and security, and acquiring of perceptions of
danger, chaos and a conjuncture in enbarking the oncom ng

events w th neanings.

The rape victim becones traumatized through a
di m ni shed sense of social value and persona
integrity. The person diagnosed as having the AlIDS
virus is traumatized by the isolating effects of the
di sease and by the reduced opportunity for living a
nor mal life. Such traumas are frequently of
sufficient magnitude that the individual feels that
he or she has become “damaged” or permanently changed
(Neal , 1988, p. 3).
As it could be clearly seen through the help of the
exanpl es suggested above, for the victinms of trauma
things would never be in the sane order as they used to
be before that traunmatic experience took place. The
following definition of trauma nmade by Laplanche and
Pontalis (1967) and quoted by Janet Wl ker (2001) seens
to be very well recapitulating the concept: “Trauma
(Psychical): An event in the subject’s life defined by

its intensity, by the subject’s incapacity to respond

adequately to it, and by the upheaval and |ong-I|asting

75



effects that it brings about in the psychical
organi zati on*“ (Laplanche & Pontalis, 1967, p. 465). It
could also be argued that it is also inportant to
recogni ze by whom the traumatic situation is created and
enforced, as well as to recognize what kind of a
traumatic event cane about. Edkins (2003) stated in her
book that the very event of trauma appears when one’s
feelings of security are danaged by those who are
supposed to provide it.
.what we call trauma takes place when the very powers
that we are convinced wll protect us and give us
security beconme our tornentors: when the community of
whi ch we considered ourselves nenbers turns against
us or when our famly is no |longer a source of refuge
but a site of danger (p. 4).
According to the statenents of Edkins (2003) considering

a traumatic event, as it is observed, it is also

significant to define the source of the trauna

The concept of trauma refers to the abrupt changes in the
qualities of social relationships on a group level as
well as on an individual level. It could be argued that
the debut and the consequences of individual and
nati onal /col l ective traumas resenble each other a lot in
the sense that both of the two types are resulted from
abrupt radical changes and that they both bring about
fundamental changes in the lives of people; “just as the

rape victim becones permanently changed as a result of
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the trauma, the nation beconmes permanently changed as a
result of a trauma in the social realnf® (Neal, 1988, p.
4). Fear, disbelief, vulnerability and incredulity becone

t he i ndi spensabl e soci al val ues.

Neal (1988) argues that there are two different types of
national /col l ective traumas; the first of which is a kind
of social trauma that conmes all of a sudden and that
“consists of an acute crisis that iImpinges upon the
normal course of events in an abrupt and dramatic
fashi on” by destroying the harmony and the order of the
social system due to the fact that it is an unschedul ed
event (p. 7). The second kind of collective trauma is
described by Neal as a type of social crisis that lasts
long and that has becone chronic, and that “lacks the
dramatic beginning of an acute crisis, but builds in
intensity with the passing of tine“ (Neal, 1988, p. 7).
The Great Depression in America during the 1930s coul d be
regarded as a good exanple for a chronic crisis in the
social realm because of the fact that the peak of the
crisis was not acquired over night, but rather it was the
consequence of a process starting in the 1929, with the
crash of the stock market. However, that event itself was
not the national/collective trauma itself. The rea
social trauma took place when econom c hardshi ps | ooned

large on all the mmjor sectors of the econony and when
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| evel s of unenploynent escalated drastically in the
1930s. This economc crisis brought along worries about
the current and future state of the social welfare, and
it created fear and vulnerability, which were engraved
into the consciousness of nenbers of the society (Neal,

1988, p. 8).

4.2. 12 Septenber as a Chronic Crisis in the Turkish

Soci al Real m

It would not be wong to claim that, perhaps the 12
Septenber mlitary coup can simlarly be regarded as a
chronic crisis in the Turkish social realm It could be
percei ved that the 12 Septenber cane as a dramatic abrupt
event that canme over night, inpinged upon the normal
course of the events and eventually inprinted on the
consciousness of the entire society. However, as
di scussed in the first chapter, the 12 Septenber was, or
per haps has been, a product of a process and it turned
out to be the peak of a social crisis which |ater dragged
the society in a different rotation and which had a
contribution in t he formation of t he oncomni ng
generations, portioning them fear, vulnerability and a

sense of despair; therefore having vital contributions

78



into the formation and/or shaping of +the «collective
menory. As the scholars James W Pennebaker and Becky L.
Banasi k (1997) also underlined “collective memories are
nost |likely to be fornmed and mai ntai ned about events that
represent significant long-term effects* (p. 17). To
clarify the situation in other words, the social context
surroundi ng the people, to which they were supposed to be
bound with the feelings of belonging and placenent, was
not a safe mlieu anynore for the inhabitants of this
very social text to survive and proceed their |Iives.
Edki ns (2003) explained how this situation could harm
one’s profound relationship with his/her social context.
This can be devastating because who we are, or who we
think we may be, depends very closely on the soci al
context in which we place and find ourselves. OQur
exi stence relies not only on our personal survival as
i ndi vi dual beings but also, in a very profound sense,
on the continuance of the social order that gives our
exi stence neaning and dignity: famly, friends,
political comunity, beliefs. If that order betrays
us in sonme way, we may survive in the sense of
continuing to live as physical beings, but the
meaning of our existence i1s changed.. Any i1llusion of
safety or security is broken (Edkins, 2003, p. 4).

It would be correct to argue that 12 Septenber (1980)
reflects a dark time period in Turkish history, which
remnds its victine and wtnesses of inauspicious
menories each tinme it is mentioned. The 12 Septenber
mlitary coup and the period before it (particularly

1975-1980), which laid the ground work for the event,

i nvol ved the nost prom nent synptons proving that a civil
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war was going on in Turkey. There was news on people
dyi ng everyday, and the bullet together with bonb noises
were justifying the reason why the chaotic atnosphere in
the country was reflecting to the people. The society was

in a deep anxiety about its future (Kanbur, 2005, p. 56).

Sancar (2007) stresses that, a society just Ilike an
i ndividual, would react in several different ways when
exposed to a traumatic event. He sunms these different
reactions in two main oppositional categories: 1. To deny
the traumatic event and avoid talking on it, or 2. to
accept the traumatic event and try to face it (Sancar,
2007, p. 150). This is called the “central dialectic” of

t raumal?.

Per haps these all explain why people avoid tal king about
it, let alone making a critique or analysis of the event.
The victims and witnesses avoid ‘“amending the damage
caused by the 12 Septenber, and self-critique* (Laginer

2000, p. 3). Thus, it beconmes nore and nore practically
i npossible to face the past and nmake a peace with it,
which we defined as to “come to terms with the past.”
However, the fact should be considered that trauma i s not

a one-tinme occurrence, but a process consisting of

2 For futher information please see Judith Herman (1993). Die

narben der gewalt (The trauna caused by violence). Minich:
Ki ndl er.
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di fferent phases; therefore one should always take into
account that it nmay take a long tinme until the trauma
victimgets involved in the purposeful renmenbering action
and beconmes able to tal k about the event, in order to be
transmtted in the curing phase (Sancar, 2007, p. 150-

151) .

4.3. Trauma Cinema: The Characteristics of the Genre and

How Beynel m | el and Babam ve Oglum Fit in it

The essence of the trauma is precisely that it is too
horrible to be renenbered, to be integrated into our
synbolic universe. Al we have to do is to mark
repeatedly the trauma as such (Zizek, 1991, p. 1).
Wal ker (2001) clainmed that 1980s and 1990s could be
claimed to have witnessed the development of a “trauma
cinema,’ (p- 214). She also emphasized that she referred
to a group of filnms that treats destructive past events,
such as experiencing or wtnessing mlitary conbat,
vi ol ent personal assault, terrorist attack, torture, so
on and so forth, on an individual or a social |evel, or
both of the nentioned. Walker said the filnms which one

could categorize as trauma fTilms “were characterized by

non-linearity, fragnent ati on, nonsynchr onous sound,
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repetition, rapid editing and strange angles*“ (2001, p.

214).

In the films Beynelnmlel (Sirr1 Sireyya Onder and
Muharrem Gil nez 2006) and Babam ve Oglum (Cagan Irmak
2005) the 12 Septenber mlitary coup can al so be observed
to be a dramatic event that changed the destinies of
people. This is why it has been assuned that they would
make good exanples in the context nentioned and why they
have been chosen. However, the filnms do not handle the
very day of the 12 Septenber, but rather they deal wth
the world-shattering events that cane afterwards. One nmay
think that the filmBeynelnlel and Babam ve 0glum do not
exactly and absolutely fit in the category of the traum
films, by considering the borders of Walker’s definition
on the phenonenon, such as the film does not involve any
fragnentation, repetition, rapid wediting or strange
angl es. However, | would |ike to argue that what the nmain
characters of the film particularly, Gil endam and Sadi k,
both being people froma small town who are involved in
politics around the 1980s for different reasons (Sadik is
actively involved in politics whereas Gil endam just reads
comuni st mani festo books so as to satisfy her |over who
is a studied person), experience throughout the filns,
and/ or especially at the end of the filns, could be

consi dered to be providing good exanpl es for individual
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trauma and how i ndividual traumas pile up and in the end
turn out to be the experience of the entire society as a
collective/national trauma; therefore contributing into

the formation of collective nenory.
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5. BEYNELMILEL AND BABAM VE OGLUM AS 12 SEPTEMBER

FILMS WTH N THE CONTEXT OF TRAUMA CI NENVA

Regul ar nmenory is defined as an act of story telling.
Traumatic nenory, on the contrary, is non-verbal and
fixed (Herman, 2007, p. 227).

5.1. Beynelnilel

Beynelmlel is a Turkish filmnade in the year 2006, and
directed by Sirri Sireyya Onder and Muharrem Gilmez. It
coul d be discussed whether or not it is possible to nake
a separate category out of the Turkish filnms and collect
them under the title of “the 12 Septenber Films;” however
if it is proved that such a category exists, then one can

definitely analyze Beynelnilel under this specific
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category owi ng to several reasons which will be discussed

and studi ed bel ow.

Beynel m |l el has been criticized by sonme filmscholars and
academicians on the ground that it represents a |ove
story and overshadows the 12 Septenber mlitary coup by
using it just a background for tinme and setting. In other
words, the subject matter of 12 Septenber has been wasted
around the love plot and has lost its credibility and
estranged itself from its authenticity. According to Oguz
Adanir, this has been the case i1n all popular Turkish

films (1994, p. 152).

At the conference titled as “Cinema and Politics”
organi zed at the Kadir Has University (istanbul) in 2007,
one of the directors of the film, Sirri1 Sureyya Onder,
stressed that he and his crew did not intend to nake a
film of the 12 Septenber mlitary coup in particular
(Dogru6z, 2007, p. 77). Onder enphasized that they wanted
to make the first anti-mlitarist film in Turkey,
criticizing the mlitary logic and showing the results of
its being inposed in the social life. Considering the
director’s statements, it could be argued the Tfilm
Beynel m |l el does not aimat a particular critique of the
12 Septenber but, rather it intends to criticize the very

core of the narrow minded military logic (Dogru6z, 2007,
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p. 77). However, it would not be wong to argue that the
aim of making a critique of the mlitary logic could in
the end cone to nean also having a critical view on the
12 Septenber mlitary takeover, because the event is by
all nmeans a product of the mlitary which clearly
reflects the core of its logic and perception of
denocracy. Therefore, it could also be arrogated that the
film Beynelmlel also critizies the very logic of the 12
Septenber mlitary coup. It should also be noted that the
director of the film, Sirr1 Sireyya Onder is an
i ndi vi dual, who has experienced the 12 Septenber mlitary
coup and its aftermath. It could also be interpreted that
the director did not wish to talk about the event, or at
| east escaped fromthe idea of naking a discussion on it
in any way. However, his film Beynelmlel thematizing the
12 Septenber event cannot be thought independent from his
traumati c experiences in those tines, because the filmis
a product of his mndset and perception of the world. It
could be clained that the director Onder does a good job
in making the audience think while also getting them

| augh.

Beynelmlel deals with the tragicomc events that a group
of local nusicians (gevende) goes through during the
martial |law adm nistration in the year 1982, in Adiyaman.

Onvng to the mlitary governance in the city, the
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mlitary rules becone domnant and it is forbidden to

arrange entertainnent activities and parties at night,

which also kills the social life. One day it is announced
that the council that did the mlitary coup wll cone
visit Adiyaman. Upon this announcement start the

tragicomc events. The authorized mlitary group in the
city decides to create a nodern and westernized orchestra
out of the local nusicians in order to be able to
arrange a sophisticated welcomng cerenony for the
mlitary council. The local nusicians are then nade to
| eave their music instrunents such as druns, violins and
clarinets; and to wear mlitary wuniforns of French
soldiers (which they normally wuse for theatrical
performance organized in the nanme of Adiyaman’s
|l i beration day) so as to | ook harnonious and in unity.
They take up the nodern westernized nusic instrunments and
start their new job, by practicing field nusic, although
they are not trained for it. It could be argued that this
very scene provides a very good exanple of how the
Kemal i sm principles have been inposed on people/ the
society in the nane of nodernization and westernization
of the country. It is practically an outstanding detail
that the |ocal gevende nusicians are nmade to wear sol dier
uniforns to | ook orderly and appropriate according to the
under st andi ng and perception of the mlitary authorities,

because it evidently depicts t he audi ence how
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modernization took place in Turkey “without relying on
the donestic dynamics but relying totally on external
conmpul sion; starting from the state and descending from

the state to the society” (Laciner, 2002, p. 11).

However, the poor nusicians are unaware of the fact that
their tragic end is comng closer when Abuzer, one of the
main characters in the film as the chef of the new
orchestra, decides to play the “Internationale”?® for the
visiting mlitary council, which he heard while his
daughter Gilendam was listening to it. To the audience’s
surprise, the authorized l|ocal mlitary group never
under stands what the new orchestra is preparing for the
council. However, on the day of the welcom ng cerenony,
it beconmes clear what the nusicians are playing as a
march and they are put in prison for playing the
“Internationale.” During the clutter and disturbance at
the cerenony the guns are fired and Haydar, the young
uni versity student whom Gilendamis in love with, is shot
dead. The film ends ironically with an ellipsis to the
present tinme, with the scene where we see Gil endam and
her daughter watching the “Internationale” being played

on television.

13 The “Internationale” (L”internationale in French) is a worldwide
known comuni st anthem also recognized by socialists, social-
denocrats as well as anarchists. The original French lyrics of the
anthem were witten by Eugene Potti er in 1871. The
“Internationale” was sung as the national anthem of the Soviet
Uni on between the years 1922-1944.
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There could be inportant aspects to discuss in the
context of trauma cinema considering what happened to
Gil endam at the end of the film Haydar, whom she was in
love with, was shot by the police in the chaotic
at nrosphere of the welcom ng cerenpony. Not only that, but
al so her father was taken into custody and the audience
was somewhat oriented to deduce from that Gulendam’s
father lost his life during the torture sessions when he
was being questioned on how he learnt to play the

“Internationale,” and whether or not he was amongst a
group of socialist people who were planning to offend the
Committee by their protest. As it can be seen, in each
case Gil endam ended up | osing sonething; the people whom
she | oved so nuch. Maureen Turim (2001) nentions Freud’s
treatnment of the traumatic event, and she underlined the
fact that all forms of loss, such circumstances as “death
of a love object, betrayal, rape and dismemberment” could
cause serious injuries to the psyche (p. 206). To put it
in Freudian terms: “Loss of love plays much the same part
in hysteria as the threat of castration does in phobias
and fear of the superego in obsessional neurosis” (Freud,
1986 [1926], p. 143). Considering this approach of Freud
and the interpretations of Turimon this specific issue,

one can evidently recognize Gil endam the main character

of the filmBeynelmlel also received a cardinal wound in
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her psyche, having lost both her beloved |over and her

f at her .

Furthernore, especially considering the ending of the
film the audience again may think that Gil endam feels
guilty because clearly she has been the reason why her
father has learnt the song “International e” and played it
for the Coomittee. Considering these issues, one nay take
up the discussions “Who is held guilty and who has to pay
for it, and who takes the responsibility?” One may think
that Gilendam as one individual of the society had to
pay for everything as it was her own fault what was
happeni ng. Therefore, a person neking that argunent could
also state that the film Beynelmlel |acks questioning
and criticizing the whole system with its shortcom ngs
and limtations, what really took place those days, but
rather it accuses one single individual as a result of
her actions. However, it should also be noted that seeing
the situation the other way around is also possible,
nmeaning Beynelm | el could also be thought to be
ironically criticizing the general inclination to create
guilt conplex for individuals which prevents or detains

the critiques on a |arger scale.

Another point to be nade is that whether or not the

individual in the film shoulders the guilt or sonmehow or
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other made to accept the infraction. It also has to be
noted at this point that the kind of guilt conplex
Gil endam faces cannot be regarded as a social guilt, but
we can say rather it is an individual enotional guilt

She nmay feel guilty and regret that she has not told her
father what the song “Internationale” really neans and
for which groups it has been given different neanings. In
that sense it can be said that enotional guilt is based

upon sel f-bl ane.

Anot her inportant elenent to be underlined about the film
Beynelmlel is brought along with the very ending of the
film where with a flash-forward the audience views
Gil endam and her daught er wat chi ng t he song
“I nternational e” played by the Al exandrov Ensenble, the
official arny choir of the Russian arnmed forces, on
tel evision. Wien confronted by her little daughter wth
the question what that is shown on TV at that nonent,
Gil endam answers her by saying that is the conposition of
her father, Abuzer. Sone viewers perhaps think that
Gulendam®s daughter is yet too young to hear the bitter
truth about the song played on TV, and this could seemto
be justifying the reason why Gil endam prefers to tell her
daughter a white lie. However it could also be argued
that the audience is oriented to think that what Gil endam

tells her daughter as a white lie will be the very fina
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sentence about that topic, and the inpression is given
that it will always remain as a big secret what the song
“Internationale” really neans to Gil endam and no ot her
word will be spoken further on the subject matter. This
attitude of @Gilendam could also be associated with the
fear of communism brought along from the 1980s and
perpetuated all through the 1990s, and even today. Al in
all, in other words, the situation here experienced by
Gulendam turns out to be an “unspeakable” one, because
Gil endam the innocent young girl of the 1980s, who did
not have nuch opinion about the world and the donestic
politics, and read books and texts from the socialist
theory just to find favor in her intellectual lover’s
eyes, now feels that she has been betrayed by the socia

surroundi ng which she trusted so nuch, and she has been
forced to learn the grave truth about the world not from
t he books but by experiencing harsh events. The character
Gil endam whom the audi ence views shortly at the end of
the filmis no |onger the sanme Gil endam t he audi ence has
viewed at the very beginning of the film just like the
anthem “Internationale” does not have the sane
connotations for the audience as it has had in the

begi nning of the film As Edkins puts it:

..In what we call a traumatic event.. we can no longer
be who we were, and the social context is not what we
assuned it to be. It is not all powerful; it does not
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have all the answers: iIn fact i1ts answers are flawed..
O course, the language we speak is part of the
social order, and when the order falls apart around
our ears, so does the |anguage. \Wat we can say no
| onger nmekes sense; what we want to say we cannot
There are no words for it (2003, p. 8).

5.2. Babam ve 0glum

Babam ve Oglum is a film made by Cagan Irmak in 2005. By
using the 12 Septenber Turkish Mlitary Coup as the
background, the filmtells audience the dramatic story of
a father, Sadik, and his son, Deniz whose point of view
| eads the audience throughout the film The film opens
with the scene where Sadik, comes home being drunk and is
reproached for com ng back hone at such a late tine by
his pregnant wife whose big belly gives the inpression
that her delivery is really close. In the norning of that
night Sadik“s wife travails heavily and the couple rush
out to go to the hospital. However they cannot find any
means of transportation owng to the curfew order that
brought along with the 12 Septenber mlitary coupe that
took place on the very night. The only joyful event
taking place on that night seens to be the fact that
Sadik“s son, Deniz, manages to survive the unfortunate
ni ght. However, even the birth of his son cannot nake

Sadik a happy father, because from this point on the
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dramatic developments start for him. Regrettably, Sadik
loses his wife owing to the inappropriate delivery
conditions on the street and to the excessive |oss of
bl ood. Not only this tragic loss, but also due to his
political standing and identity during the 70s, the days
of prison and torture now wait for Sadik, while some
rel atives are taking care of his son. Having come out of
the prison, Sadik sadly realizes that he 1is incurably
sick. Upon this bad news, Sadik makes up his mind to go
back to the farmof his famly on the Aegean coast which
he abandoned years ago in order to be able to study at a
good wuniversity and to get involved wth politics
actively in a big city. Throughout the film audience is
invited to view the experiences of the father and the son
on that famly farmwth its colorful residents; how the
new comers try to renew their bonds with the grandfather
with whom Sadik i1s cross with since he has left home to
go involved with politics, and how Sadik slowly manages
to get Deniz used to living on that farm when he cannot
be there for him anynore. Unfortunately the tragic end
conmes and gives the famly a big deep shock with the

death of Sadik.

It could be clainmed that Babam ve Oglum is one of those
controversial films, just Ilike Beynelmlel, on which

there have been strong discussion whether or not they
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belong to the category of 12 Septenber filns. For
i nstance, Hilm Mktav (2006) criticizes the film Babam
ve 0glum for having ‘“succeeded” to make a Ffilm on the 12
Septenber mlitary coup wthout getting the mlitary
involved in it, and wthout even nentioning the word
“putsch” 1n 1t, apart from one little scene where a
sol di er explains Sadik, the main character of the film,
why no transportation vehicle is available on the street.
Makt av enphasizes that it is certainly left in suspense
by whom and why the coup has been staged. Furthernore, he
stresses, the audience did not even realize that the
tragi c events happened as a result of the mlitary coup.
It could be clained that the nost significant critique of
Maktav on Cagan Irmak’s Babam ve Oglum is that Maktav
accuses the director —-who already clainmed he did not
intend to make a political film but the whole effort was
to tell a “story” - of having transmtted an indirect
political nessage by claimng it is a big mstake of
people to leave their famlies in order to pursue their
social ideals and aspirations, and the real happiness
only cones when one is in honeland with the famly, which
can be interpreted in the end to be pronoting
depoliticization (Mktav, 2006, Vatan, MIllet, Sinem

(Honel and, Nation, C nema), para. 33).
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In his article where he discusses the reflections of
Septenber 12 in the filns made after the year 2000, Hakan
Sukrid Dogru6z (2007) comments on the film Babam Ve Oglum
for being unique with its critique on the 12 Septenber
mlitary coup, and for using the socio-political of the
1980s purely as a Dbackground to his story, which
themati zes the hostility between a father and a son. He
argues that ““the film does not tell the audience anything
el se about the 12 Septenber than short torture scenes
appearing a couple of tinmes, a death (the death of
Sadik’s wife) caused by the curfew order, and as a result
a famly falling apart* (Dogrud6z, 2007, p. 75). Dogrudz
also clains that it is not even clear in the filmwhy the

mai n character has to be put in prison (p. 75).

On the other hand, Dogru6z (2007) also mentions the
assunption — originally put forward by Thomas El saesser
(2002), the international film historian — that
excessively sentinmental nelodramatic filns such as Babam
ve 0glum can have one positive effect on the audience:
Such filnms can help people, particularly the victins
survived the 12 Septenber, to face their sorrows and

mourn on them? Freud (1972 [1917]) also supported the

4 For a detailed reading, please see Elsaesser, T. (2002). One
train may be hiding another: History, menory, identity, and the
visual inage. In L. Belau and P. Ranadanovic (Ed.), Topol ogies
of trauma: Essays on the limt of know edge and nenory (pp. 61-
71). New York: O her Press.
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sane idea by claimng that individuals having experienced
traumatic events can only show strength to live the
current day only if the process of nmourning and
mel anchol y (trauerarbeit) has successful ly been
performed!®. The reason why this action of being grieved
could help the audience is the idea that it offers a way
for them to cope with their trauma (Dogru6éz, 2007, p.

71).

5.3. The Conparison of Beynelmlel and Babam ve Oglum in

the Context of Trauna C nemm

The filnms Babam ve Oglum and Beynel mlel, which have been
i ntroduced above and discussed in the context of trauma
ci nema, could be conpared in several aspects such as both
including crypto or direct torture scenes by using
prisons and jails as the setting, posting the torturers
to be soldiers as the repressive state apparatus and
having male characters who are seenmingly politicized
intellectuals caring about Turkey’s future; therefore

suffering fromit, whereas the female characters in the

5 For futher information please see Freud, S. (1972 [1917]).
Mour ni ng and Mel ancholia. New Jersey: Sharp & Dohne.
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two films only suffer from the 12 Septenber event
indirectly; at the enotional Ilevel rather than for
political reasons. However, other simlar aspects wll be
conpared below, which are thought to be providing a

better harnony within the whol e research.

It would not be wong to claimthat both filnms hold the
distinction of carrying nelodramatic features owing to
their interconnected famly nenbers and the setting
defined as snmall towns. Both filnms have a traditional
stereotypical father characters in them who would I|ike
to decide for everybody in the famly. Anot her anal ogy
that could be built between the two filnms is the fact
that in both of the filns there are main characters that
experience a | oss of bel oved person/persons. And | ast but
not least, in both Beynelmlel and Babam ve Oglum, the
mai n characters engrave their experiences and nenories
left from the days following the 12 Septenber socio-
political event as traumatic experiences, which |eads

themto becone spiritually dunb and nuted.

It has to be firstly stated that both filns bear the two
nost prom nent characteristics of nelodrama, as defined
by Thomas Schatz (1981) to be melodrama®s narrative
formula: “interrelated family of characters” and

“repressive small town milieu* (Schatz, 1981, p. 151). In
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both filnms audience views a chain of dramatic events
based on families living in small towns. “Melodrama tells
stories that are dwelled on “indoors” (like In a house,
in a family) as a physical location,” says Suner (2002,
p. 190). The famly in Beynelmlel lives in Adiyaman, a
sout h-eastern province, whereas the famly in Babam ve
Oglum lives in a small beach town nearby Izmir, called
Seferihisar. It could be said that the famlies that
appear in the nentioned filnms are traditional Turkish
famlies; nmeaning a large famly consisting nore than
four people live together in one big house. The positions
of the famly nenbers also represent the stereotypical
traditional extended famly; the nost outstanding figure
appearing to be the father. As identified by N |glin
Abi sel (1994), the father character is ‘“the head of the
family and the one to use his authority.. He appears with
an identity of a gentle and disciplinarian person, who
takes all the decisions so long as he stays alive* (p.
80). It would not be wong to claim that the father
figures in Beynelmlel and Babam ve O0Oglum considerable
overlap with the father definition of Abisel. The npst
significant decision taken by the father characters
(Abuzer and Huseyin) in the nentioned filns on behalf of
their children (Gilendam and Sadik) i1s the same. Both
fathers would like to have their children away from the

political activism It could be argued that Abuzer and
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Hiseyin take that decision for their children with the
protective instincts of a father, because for they
consider politics to involve anarchism and rebellion
agai nst the state, conflicts, fights and even death. Both
fathers fear that their children would try to fight
agai nst the dom nant ideology and both are fearful that
they would be punished heavily for that. One can think
that the two fathers in the filnms could be tol erated when
read the followng passage taken from Nilgin Toker
Kiling:
Wth its success in elimnating the dissent, the 12
September has “taught”’ the society to fear
opposition; the fear was so great that it eventually
eradi cated the sense of being a dissenter. The nost
functional nmethod in internalizing this fear was to
give the nmessage that being a dissenter would at the
same time mean violence, terrorism, dragon’s blood;
briefly social chaos (Kiling, 2000, p. 109).
This is why, in one scene of Beynelmlel, Abuzer slaps
Gil endam in the face, and threatens her by denying her
filiations when she attenpts to mneke sem-politic
speeches. Simlarly, the father Hiseyin in Babam ve 0glum
is offended by his son Sadik on the grounds that Sadik
| eft his hometown and went to Istanbul to get involved in
politics actively. In this sense, both filnms dramatize
and reflect the tension arising as a result of the
conflict between the old and new life styles, which is an

el enent also highlighted in Peter Brooks’s definition of

nmel odrama (1976).
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Both in Beynelmlel and Babam ve Oglum, the nain
characters as well as sub-characters suffer from
i ndividual trauma by the loss of Dbeloved persons,
therefore going through self-blane/guilt conplex and by
t he unspeakabl e di sposition of t he traumatic
situation/ menory. Furt her nore, anot her significant
simlarity in these tw filns is that not only the
characters having relatively active connections to the 12
Septenber events but, also the characters surrounding
them suffer badly fromthe inpact of this socio-political
event; therefore the tragic experiences cannot be
explained with ordinary words, as Edkins (2003) also
hi ghlighted in the foll ow ng passage:
.what has happened is beyond the possibility of
communi cation. There is no |anguage for it. Abuse by
the state, the fatherland, |ike abuse by the father
within the famly, cannot be spoken in |anguage,
since | anguage cones from and belongs to the famly
and the comunity (Edkins, 2003, p. 7).
Mut eness is a theme occurs usually in Yesilcam films made
in 1960s and 1970s, and in addition, in the filns that
refer to those filnms in the follow ng years. According to
Suner (2002), this physical handicap notive synbolizes
different things in Yesilcam films and the referring
films. In one of her articles Suner argues that the

motive of muteness in Yesilcam melodramas is

paradoxically a way of sel f - expressi on; meani ng,
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“tragedies, love, devotion and self-sacrifice, that
cannot be expressed in direct |anguage, are represented
t hroughout a Tfilm by that physical handicap®“ (Suner,
2002, p. 194). However, in the film nade after 1990s
(Suner exenplifies in particular the film called
Masum yet by Dem rkubuz) the thenme of nmuteness acts as a
di scl osure notive, representing t he unspeakabl e
di spositions, characters withdrawn in thenselves and the
absol ute i nefficiency of self-expression (Suner, 2002, p.
194). At this point it would be relevant to argue that
the position of the “unspeakable,” taken by the
characters in the filnms Beynelmlel and Babam ve Oglum
(Gulendam and Sadik’s efforts and tendency to suppress
the past) i1s very similar to Suner’s analysis of muteness
notive, and they are major synptons of traumatic
personalities. O course, it should be noted that the
mut eness notive in the filns Beynelmlel and Babam ve
Oglum is not a concrete but, an abstract one. Al in all,
regardless of its being abstract, the nuteness notive
stands for the introvertedness of the traumatic
characters that are also unable to face the reality, cone

to terns with the past and question it.

In both Beynelmlel and Babam ve Oglum the nain
characters Gulendam and Sadik experience a loss of

bel oved person/persons. Gil endamin Beynel mlel |oses her
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true love when he is shot by the police during the
chaotic atnosphere that breaks out at the cerenony. She
experiences the bitterness of sorrows and deep grief upon
her father’s being arrested and put 1in the prison.
Simlarly, in the film Babam ve O0glum, in the very first
scene Sadik loses his wife owwng to lack of neans to
reach the hospital; therefore the pregnhant woman gives
birth on the street with the help of her husband.
Unfortunately she dies as a result of excessive blood
loss. The little boy Deniz manages to survive that
grieved night; however the curse of losing the bel oved
persons continues and in the end of the filmhe |oses his

f at her, too.

At this point it could also be argued that the positions
of Gil endam and Deniz differ fromeach other in the sense
t hat Gil endam has perhaps sonething to feel guilty of and
therefore, regret what has happened, because she has had
the chance to tell her father about the nmarch nusic

“Internationale,” whereas Deniz is yet a very young boy
who has not done anything simlar to what Gil endam has.
However, it should also be kept in mnd that Gil endamis
not aware of the fact that her father likes the song
“Internationale” so nuch, and believes it to be the song

of the spring and decides to play it with his fellow

nmusi cians for the council coming to visit themin their
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city. In this aspect, she cannot be considered to have
commtted a crime being full purposefully, in spite of
the fact that it could be assuned that she suffers from

guilt conplex and self-blame in the foll ow ng years.

It should also be noted that there is another very
i mportant character in Babam ve Oglum apart from Sadik
and Deniz; and that is Sadik’s father called Huseyin with
whom Sadik has come cross with owing to his doughty
aspiration and resolution of going to a big city in order
to study at the university and get involved actively in
politics. In short, Sadik has outlined his life in the
specific way he wants rather than follow ng the w shes of
his father and pursuing the kind of career he constructed

for him

It could be argued that one of the nost tragic and
striking scenes of the filmis the one where the father
Hiseyin stands in front of the gate of his farm nourning
and | anenting for his dead son, pounding on his own chest
while crying out loud, “He died because of me! | have
killed him!” This very scene is like a vivid proof of the
fact that Hiseyin the father feels he is responsible of
what has happed to his son, Sadik, and therefore he 1is

the one to blanme for his death. This guilt conplex and
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sel f-blanme of Hiseyin is already famliar to us owing to

Gil endam who has been i ntroduced and studi ed above.

It can be stated that the main characters in the film
Sadi k in Babam ve Oglum and Gil endam in Beynelmlel, are
being forced “by themselves” not to think about the
traumati c experiences they as well as their famlies and
bel oved persons go through in the period followi ng the 12
Sept enber, because they would like to conpletely forget
about it. However, the case fires back; neaning as
strongly the characters try to forget about the events,
the nore and deeper they are dooned to renenber them and
have their bad nenories engraved in their subconscious.
As Pennebaker and Banasik al so underlined in their text:
When people do not want to or cannot openly talk
about an inportant event, they continue to think and
even dream about i1t.. Ironically then, actively trying
not to think about an event can contribute to a
collective nenory in ways that nay be as powerful if
not so than wevents that are openly discussed
(Pennebaker & Banasik, 1997, p. 11).
Accordi ng to Pennebaker and Banasik (1997), silent events
and the unspeakabl e disposition of traumatic events are
nore deeply enbedded in individual nenories. The two
scholars stated that studies have shown that suppression
of unfavorable thoughts and experiences is quite

unlikely. They quoted an instance from Wegner’s study in

1989, in which he argued that people being told to avoid
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thinking of an object attenpted to think about that
specific object as subsequently as those who are
explicitly told to contrive about it'®, That is to say,
“in short, when people are told to avoid tal king or even
t hi nki ng about an inportant event, that event becones
nore deeply ingrained nenory*“ (Pennebaker & Banasik,
1997, p. 10). Futhernore, it could be argued that in both
Beynelmlel and Babam ve O0Oglum, both main characters
Gulendam and Sadik try to escape from the locations where
they have gone through the nost unfavorable periods of
their lives during the aftermath of the 12 Septenber
mlitary coup, which <could be regarded as proofs
justifying that they do want to forget about the past and
the traumatic event. However the nore they escape, the
more they would get into the trap of the past. “You can
take a Chinese girl out of her Chinese quarter but, you
cannot take the Chinese quarter out of the girl*“ (the
director Wang, qtd. in Suner, 2002, p. 177) says one of
the characters in the film Dm Sum (a film thematizing
the life of Chinese inmmgrants in 1985, nmade by Wyne
Wang), which falls wvery appropriate in the current

di scussi on cont ext.

1 For further information see Wegner, D. M (1989). Wiite
bears and ot her unwanted thoughts. New York: Viking.
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It should also be noted at this point that the
suppression and/or inhibition of the traumatic experience
is not only enforced by the inner self but, also by sone
political powers and ideol ogies. Orer Laciner (1990), the
chief editor of the nonthly journal Birikim and also a
soci alist author, argues that the governnents that cane
to power after the 12 Septenber mlitary coup and the
mlitary itself have used this traumatic socio-politica
event as a strategy quite often. That is to nean, the
period before and after the event have been defined by
the ideol ogical powers as a state of insanity, which has
to be buried in the past and not renenbered at all
(Laci ner, 1990, p. 4). It could be argued that it has the
same effect on individual subconsci ous, in that
suppression gives rise to the engraving of the bad
menories. However, sonehow different fromthe suppression
practiced by the inner self, ideological repressions
would add to the acquisition and shaping of the
collective nenory nore effectively. Pennebaker and
Banasi k al so enphasize this assunption in the follow ng

passage:

107



Enotionally charged events about whi ch  peopl e
actively avoid talking wll continue to affect
i ndividuals by increasing their rate of thinking and
dream ng about the events. Political repression of
speech about an occurrence, then, wll have the
uni nt ended consequence of consolidating collective
menori es associated wth the repressed event
(Pennebaker & Banasi k, 1997, p. 17).
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6. CONCLUSI ON

The 12 Septenber mlitary coup has certainly been a
traumatic socio-political experience in Turkish history,
and it has had uncountable inpacts and influences on
social, political and economc life of Turkish society.
As underlined by Clineyt Arcayurek (1990):
.the military interventions have appalled the state
entirely. It has weakened the faith of the society in
the reginme, governnent and in their own rights. It
has caused inequalities and injustice and has created
an atmosphere of anxiety and fear.. This has to be
called the shock i npact of the interventions
(Arcayurek, 1990, p. 521).
As the mlitary would have al so concluded as a result of
the military takeover of the 1980, “anarchy, terror,
denolition and separati sm have been suppressed; but it
becanme only possible through also the suppression of
democracy. This 1s the price the society had to pay”

(Arcayurek, 1990, 523). Each nenber of Turkish society

could be seen as a victimof the traumatic event, because
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the perpetrators have not been objectively judged and
brought in front of the court. This experience is a big
process, and the society continues bearing its products
in all possible fields of life, including cinema. As |ong
as the trauma of the 12 Septenber is not recognized and
confirmed by the society itself, the analysis and
observations are dooned to renmain as individual endeavors

and experiences.

Bot h Beynelm |l el and Babam ve Oglum have been criticized
by sonme filmcritiques and academ cs for not having been
able to tell the real story of the 12 Septenber mlitary
coup in Turkey. However, this critique would not be
enough to drive a conclusion about the two filns, as it

wi || be expanded bel ow.

These negative discussions on Beynelmlel and Babam ve
Oglum mainly result fromthe fact that both filnms carry
nmel odramatic features as the domnant filmc character

That is to say, the two filns primarily focus on the
i ndividual and/or famlial experiences of the film
characters and use the 12 Septenber only as a background
time or setting in which the stories take place rather
than dealing with the traumatic socio-political event
itself. Therefore, mnmany believe that Beynelmlel and

Babam ve Oglum have failed to nake an appropriate
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critique of the perpetrators of the event, and to nake an
obj ective analysis, which is anticipated to bring along
the nost possible favored result of comng to terns with

t he past.

Particularly the pseudo-happiness or, at |east, feelings
of relief reflected in the ending of the filns -such as
children growing and renmenbering only as a childhood
menory what happened to them an to their famly at that
specific time period in the past, founding one’s own
famly (like it is the case in Beynelmlel) and children
taken under the wings of famly nenbers of secondary
kinship (as it is the case in Babam ve 0glum) are
criticized to give audience the inpression that all the
tragic and traumatic events are left in the past, at the
time they happened; therefore one should think about the
future that is comng with all its hopes, instead of
focusing on the problens which occurred in the past, and
have not been solved yet. The 12 Septenber has been
| ocked away into the past with the endings of the fil ns;
thus the perpetrators can remain obscure. This is perhaps
caused by the very nature of the nelodrama, where the

audi ence expects a conforting end.

E. Ann Kaplan (2001) also brings along this issue and

clainms that in trauma filns bearing nelodramatic
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features, the audience is “positioned” and interpellated
in a certain way, which would perhaps activate their
enpat hetical or ethical feelings, yet, would not include
any potentially negative results which would terrify them
and nmake them |ose hopes about the future (p. 204).
Kapl an stresses:
.in melodrama, the spectator is introduced to traum
through a film”’s thenmes and techniques, but the film
ends with a comforting closure or “cure.” Such
mai nstream works posit traunma (against its reality)
as a discrete past event, |ocatable, representable
and curable (p. 204).
However, it should be noted at this point that the trauma
representation is also already a problematic issue,
particularly when the genre is nelodrama and/or a conedy
owng to the fact that those genres nostly require a
conforting end (Kaplan, 2001, p. 204) or rendering
certain situations hunorous and funny; t herefore
justifying the prerequisites of the traumatic event
thematized in the film by mnmaking it into sonething
| aughabl e (Zi zek, 1999, Laugh Yourself to Death: The New
Wave of Hol ocaust Conedies, para. 8 & 9). Furthernore,
the category of 12 Septenber filns is yet an unclear
i ssue. Besides, film critics, who has nade a critique
about Beynelnilel and Babam ve Oglum and clained that
these filnms do not fulfill the requirenents of a good 12

Septenber film have thensel ves never defined what a good

12 Septenber film should be like, and what it should
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i nclude or exclude. It would not be wong to argue that
the critiques about Beynelmlel and particularly Babam ve
Oglum have remained on the level of “how a 12 September
should not be.” This situation shoul d not be depreciated,
t hough, because they certainly create a cinematic field
for the discussion of trauma; therefore they should al so
be paid attention and analyzed to contribute into the
studies in this field. In this sense, revealing and
analyzing the wunfavored characteristics of a real 12
Septenber filmshould al so be appreci ated, because it may
possibly lead to the discovery of a clearer, nore visible
and explicit definition for the *“12 September films” as a
separate category. Kaplan states:
Trauma can be approached (if not known) only through
its figuration by either its wvictim by those
witnessing it, or by artists undertaking its telling.
Forns such as cinema nay be especially appropriate to
figuring the visual, aural and non-linear fragnmented
phenonena of trauma-to performng it. Trauma anal ysis
ains to distinguish and understand trauma | andscapes
—their politics, aesthetics and inpacts. Si nce
menory, fantasy, history and ci nema cannot escape the
effects of cultural and individual trauma, cinema
scholars nust develop analytic forns appropriate to
illuminating trauma’s impacts (Kaplan, 2001, pp. 204-
205) .
It would not be wong to conclude that despite also
carrying nelodramatic features, the filmBeynelmlel, due
to its well-characterized tinge of irony and critique on

t he narrow m ndedness of the mlitary logic; thus the 12

Septenber as the product of this |ogic and understandi ng,
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managed to acquire a better position in the category of
so-called 12 Septenber filns, than the film Babam ve
Oglum, which bears the characteristics of nelodrana and
tells the audience about the tragic story of two fathers
and sons in the post-12 Septenber period. On the other
hand, Beynelmlel also tells the audience a tragic story;
the separation of two lovers with the background of,
agai n, post-12 Septenber period. In the end, it would not
be wong to enphasize that both filns appear to be
victim zed by critiques because of carrying nelodramatic
features, which leads the audience focus on the tragic
stories rather than the reason of the tragic events,
which is in this sense, the 12 Septenber mlitary

t akeover.

The two filns Beynelmlel and Babam ve O0Oglum can be
regarded as trauma filnms, owng to their nmain thenmes and
the characters’ bearing features of traumatic
individuals. It is true to a certain extent that traumm
stories are told throughout the nentioned filns on the
i ndividual level, taking the 12 Septenber event as a
background. However, this attitude and tendency is not
unique to films but, it can be observed wthin the
society itself, as it has been argued above. The filns
Beynelm el and Babam ve 0glum, despite the critiques

pointing at the shortcomngs of them also contribute
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into the discussions of the 12 Septenber mlitary coup by
creating a cinematic field for analysis and observati ons.
The characters in both filns represent good exanples of
the society nenbers on the mcro |level by show ng how
i ndi vi dual s experience traumas and how these accumul ate
i n years and produce collective traumas, on which nenbers
of the society prefer not to talk but just to forget and
try to burry in the past, creating a vicious circle in

itsel f.

Therefore, it could be argued that each opportunity of
remenbering and analysis is vitally significant for the
recovery of this trauma. The culture of renenbering
shoul d be flourished and expanded. Endeavors on this way
should never be quit or retarded, because they are
necessary for the elimnation of a violence culture and
for flourishing of a peaceful society in which denocracy
Is a fundanental elenent. As stressed by Sancar:
.such kind of an abandonnent would at the sanme tine
mean to resign from the goal of becoming a “normal’
society rescued from the governnent nentality that
announces itself as the titleholder for disregarding
the human and human rights when found necessary, from
grudge-lynch culture and from the threat of mass
conflicts and massacres and woul d nean to resign from
the struggle of denocratization of the politica
cul ture (Sancar, 2005, p. 27).
Societies that cannot face their histories, the tragic

and traumatic periods in the past in particular, are

dooned to live with that pain forever. Cnema is a nedium
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that can be functionalized to create chances to cone to
terms with the past. Beynelmlel and Babam ve Oglum are
also a part of this utilization of the cinematic nedi um

t hus they deserve consideration.
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APPENDI X A

FI LM5S ANALYZED

BABAM VE OGLUM (2005)

Y: Cagan lrmak. S: Cagan Irmak. G Y. : Ridvan Ulgen. M
Evant hia Reboutsi ka. O Fikret Kuskan, Cetin Tekindor,
Serif Sezer, Yetkin Dikiciler, Binnur Kaya, Ege Tannman
Ozge Ozberk, Halit Ergeng, Erdal Tosun, Bilge Sen. Yapim:
Avsar Film (Esi Gulce, Sukri Avsar). Renkli. 35mm.

BEYNELMILEL (2006)

Y: Sirri1 Sireyya Onder-Miharrem Gil mez. S: Sirri Sireyya
Onder. M Aytekin G. Atas-Sirri1 Siureyya Onder. O QOzgl
Namal, Cezmi Baskin, Nazmi Kirik, Meral Okay, Oktay
Kaynarca, Umut Kurt. Yapim: BKM Film (Necati Akpinar).
Renkli 35 mm



APPENDI X B

12 SEPTEMBER TURKI SH FI LM5

Yol Serif GoOren 1982
Hakkari’de Bir Mevsim Erden Kiral 1983
Qe Mesut Ucakan 1984
Sen Turkul erini Soyle Serif Goren 1986
Di kenli Yol Zeki Al asya 1986
Ses Zeki Ckten 1986
Prenses Sinan Cetin 1986
Yagmur Kacaklari Yavuz Ozkan 1987
Sen De Yureginde Serif Goren 1987

Sevgi ye Yer Ag

Su Da Yanar Ali Ozgentirk 1987
Kimik Metin Gl gen 1988
Av Zamani Erden Kiral 1988
Butin Kapilar Kapaliyd:r Menduh Un 1989
Kara Sevdalir Bulut Miammrer Ozer 1989

Sis Zul f 0 Livaneli 1989



Ucurtmayr Vurmasinlar
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ikili Oyunlar
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Cerilla

Gulun Brttigir Yer
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Vi zont el e Tuba
Babam ve 0Oglum
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Zi nci rbozan

Fi kret Bey

O0... Cocuklari

Tun¢ Basaran
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Yusuf Kurcenl
Tonris
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Osman Sinav
ismail Giines
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