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Abstract: In modern cinematic narratives, dystopian urban representations produce multilayered experiential
spaces that transform the subject's orientation, memory, and perception of reality. This study redefines spatial
catharsis on a theoretical level by examining the existential problems produced by time-control mechanisms
through cinematic space. In this context, the film Dark City (1998), in which spatial manipulations and urban
transformations are depicted within a dystopian atmosphere, has been chosen as the focus of the research. The
study aims to theoretically ground cinematic space within the context of power, place, and subjectification
relations. The process of reconstructing the individual’s mental integrity and completing their subjectification
through spatial catharsis, under an oppressive control mechanism that systematically fragments spatial
continuity and the sense of belonging, constitutes the core question of the research. The study is based on an
interpretive paradigm aiming to explain how the process of spatial catharsis operates within cinematic space.
In the study structured according to qualitative research methods, the film is analyzed through a visual-spatial
approach using threshold scenes. In this context, Foucault’s power-space approach, Deleuze’s concepts of the
time-image and any-space-whatever, and Norberg-Schulz’s phenomenological theory of settlement are
analyzed within a holistic framework alongside cinematic indicators. In the analysis, it was found that the
indicators of light, perspective, texture, and scale embody the linear flow extending from the panoptic pressure
on the urban labyrinth to the subjectification process of the individual. In this regard, a reading model is
proposed regarding an gradual process of subjectification and spatial catharsis, in which artificial urban
boundaries dissolve in the face of the subject’s mental dynamism, giving rise to a genuine experience of place.
In conclusion, this study demonstrates that spatial catharsis is a phased process that unfolds through the stages
of oppression, resistance, and phenomenological resettlement. In this regard, the research fills a conceptual gap
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at the intersection of cinema and architecture, offering an original interdisciplinary interpretive model that
bridges the fields of cinema, architecture, and dystopian studies.

Keywords: Cinema and Architecture, Spatial Catharsis, Subjectification, Dystopian City, Dark City.

Oz: Modern sinema anlatilarinda distopik kent temsilleri, 6znenin yonelim, bellek ve gerceklik algisini
doniistiiren ¢cok katmanli deneyim alanlar1 iiretmektedir. Bu ¢alisma, zaman-denetim mekanizmalarinin tirettigi
varolugsal sorunlart sinematografik uzam flizerinden inceleyerek, mekansal katarsis kavramini kuramsal
diizlemde yeniden tanimlamaktadir. Bu dogrultuda, mekansal manipiilasyonlarn ve kentsel doniisiimiin
distopik bir atmosferde iglendigi Dark City (1998) filmi arastirmanin odak noktasi olarak se¢ilmistir. Calisma,
sinematografik mekanin iktidar, yer ve 6znelesme iliskileri baglaminda kuramsal olarak temellendirilmesini
amaglamaktadir. Mekansal siirekliligin ve aidiyet duygusunun sistematik bi¢imde pargalandigi baskict bir
denetim mekanizmasi altinda, bireyin zihinsel biitiinliigiini yeniden yapilandirma ve mekansal katarsis
aracilifiyla 6znelesmesini tamamlama siireci, arastirmanin temel sorusunu olusturmaktadir. Caligma, mekansal
katarsis siirecinin sinematografik mekanda nasil isledigini agiklamay1 hedefleyen yorumsamaci bir paradigma
iizerine kurulmustur. Nitel arastirma dogrultusunda yapilandirilan ¢aligmada film, esik sahneler {izerinden
gorsel-mekansal ¢oziimleme yontemiyle incelenmistir. Bu kapsamda, Foucault’nun iktidar-mekan yaklasimi,
Deleuze’iin zaman-imge ve herhangi bir mekan kavramlar1 ve Norberg-Schulz’un fenomenolojik yerlesme
kurami, sinematografik gdstergelerle biitiinciil bir ¢er¢evede analiz edilmistir. Analizde 151k, perspektif, doku
ve Olgek gostergelerinin, kentsel labirent iizerindeki panoptik baskidan bireyin 6znelesme siirecine uzanan
dogrusal akisi somutlastirdigi saptanmistir. Bu dogrultuda, 6znenin zihinsel iistiinliigii kargisinda yapay kentsel
smirlarin ¢oziildiigli ve gercek bir yer deneyiminin olustugu asamali bir 6znelesme ve mekansal katarsis
siirecine iliskin bir okuma modeli sunulmustur. Sonug olarak bu ¢alisma, mekansal katarsisin baski, direnis ve
fenomenolojik yeniden yerlesme evreleri lizerinden isleyen agamali bir siire¢ oldugunu ortaya koymaktadir.
Aragtirma bu yoniiyle, sinema-mimarlik arakesitindeki kavramsal boslugu doldurarak, sinema, mimarlik ve
distopya caligmalar1 arasinda 6zgiin bir disiplinlerarasi okuma modeli sunmaktadir.

Anahtar Kelimeler: Sinema ve Mimarlik, Mekansal Katarsis, Oznelesme, Distopik Kent, Dark City
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Structured Abstract:
Purpose of the Study

In modern cinematic narratives, dystopian urban representations generate multilayered environments
that transform the subject's orientation, memory, and perception of reality. As cinema and architecture
articulate space and time to produce emotionally shaped lived environments, space ceases to be a static
backdrop and positions the subject as an active agent who experiences a cathartic release through integration
with narrative space. However, existing scholarship on cinema and architecture has predominantly discussed
spatial experience through concepts such as atmosphere, affect, and haptic space, while the relationship
between catharsis and spatial production remains conceptually fragmented and empirically underexamined;
catharsis is typically reduced to viewer experience, and its structuring through spatial and cinematographic
components remains insufficiently explained. This study aims to redefine the concept of catharsis, which in
classical theory is reduced to a purely narrative, character-focused, or psychological level of purgation, as
spatial catharsis within a theoretical framework by examining the existential problems produced by time-
control mechanisms through cinematic space. The film Dark City (1998) has been chosen as the focal point of
the research for its unique potential to analyse space-subject interaction through the continuous physical
transformation of the urban fabric. The main question of the research is to reveal how it is possible to
reconstruct the mental integrity of the individual and complete their subjectivation through spatial catharsis
under an oppressive control mechanism in which spatial continuity and the sense of belonging are
systematically fragmented and the city evolves into a giant cinematic screen devoid of meaning and memory—
thereby demonstrating that cinematic space is not merely a background but a site of resistance. In this
framework, spatial catharsis is conceptualised not as a moment of psychological relief but as a phased
ontological transformation of the subject.

Method

Rather than testing whether spatial catharsis exists, this study adopts an interpretive qualitative
paradigm aimed at explaining how this process operates through cinematic space (Denzin & Lincoln, 2011),
examining spatial catharsis as a three-phase threshold process — spatial oppression, resistance/cathartic
confrontation, and phenomenological re-settlement — read through three theoretical planes: Foucault’s
disciplinary power, Deleuze’s time-image, and Norberg-Schulz’s phenomenology of settlement. A cinematic
space analysis model is adopted to examine phenomena within this multilayered framework. Through
purposive sampling based on two criteria — theoretical diversity (representing all three planes) and narrative
distribution (sampling oppression, resistance, and phenomenological resettlement phases) — 16 film frames
were identified as the dataset from Dark City (1998), distributed across four analytical sequences (“Urban
Arrangement”, “Memory and Space”, “Orientation in the Labyrinth”, and “Shell Beach and Catharsis”), each
represented by four threshold frames. These frames symbolise the character's movement under panoptic
surveillance, moments where the time-image regime crystallises, and the subject's existential struggle to anchor
themselves. Scene-based visual-spatial analysis was used to decipher the ideological and spatial connections
between cinematic tools and theoretical concepts (power, time-image, spirit of place) at a micro level,
identifying indicators of spatial catharsis through light, perspective, texture, and scale.

Findings and Discussion

As a result of the visual-spatial analysis, it was determined that the indicators of light, perspective,
texture, and scale in the film embody the linear flow extending from the panoptic pressure on the urban
labyrinth to the individual's process of subjectification. When the findings were related to the theoretical
framework, four sequential sequences articulating a three-component catharsis model — spatial oppression,
spatial resistance and cathartic confrontation, and phenomenological resettlement — were identified, with the
resistance component distributed across two sequences: one addressing memory’s temporal rupture (“Memory
and Space”) and the other addressing spatial orientation crisis (“Orientation in the Labyrinth”). In the “Urban
Arrangement” sequence (primary plane: Foucault), panoptic light emanating from a single centre and
hierarchical architectural scale exposed the character to the gaze of power, constituting the oppression phase.
In the “Memory and Space” sequence (primary plane: Deleuze), the crystal-image and modulated memory
indicators — reinforced by the worn texture of the photographs handled by the subject — revealed how
temporal rupture traps the subject in an artificial past, while the first traces of cathartic awakening became
visible through the subject’s deciphering of spatial artificiality. In the “Orientation in the Labyrinth” sequence
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(primary plane: Norberg-Schulz), perspective distortions and fragmented lighting — read through Deleuze's
concept of any-space-whatever — demonstrated how disorientation deepens into existential crisis — while
simultaneously triggering the mental resistance that initiates the cathartic process. In the “Shell Beach and
Catharsis” sequence (primary plane: Norberg-Schulz; secondary: Deleuze and Foucault), natural daylight, an
opening horizon line, the asymmetry between human and macro scale, and organic texture together completed
the phenomenological re-settlement phase, in which the subject re-establishes genius loci and transforms from
a docile body into a constitutive agent who recreates space through their own memory. Taken together, these
four sequential sequences demonstrate that spatial catharsis is not a single terminal moment but a necessary
chain of oppression—resistance—liberation that each phase renders possible.

Conclusion

Consequently, the study reveals the unsettling effects of dystopian urban representations on an
individual’s perception of reality, memory, and belonging, thereby demonstrating that spatial catharsis in
cinema is a holistic process completed by the subject’s reconstruction of space through their own memory as
a constitutive agent. It has been demonstrated that the cathartic experience is based on the subject’s ontological
encounter with space. This diverges from existing scholarship on Dark City, which has predominantly read the
film through film noir aesthetics, lighting design, archetypal topography, urban identity crisis,
memory/identity, or atmospheric semiotics, without theorising space, power, and subjectification as a unified
process; the study closes this gap by integrating Foucauldian, Deleuzian, and phenomenological readings
within a single interpretive model. The research constructs a strong interdisciplinary platform for discussion
between cinema, architecture, and dystopian literature by offering an original methodological proposal to read
the sensory dimensions of film space through the analysis of architectural elements and cinematic indicators
(light, scale, texture, and perspective). This model is extendable to other dystopian and cyberpunk cinematic
representations and could be further developed through multimodal analysis incorporating auditory indicators
alongside the visual ones employed here.

Keywords: cinema and architecture, spatial catharsis, subjectification, dystopian city, dark city.
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Résumé Structuré:
Objectif de I’étude

Dans les récits cinématographiques modernes, les représentations urbaines dystopiques générent des
environnements a plusieurs niveaux qui transforment I’orientation, la mémoire et la perception de la réalité du
sujet. Alors que le cinéma et I’architecture articulent I’espace et le temps pour produire des environnements
vécus fagconnés par les émotions, I’espace cesse d’étre une simple toile de fond statique et positionne le sujet
comme un agent actif qui vit une libération cathartique grace a son intégration dans l’espace narratif.
Cependant, les travaux universitaires existants sur le cinéma et 1’architecture ont principalement abordé
I’expérience spatiale a travers des concepts tels que 1’atmospheére, 1’affect et I’espace haptique, tandis que la
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relation entre la catharsis et la production spatiale reste conceptuellement fragmentée et insuffisamment étudiée
sur le plan empirique ; la catharsis est généralement réduite a I’expérience du spectateur, et sa structuration par
le biais de composantes spatiales et cinématographiques reste insuffisamment expliquée. Cette étude vise a
redéfinir le concept de catharsis — qui, dans la théorie classique, est réduit & un niveau de purification purement
narratif, centré sur les personnages ou psychologique — en tant que catharsis spatiale au sein d’un cadre
théorique, en examinant les problémes existentiels engendrés par les mécanismes de contrdle du temps a travers
I’espace cinématographique. Le film Dark City (1998) a été choisi comme objet central de la recherche en
raison de son potentiel unique a analyser 1’interaction entre 1’espace et le sujet a travers la transformation
physique continue du tissu urbain. La question principale de cette recherche est de mettre en lumiére comment
il est possible de reconstruire 1’intégrité mentale de I’individu et d’achever sa subjectivation par le biais de la
catharsis spatiale, sous un mécanisme de contrdle oppressif dans lequel la continuité spatiale et le sentiment
d’appartenance sont systématiquement fragmentés, et ou la ville se transforme en un écran cinématographique
géant dépourvu de sens et de mémoire — démontrant ainsi que 1’espace cinématographique n’est pas
simplement un décor, mais un lieu de résistance. Dans ce cadre, la catharsis spatiale est conceptualisée non pas
comme un moment de soulagement psychologique, mais comme une transformation ontologique progressive
du sujet.

Méthode

Plutdt que de vérifier 1’existence de la catharsis spatiale, cette étude adopte un paradigme qualitatif
interprétatif visant a expliquer comment ce processus opére a travers 1’espace cinématographique (Denzin &
Lincoln, 2011), en examinant la catharsis spatiale comme un processus de seuil en trois phases — oppression
spatiale, résistance/confrontation cathartique et réinstallation phénoménologique — Iu a travers trois plans
théoriques : le pouvoir disciplinaire de Foucault, I’image-temps de Deleuze et la phénoménologie de
I’installation de Norberg-Schulz. Un modéle d’analyse de 1’espace cinématographique est adopté pour
examiner les phénomeénes au sein de ce cadre a plusieurs niveaux. Grace a un échantillonnage raisonné fondé
sur deux criteres — la diversité théorique (représentant les trois plans) et la répartition narrative
(échantillonnant les phases d’oppression, de résistance et de réinstallation phénoménologique) —, seize images
de film ont été identifiées comme ensemble de données issues de *Dark City* (1998), réparties en quatre
séquences analytiques (« Urban Arrangement », « Mémoire et espace », « Orientation dans le labyrinthe » et «
Shell Beach et catharsis »), chacune représentée par quatre images seuils. Ces images symbolisent le
mouvement du personnage sous une surveillance panoptique, les moments ou le régime de I’image-temps se
cristallise, ainsi que la lutte existentielle du sujet pour trouver ses repéres. Une analyse visuo-spatiale par scéne
a été utilisée pour déchiffrer les liens idéologiques et spatiaux entre les outils cinématographiques et les
concepts théoriques (pouvoir, image-temps, esprit du lieu) a un niveau micro, en identifiant les indicateurs de
catharsis spatiale a travers la lumicre, la perspective, la texture et 1’échelle.

Résultats et discussion

L’analyse visuo-spatiale a permis de déterminer que les indicateurs que sont la lumicére, la perspective,
la texture et I’échelle dans le film incarnent le flux linéaire s’étendant de la pression panoptique exercée sur le
labyrinthe urbain au processus de subjectivation de 1’individu. Lorsque ces résultats ont été mis en relation
avec le cadre théorique, quatre séquences successives articulant un modéle de catharsis en trois composantes
— oppression spatiale, résistance spatiale et confrontation cathartique, et réinstallation phénoménologique —
ont été identifiées, la composante de résistance étant répartie sur deux séquences : 1’une traitant de la rupture
temporelle de la mémoire (« Mémoire et espace ») et I’autre de la crise d’orientation spatiale (« Orientation
dans le labyrinthe »). Dans la séquence « Agencement urbain » (plan principal : Foucault), la lumiére
panoptique émanant d’un centre unique et 1’échelle architecturale hiérarchique exposaient le personnage au
regard du pouvoir, constituant ainsi la phase d’oppression. Dans la séquence « Mémoire et espace » (plan
principal : Deleuze), ’image-cristal et les indicateurs de mémoire modulée — renforcés par la texture usée des
photographies manipulées par le sujet — ont révélé comment la rupture temporelle piege le sujet dans un passé
artificiel, tandis que les premiéres traces d’un éveil cathartique sont apparues a travers le déchiffrage par le
sujet de I’artificialité spatiale. Dans la séquence « Orientation dans le labyrinthe » (plan principal : Norberg-
Schulz), les distorsions de perspective et I’éclairage fragmenté — interprétés a la lumiere du concept deleuzien
d’« espace quelconque » — ont montré comment la désorientation s’aggrave jusqu’a devenir une crise
existentielle, tout en déclenchant simultanément la résistance mentale qui initie le processus cathartique. Dans
la séquence « Shell Beach et catharsis » (plan principal : Norberg-Schulz ; plan secondaire : Deleuze et
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Foucault), la lumiére naturelle, une ligne d’horizon qui s’ouvre, I’asymétrie entre 1’échelle humaine et I’échelle
macro, ainsi que la texture organique ont, ensemble, achevé la phase de réinstallation phénoménologique, au
cours de laquelle le sujet rétablit le genius loci et se transforme d’un corps docile en un agent constitutif qui
recrée 1’espace a travers sa propre mémoire. Prises dans leur ensemble, ces quatre séquences démontrent que
la catharsis spatiale n’est pas un moment terminal unique, mais une chaine nécessaire d’oppression—résistance—
libération que chaque phase rend possible.

Conclusion

Par conséquent, cette étude met en lumiére les effets perturbateurs des représentations urbaines
dystopiques sur la perception qu’a un individu de la réalité, de la mémoire et de 1’appartenance, démontrant
ainsi que la catharsis spatiale au cinéma est un processus holistique qui s’achéve par la reconstruction de
I’espace par le sujet, en tant qu’agent constitutif, a travers sa propre mémoire. Il a été démontré que 1’expérience
cathartique repose sur la rencontre ontologique du sujet avec I’espace. Cela s’écarte des travaux universitaires
existants sur *Dark City*, qui ont principalement analysé le film a travers ’esthétique du film noir, la
conception de 1’éclairage, la topographie archétypale, la crise d’identité urbaine, la mémoire/identité ou la
sémiotique atmosphérique, sans théoriser I’espace, le pouvoir et la subjectivation comme un processus unifié ;
la présente étude comble cette lacune en intégrant des lectures foucaldiennes, deleuziennes et
phénoménologiques au sein d’un modéle interprétatif unique. Cette recherche établit une solide plateforme
interdisciplinaire de discussion entre le cinéma, 1’architecture et la littérature dystopique en proposant une
approche méthodologique originale visant a analyser les dimensions sensoriclles de 1’espace
cinématographique a travers 1’é¢tude d’éléments architecturaux et d’indicateurs cinématographiques (lumiére,
échelle, texture et perspective). Ce modéle est transposable a d’autres représentations cinématographiques
dystopiques et cyberpunk et pourrait étre approfondi par une analyse multimodale intégrant des indicateurs
auditifs aux indicateurs visuels utilisés ici.

Mots-clés : cinéma et architecture, catharsis spatiale, subjectivation, ville dystopique, ville sombre.

Resumen Estructurado:
Objetivo del estudio

En las narrativas cinematograficas modernas, las representaciones urbanas distopicas generan
entornos con multiples capas que transforman la orientacion, la memoria y la percepcion de la realidad del
sujeto. A medida que el cine y la arquitectura articulan el espacio y el tiempo para producir entornos vividos
moldeados emocionalmente, el espacio deja de ser un telon de fondo estatico y sitia al sujeto como un agente
activo que experimenta una liberacion catartica a través de la integracion con el espacio narrativo. Sin embargo,
los estudios existentes sobre cine y arquitectura han abordado predominantemente la experiencia espacial a
través de conceptos como la atmosfera, el afecto y el espacio haptico, mientras que la relacion entre la catarsis
y la produccidn espacial sigue estando conceptualmente fragmentada y poco analizada empiricamente; la
catarsis suele reducirse a la experiencia del espectador, y su estructuracion a través de componentes espaciales
y cinematograficos sigue sin explicarse de forma suficiente. El presente estudio tiene como objetivo redefinir
el concepto de catarsis —que en la teoria clasica se reduce a un nivel de purga puramente narrativo, centrado
en los personajes o psicologico— como catarsis espacial dentro de un marco teérico, mediante el analisis de
los problemas existenciales generados por los mecanismos de control del tiempo a través del espacio
cinematografico. Se ha elegido la pelicula *Dark City* (1998) como eje central de la investigacion por su
potencial Unico para analizar la interaccion entre el espacio y el sujeto a través de la transformacion fisica
continua del tejido urbano. La pregunta principal de la investigacion es revelar como es posible reconstruir la
integridad mental del individuo y completar su subjetivacion a través de la catarsis espacial bajo un mecanismo
de control opresivo en el que la continuidad espacial y el sentido de pertenencia se fragmentan sistematicamente
y la ciudad se convierte en una gigantesca pantalla cinematografica desprovista de significado y memoria,
demostrando asi que el espacio cinematografico no es meramente un fondo, sino un lugar de resistencia. En
este marco, la catarsis espacial se conceptualiza no como un momento de alivio psicoldgico, sino como una
transformacion ontologica gradual del sujeto.
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Método

En lugar de comprobar si existe la catarsis espacial, este estudio adopta un paradigma cualitativo
interpretativo destinado a explicar como opera este proceso a través del espacio cinematografico (Denzin y
Lincoln, 2011), examinando la catarsis espacial como un proceso de umbral en tres fases —opresion espacial,
resistencia/confrontacion catartica y reasentamiento fenomenolégico— interpretado a través de tres planos
teoricos: el poder disciplinario de Foucault, la imagen-tiempo de Deleuze y la fenomenologia del asentamiento
de Norberg-Schulz. Se adopta un modelo de analisis del espacio cinematografico para examinar los fenomenos
dentro de este marco multifacético. Mediante un muestreo intencional basado en dos criterios —la diversidad
teorica (que representa los tres planos) y la distribucion narrativa (que abarca las fases de opresion, resistencia
y reasentamiento fenomenologico)—, se identificaron 16 fotogramas de la pelicula *Dark City* (1998) como
conjunto de datos, distribuidos en cuatro secuencias analiticas («Urban Arrangement», «Memoria y espacio»,
«Orientacion en el laberinto» y «Shell Beach y catarsis»), cada una de ellas representada por cuatro fotogramas
de referencia. Estos fotogramas simbolizan el movimiento del personaje bajo vigilancia pandptica, los
momentos en los que se cristaliza el régimen de la imagen-tiempo y la lucha existencial del sujeto por encontrar
un punto de anclaje. Se utiliz6 un analisis visual-espacial basado en escenas para descifrar las conexiones
ideologicas y espaciales entre las herramientas cinematograficas y los conceptos tedricos (poder, imagen-
tiempo, espiritu del lugar) a nivel micro, identificando indicadores de catarsis espacial a través de la luz, la
perspectiva, la textura y la escala.

Resultados y discusion

Como resultado del analisis visual-espacial, se determind que los indicadores de luz, perspectiva,
textura y escala en la pelicula encarnan el flujo lineal que se extiende desde la presion pandptica sobre el
laberinto urbano hasta el proceso de subjetivacion del individuo. Al relacionar los resultados con el marco
teorico, se identificaron cuatro secuencias consecutivas que articulan un modelo de catarsis de tres
componentes —opresion espacial, resistencia espacial y confrontacion catartica, y reasentamiento
fenomenoldgico—, distribuyéndose el componente de resistencia a lo largo de dos secuencias: una que aborda
la ruptura temporal de la memoria («Memoria y espacio») y otra que aborda la crisis de orientacion espacial
(«Orientacién en el laberinto»). En la secuencia «Disposicion urbana» (plano primario: Foucault), la luz
panoptica que emanaba de un Unico centro y la escala arquitectonica jerarquica exponian al sujeto a la mirada
del poder, lo que constituia la fase de opresion. En la secuencia «Memoria y espacio» (plano principal:
Deleuze), la imagen cristalina y los indicadores de memoria modulada —reforzados por la textura desgastada
de las fotografias que maneja el sujeto— revelaban cémo la ruptura temporal atrapa al sujeto en un pasado
artificial, mientras que los primeros indicios de un despertar catartico se hacian visibles a través del
desciframiento de la artificialidad espacial por parte del sujeto. En la secuencia «Orientacion en el laberinto»
(plano primario: Norberg-Schulz), las distorsiones de la perspectiva y la iluminacion fragmentada —
interpretadas a través del concepto deleuziano de «cualquier espacion— demostraron como la desorientacion
se agrava hasta convertirse en una crisis existencial, al tiempo que desencadena la resistencia mental que inicia
el proceso catartico. En la secuencia «Shell Beach y la catarsis» (plano primario: Norberg-Schulz; secundario:
Deleuze y Foucault), la luz natural, una linea del horizonte que se abre, la asimetria entre la escala humana y
la macroescala, y la textura organica completaron conjuntamente la fase de reasentamiento fenomenologico,
en la que el sujeto restablece el genius loci y pasa de ser un cuerpo docil a convertirse en un agente constitutivo
que recrea el espacio a través de su propia memoria. En conjunto, estas cuatro secuencias sucesivas demuestran
que la catarsis espacial no es un Unico momento final, sino una cadena necesaria de opresion-resistencia-
liberacion que cada fase hace posible.

Conclusion

En consecuencia, el estudio revela los efectos inquietantes de las representaciones urbanas distopicas
en la percepcion que tiene un individuo de la realidad, la memoria y el sentido de pertenencia, demostrando asi
que la catarsis espacial en el cine es un proceso holistico que se completa mediante la reconstruccion del espacio
por parte del sujeto a través de su propia memoria como agente constitutivo. Se ha demostrado que la
experiencia catartica se basa en el encuentro ontologico del sujeto con el espacio. Esto difiere de los estudios
existentes sobre *Dark City*, que han interpretado la pelicula predominantemente a través de la estética del
cine negro, el disefio de la iluminacion, la topografia arquetipica, la crisis de identidad urbana, la
memoria/identidad o la semidtica atmosférica, sin teorizar sobre el espacio, el poder y la subjetivacion como
un proceso unificado; el estudio colma esta laguna al integrar lecturas foucaultianas, deleuzianas y
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fenomenoldgicas en un Unico modelo interpretativo. La investigaciéon construye una soélida plataforma
interdisciplinar para el debate entre el cine, la arquitectura y la literatura distdpica, al ofrecer una propuesta
metodologica original para interpretar las dimensiones sensoriales del espacio filmico mediante el analisis de
elementos arquitectonicos e indicadores cinematograficos (luz, escala, textura y perspectiva). Este modelo es
ampliable a otras representaciones cinematograficas distopicas y cyberpunk, y podria desarrollarse atin mas
mediante un andlisis multimodal que incorpore indicadores auditivos junto a los visuales empleados aqui.

Palabras clave: cine y arquitectura, catarsis espacial, subjetivacion, ciudad distopica, ciudad oscura.
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CrpykrypupoBanHoe Pe3iome:
esan uccienoBanus

B coBpeMeHHBIX KHMHEMATOrpapuYecKuX HappaTuBax aHTUYTONHYECKHE 0Opa3bl TOPOIOB CO3/AIOT
MHOTOCJIOMHBIE CpeJibl, KOTOPbIE TPAHCPOPMHUPYIOT OPHEHTAIMI0 CYOBEKTa, €ro MamsTh W BOCIPHSTHE
peanbHOCTH. [TOCKOJIBKY KMHO M apXUTEKTYpa B3aUMOJEHCTBYIOT C MPOCTPAHCTBOM M BPEMEHEM, CO3/aBast
IMOIMOHAIBLHO HACBIIIEHHBIE Cpe/bl OOMTAHWS, MPOCTPAHCTBO MepecTaeT ObITh CTATUYHBIM (JOHOM H
MO3UIIMOHUPYET CYOBEKTa KaK aKTHUBHOT'O YYaCTHUKA, MCIBITHIBAIOIICTO KATAPCHUC MOCPEICTBOM HHTEIPAIHH
C HAPPATUBHBIM MPOCTPaHCTBOM. OJHAKO B CYIISCTBYIOIIMNX HAYYHBIX HCCICIOBAHUAX MO KuHeMarorpady u
APXUTEKTYpE MPOCTPAHCTBCHHBINA OMBIT MPEUMYIIECTBEHHO PACCMATPUBACTCS Yepe3 TaKUe KOHIICIIIIHH, KaK
atMochepa, adp(dexT U TaKTUIBHOE MPOCTPAHCTBO, B TO BPEMs KaK B3aMMOCBS3b MEXKIy KaTapCHCOM H
MPOCTPAHCTBEHHBIM TOCTPOCHHUEM OCTAeTCS KOHIICNTYyalbHO (ParMEHTHPOBAHHOW W HEJOCTATOYHO
H3yYEHHON C SMITMPUYECKON TOYKM 3PCHHMS; KAaTapCUC, KaK MPABUIIO, CBOMUTCS K OIBITY 3PUTEIS, a €ro
CTPYKTYPHPOBAHUE C TIOMOIIBIO MPOCTPAHCTBEHHBIX M KUHEMATOTPAPHUECKUX KOMIIOHEHTOB MO-MPEXHEMY
HEJIOCTATOYHO 00BsICHEHO. L]eNb JaHHOTO MCCIIeIOBAHUSI — MEPEOCMBICIHUTE TIOHITHE KaTapChca, KOTOPOE B
KJIACCUYECKOH TEOPHUU CBOIUTCS K YHCTO IOBECTBOBATECIHFHOMY, OPHEHTHPOBAHHOMY Ha IEpPCOHAaXKa WU
MICUXOJIOTMYECKOMY YPOBHIO OYHIICHUS, KaK MPOCTPAHCTBEHHBIN KaTaPCHC B paMKaX TEOPETUICCKON MOICITH
MyTeM W3YYCHUS DK3UCTCHIIUAIBHBIX IMPOOJIEM, MOPOXKAAEMBIX MEXaHH3MaMHU KOHTPOJS BPEMEHH dYepes
KrHeMaTorpaduyeckoe IpoCcTPaHCTBO. B kauecTBe EHTPaTbHOTO 00BEKTa HCCIIeJOBaHUS ObLT BEIOpaH (QHITEM
«Témubrit Topomy (1998) Omaromapsi €ro yHHKJIBHOMY TOTEHIMANy J[JIs aHajdu3a B3aUMOJIEHCTBHUS
MPOCTPAHCTBA U CyOBEKTa MOCPEACTBOM HEMPEPHIBHOHN (U3NUECKO TpaHc(OpMaIuu TOPOACKON Cpeibl.
OCHOBHOW BOIMPOC HCCIICJOBAHUS 3aKIFOYaeTCsI B TOM, YTOOBI BBIIBUTH, KaK MOYKHO BOCCTaHOBHTH
MCUXUYECKYI0  IIEJOCTHOCTh WMHAMBHIAyyMa W  3aBEPIIMTh €r0  CYOBEKTHBAIMIO  MOCPEACTBOM
MPOCTPAHCTBEHHOI'O Karapcuca B YCJIOBUSX YIHETAIOIIEr0 MEXaHHW3Ma KOHTPOJISA, IPU KOTOPOM
MPOCTPAHCTBCHHAS HETPEPHIBHOCTh M YYBCTBO IPHHAMIC)KHOCTH CHCTEMATHYCCKH (PParMEHTHPYIOTCS, a
TOpOJ MPEBpalacTCs B THTAHTCKAN KHHEMATOTPaQUUSCKUN 3KpaH, JHIICHHBIA CMBICTIA U MAMATH — TEM
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CaMbIM JIEMOHCTPUPYS, YTO KHHEMAaTOrpaHuecKoe MPOCTPAHCTBO SIBISIETCS HE MPOCTO (JOHOM, a MECTOM
CONPOTHBJICHHS. B 3THX paMKax HpPOCTPAaHCTBEHHBIH KaTapcHUC KOHIENTYaIM3UPYyeTcs HE KaK MOMEHT
MICHXOJIOTHYECKOTO OOJIETYEHUS, a KaK [OATAITHAs OHTOJIOTHIecKasi TpaHc(opmanus cyObeKTa.

Meton

BMmecto TOoro 4ro0Bl TpOBEpPATH, CYLIECTBYET JM MPOCTPAHCTBEHHBIH KaTtapcuc, B JaHHOM
HCCIIEIOBAaHUH HCIOJIB3YETCsl HHTEPIPETATHBHASL KAUECTBEHHAs MTapaJinTMa, HalpaBlICHHAsI HAa OOBsSCHEHHE
TOTO, KaK 3TOT MPOILECC OCYIIECTBISIETCS Yepe3 KuHemaTorpadudyeckoe npocrpanctBo (Denzin & Lincoln,
2011), mpu 3TOM IPOCTPAHCTBEHHBIH KAaTapCHUC paccMaTpHUBAeTCsl Kak Tpex(asHbIi MOPOToBbIi Hpolecc —
MPOCTPAHCTBEHHOE YTHETCHUE, COINPOTHBIICHHE/KaTapcuiecKas KOH(PPOHTAUUs H (PEeHOMEHOJIOrHYecKoe
nepeceyieHle — 4epe3 MPU3My TpeX TEOPEeTHUECKHX IUIOCKOCTEeH: MUCHMILIMHApHas BiacTe Dyko, «obpas-
BpeMs» [lenesa u GpeHomenosorus ykopenenuss Hopoepra-llynpna. [{ns n3yueHus sBiIeHU B paMKax 3Toi
MHOTOCJIOIHOHW CTPYKTYpBI HCIOJIB3YyETCsl MOJENb aHalu3a KUHeMarorpaduyeckoro npocrpancrea. [lytem
[[EJICHATIPABICHHONW BBIOOPKH, OCHOBAaHHON Ha JBYX KpPUTEPHUAX — TEOPETUUECKOM pa3HOOOpa3uu
(oxBaThIBAfOLIEM BCE TPH IUIOCKOCTH) M IMOBECTBOBATEILHOM paclpeneleHuH (BBIOOpKa (a3 yrHETEHWUs,
COIPOTHUBJICHHUSI M ()EHOMEHOJIOTHYECKOTO TIEpPEyCTPONCTBA) — B KadecTBe HaOOpa NaHHBIX U3 (riibMa
«Témusrit Topom» (1998) 6pUI0 0TOOpaHO 16 KHMHOKAAPOB, pAcCIpPENeIEHHBIX 10 YSTHIPEM aHATUTHICCKUM
nocseioBarenbHoOCTIM («["oposckas mmaHupoBKay», «I1amMsaTh 1 mpocTpaHcTBOY», «OpHeHTanus B TaOUPUHTE»
u «emn-bua n kaTapcucy), Kaxkaasi U3 KOTOPBIX MPECTaBICHa YETBIPbMSI TOPOTOBBIMH KaJpaMH. DTH Ka [PbI
CHMBOJIM3UPYIOT IBH)KEHHE TIEPCOHAXKA MOl TAHONTUYECKUM HAOJII0IEHHEM, MOMEHTBI, KOT'J1a PEXXKUM «BPEMsI-
00pa3» KpHCTAUTU3YeTCs, a TaKKe IK3UCTCHIUAIbHYIO OOpbhOYy CyOBEKTa 3a TO, YTOOBI 3aKPEHHUTHCS B
NpocTpaHcTBe. BU3yanbHO-NIPOCTPaHCTBEHHBIH aHaIN3 Ha OCHOBE CIIEH ObLT UCIIOIb30BaH Ul pacuin(poBKH
WJICOJOTUYECKMX W  TMPOCTPAHCTBEHHBIX CBs3€H MEXAYy KHHEMaTorpa(uuecKMMU CpeICTBAaMU H
TEOPETUYECKUMHU KOHIIETIUAMH (BJIACTh, «BpPEeMA-00pa3», IyX MECTa) Ha MUKPOYPOBHE, BBISBIISISI HHIUKATOPHI
MPOCTPAaHCTBEHHOT'O KaTapcrca Yepe3 CBET, MEPCIIEKTHBY, TEKCTYPY M MacuITao.

Pe3yabTaThl U 00CyKIeHHE

B pesynbpraTe Bu3yanbHO-IPOCTPAaHCTBEHHOTO aHANIN3a OBLIO YCTAHOBJICHO, YTO TaKHE WHIUKATOPHI,
KaK CBET, IEPCIICKTHBA, TEKCTypa U MacmTad B priibMe, BOIUIOMIAIOT IMHEHHBINA TOTOK, IPOCTHPAIOLTHHCS OT
MAHONITHYECKOTO NAaBJICHUSI Ha TOPOJCKOHM JaOMPHHT O Ipolecca CyOBeKTHBALMM WHIUBHIyyMa. Korma
MOJTyYeHHBIE PE3YJIbTaThl OBUIM COOTHECEHBI C TEOPETHYECKOH OCHOBOW, OBUIM BBIIEICHBI YETHIPE
MOCJIEOBATENIbHBIE  3IMN30/1a, apTUKYJIUPYIOIIME  TPEXKOMIIOHEHTHYI0  MOJeNnb  Karapcuca —
MPOCTPAaHCTBEHHOE YyTHETEHHE, IPOCTPAHCTBEHHOE CONPOTUBIICHNE U KaTapcuiecKasi KOH(MPOHTAIMs, a TAKKe
(heHOMEHOJIOTHYECKOe TIEPEOCMBICIIEHHE — MIPUYEM KOMIIOHEHT CONPOTHBIICHHS PACIIPEIesIeH MEXIY IBYyMs
SMM30JaMHU: OAMH TOCBSIIEH BpeMEHHOMY pa3phiBy namsatu («[lamsaTe ¥ mpocTpaHCTBO»), a APYrod —
KPHU3HCY IIPOCTPaHCTBEHHOM opueHTarmu («OpueHTanus B 1abupunTey). B mocnenoarensHOCTH «I 0poackast
opraHmzanus» (ocHOBHOW maH: Dyko) MAHONTHUECKHA CBET, HCXOASIIMNA U3 €IUHOTO IIeHTpa, |
MepapXUUecKHi apXUTEKTYPHBIH MaciiTa® IMojBepranyd IepcoHaXka B3TJLILY BIACTH, cOCTaBisiA a3y
yrHereHnsi. B osmmsone «Ilamateh u mpocTpaHcTBO» (OCHOBHOHM YpoBeHB: Jlene3) KpHCTaIMYecKoe
N300pakeHNe U MHIUKATOPBI MOIYJIMPOBAHHOM MaMsATH — YCHJIEHHbBIE H3HOILIEHHON TEKCTypo# (hoTorpadui,
C KOTOPBIMH oOpamaincs CyOBeKT, — TOKa3alu, KaKk BPEMEHHOW pa3pbhlB 3aMaHUBaeT cyObeKkTa B
MCKYCCTBEHHOE IIPOIILIOE, B TO BPEMS KaK IepBbIe MPU3HAKH KaTapCHUECKOTO MPOOYKACHHS CTaN 3aMETHBI
Onarogaps pacmmdpoBke CyOBEKTOM NPOCTPAHCTBEHHOW HCKYCCTBEHHOCTH. B cepunm «OpueHTanusi B
nabupunTe» (ocHOBHOH ypoBeHb: HopOepr-lllynpl) mepcrnekTHBHBIE MCKaXXeHHS M (hparMeHTHPOBaHHOE
OCBEUICHHE — UWHTEpPHpETHpyeMble depe3 KoHIenuuio Jlemesa «mo00ro mpocTpaHCTBa»y —
JIEMOHCTPHPOBATN, KaK JAE30PHEHTAlUs YIIIyOIseTcs MO0 SK3UCTCHIMAIBFHOTO KPHU3UCA, OJHOBPEMEHHO
BBI3BIBASl IICHXMYECKOE CONPOTHUBICHHE, KOTOPOE WHHUIMHPYET KaTapCHUYeCKHi mporecc. B smm3one
«Paxymeunsrii ok u Katapcucy (ocHOBHOW ypoBeHb: HopOepr-lllymei; BTOpmunsril: [lene3 m ®yko)
€CTECTBCHHBII JHEBHON CBET, OTKPBIBAIOINASACS JIMHUS TOPU30HTA, aCUMMETPHs MEXAY 4EIOBEYECKHM H
MaKpoMacITaboM, a TaKKe OpraHuyYecKas TEeKCTypa BMecTe 3aBepimid (a3y (eHOMEHOJOrHYecKOro
nepeceneHus, B KOTOpoi CyOBEeKT BOCCTaHAaBIMBAaeT genius loci W mpeBpamaercss U3 NOKOPHOTO Teila B
KOHCTHTYTHBHBIA areHT, BOCCO3AIOIINI TPOCTPAHCTBO Yepe3 COOCTBEHHYIO MaMsTh. B COBOKyNMHOCTH 3TH
YeThIpe MOCIEAO0BATEeNbHBIE AMM30Ja JEMOHCTPUPYIOT, YTO IPOCTPAHCTBEHHBIH KaTapcUC — 3TO HE
€/IMHUYHBIA KOHEYHBI MOMEHT, @ He00XO0IMMasl LIETIOUKa «yTHETEHHE — COIIPOTUBIICHHE — OCBOOOXKIICHUEY,
KOTOPYIO JIeaeT BO3MOXKHOM Kaxaas u3 ¢as.
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3akJ/ouenue

CrnenoBatenpHO, TaHHOE HCCIEIOBAaHNWE PACKPBIBAET TPEBOXHBIC IOCIEICTBHS aHTHYTONMYECKUX
TOPOJACKUX 00pa3oB Ui BOCIIPUATHS PEalbHOCTH, MAMATH M YyBCTBA IPHHAIICKHOCTH HHAUBHIYyMa, TEM
CaMbIM JIEMOHCTPHUPYS, YTO MPOCTPAHCTBEHHBIN KaTapCHC B KHHEMATOrpade NpeicTaBIsieT cCOOOH EITOCTHBIH
MpoLECC, 3aBEPIIAIONINNCS PEKOHCTPYKINEH IPOCTPAaHCTBA CyObhEKTOM ITOCPEICTBOM COOCTBEHHOM NMaMsITH B
Ka4yecTBe KOHCTHTYTHBHOTO areHra. bbio moka3zaHo, 9TO KaTapCHYECKUIl OTIBIT OCHOBAaH Ha OHTOJIOTMYECKON
BCTpeue CyObeKTa ¢ MPOCTPAHCTBOM. DTO PACXOAUTCS C CYHIECTBYIOIIMMH HAayYHBIMU HCCIICJOBAHUSIMU IO
¢unbmy «TEMHBIH TroOpom», B KOTOPHIX (MIIBM NpPEUMYIIECTBEHHO HHTEPIPETUPOBAJICS Yepe3 NpU3My
9CTeTHKH (uIbMa-Hyap, CBETOBOTO JuW3aifHa, apXeTUINHMYECKOH Ttomorpaduu, KpH3nuca TOPOACKOM
WJICHTUYHOCTH, TNaMSTH/UICHTUYHOCTH WM CEMHOTHKH aTtMoc(ephl, 0e3 TeOpeTHYEeCKOr0 OCMBICICHHS
MPOCTPAHCTBA, BIACTH M CyOBEKTHBALMKM KaK €JHHOTO MPOIECCa; JaHHOE MCCIEAOBAHNE BOCIIOJHSIET 3TOT
npoOesn, UHTErpupyst (QyKoJIbIAUaHCKUE, Jene3ckhue W (eHOMEHOIIOrHYecKue MOAXOAbI B paMKax €IMHON
MHTEPIPETANOHHON Mozenu. JlaHHOe HCcCIeoBaHNE CO3JacT MPOYHYI0 MEXIUCIUIUTMHAPHYIO IUIaThopMy
ULl TUCKYCCHM MEXIy KHHeMarorpadoMm, apXHTeKTypoH M aHTHYTONHYECKOH IHMTepaTypoH, mpeasaras
OpPUTHHAJIFHOE  METOJOJOTMYECKOE  pEUIeHHe Ul HMHTEPIPETaldd  CCHCOPHBIX  acIeKTOB
KHHEMAaTOTpa)MuecKoro  MPOCTPAHCTBA  MOCPEACTBOM  aHANW3a  APXUTEKTYPHBIX  JJIEMEHTOB W
KHHEMaTorpaMuecKNX MHINKATOPOB (CBET, MacuITad, TEKCTypa M MEPCHEKTHBA). JTa MOJEIbh MOXET OBITh
pacmpeHa Ha Jpyrue aHTHYTOINHMYECKHE M KHOEPIaHKOBCKHE KHHEMAaTorpa(uieckue IpeICTaBICHUS H
MOJKET OBITh Jajiee pa3BUTa MOCPEACTBOM MYIbTHUMOJAIBHOTO aHANN3a, BKIIOYAIOIIETO ayJIHOWHANKATOPHI
Hapsy ¢ BU3yaJbHBIMH, UCIIOJIH30BAHHBIMU B JaHHOH padoTe.

KaioueBble ciioBa: KHHO ¥ apXUTEKTypa, MPOCTPAHCTBEHHBIH KaTapcuC, CyOBEKTHUBALWS,
AHTUYTOIMYECKUN ropof, « TEMHBINA Topoay.
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Yapilandirilmis Ozet:
Calismanin Amaci

Modern sinema anlatilarinda distopik kent temsilleri, 6znenin yonelim, bellek ve gergeklik algisini
doniistliren ¢ok katmanli deneyim ortamlari iretmektedir. Sinema ve mimarlik, mekan ile zaman1 eklemleyerek
duygusal olarak bigimlenmis yasanan gevreler tirettikge, mekan duragan bir arka plan olmaktan ¢ikar ve 6zneyi,
anlati mekaniyla biitiinleserek katartik bir bosalim yasayan aktif bir fail konumuna yerlestirir. Ancak sinema
ve mimarlik iizerine mevcut literatiir, mekansal deneyimi agirlikli olarak atmosfer, duygulanim ve dokunsal
mekan gibi kavramlar tizerinden tartigmig; katarsis ile mekansal iiretim arasindaki iliski ise kavramsal olarak
dagimik ve ampirik agidan yeterince incelenmemis durumda kalmigtir. Katarsis genellikle izleyici deneyimine
indirgenmekte, bu deneyimin mekansal ve sinematografik bilesenler araciligiyla nasil yapilandigi ise yeterince
aciklanmamaktadir. Bu ¢alismanin amaci, klasik kuramda salt anlatisal, karakter odakli ya da psikolojik bir
arinma diizeyine indirgenen Kkatarsis kavramini, sinematografik mekan {izerinden zaman-denetim
mekanizmalarimin iirettigi varolugsal sorunlari inceleyerek, kuramsal bir ¢erceve i¢inde mekansal katarsis
olarak yeniden tanimlamaktir. Dark City (1998) filmi, kentsel dokunun siirekli fiziksel doniisiimii araciligryla
mekan-6zne etkilesimini analiz etmedeki 0zgilin potansiyeli nedeniyle arastirmanin odak noktasi olarak
secilmigtir. Arastirmanin temel sorusu, mekansal siirekliligin ve aidiyet duygusunun sistematik bi¢imde
pargalandigi ve kentin anlam ile bellekten yoksun devasa bir sinematik perdeye doniistiigii baskici bir denetim
mekanizmasi altinda, bireyin zihinsel biitiinliigiinii yeniden yapilandirmasinin ve mekansal katarsis araciligiyla
Oznelesmesini tamamlamasinin nasil miimkiin oldugunu ortaya koymaktir; boylece sinematografik mekanin
yalnizca bir arka plan degil, bir direnig alan1 oldugunu goéstermektedir. Bu ¢er¢evede mekansal katarsis,
psikolojik bir rahatlama an1 olarak degil, Oznenin asamali bir ontolojik doniisiimii olarak
kavramsallastiriimaktadir.

Yontem

Bu ¢aligma, mekansal katarsisin var olup olmadigini sinamak yerine, bu siirecin sinematografik mekan
iizerinden nasil igledigini a¢iklamay1 hedefleyen yorumsamaci bir nitel paradigma benimsemektedir (Denzin
& Lincoln, 2011); mekansal katarsis, Foucault’nun disipliner iktidari, Deleuze’iin zaman-imgesi ve Norberg-
Schulz’un yerlesme fenomenolojisi olmak iizere ii¢c kuramsal diizlem iizerinden okunan ii¢ asamali bir esik
stireci (mekansal baski, direnig/katartik ylizlesme ve fenomenolojik yeniden yerlesme) olarak incelenmektedir.
Kuramsal yapiy1 ¢ok katmanli bir cergeve iginde incelemek icin sinematografik mekan analizi modeli
benimsenmistir. iki &lgiite dayanan amagh 6rnekleme yoluyla -kuramsal gesitlilik (ii¢ diizlemin de temsil
edilmesi) ve anlatisal dagilim (baski, direnis ve yeniden yerlesme evrelerinin 6rneklenmesi)- Dark City (1998)
filminden 16 film karesi veri seti olarak belirlenmis, bu kareler dort analitik sekansa (“Kentin Ayarlanig1”,
“Bellek ve Mekan”, “Labirentte Yonelim” ve “Shell Beach ve Katarsis™) dagitilmis olup her sekans dort esik
kare ile temsil edilmistir. Bu kareler, karakterin panoptik gozetim altindaki hareketini, zaman-imge rejiminin
kristallestigi anlar1 ve &znenin varolugsal tutunma c¢abasini simgelemektedir. Sahne bazli gorsel-mekansal
analiz, sinematografik araglar ile kuramsal kavramlar (iktidar, zaman-imge, yerin ruhu) arasindaki ideolojik ve
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mekansal baglantilar1 mikro diizeyde c¢oziimlemek icin kullanilmis, mekansal katarsis gostergeleri 1sik,
perspektif, doku ve dlgek lizerinden belirlenmistir.

Bulgular ve Tartisma

Gorsel-mekansal analiz sonucunda, filmdeki 151k, perspektif, doku ve dlgek gostergelerinin, kentsel
labirent iizerindeki panoptik baskidan bireyin 6znelesme siirecine uzanan dogrusal akisi somutlastirdigi
belirlenmistir. Bulgular kuramsal ¢ergeveyle iliskilendirildiginde, ii¢ bilesenli bir katarsis modelini (mekansal
baski, mekansal direnis ve katartik yiizlesme, fenomenolojik yeniden yerlesme) ifade eden dort ardisik sekans
tespit edilmis; direnis bileseni, biri bellegin zamansal kirilmasina (“Bellek ve Mekan”), digeri mekansal
yonelim krizine (“Labirentte Yonelim”) odaklanan iki sekansa dagilmistir. “Kentin Ayarlanisi” sekansinda
(birincil diizlem: Foucault), tek bir merkezden yayilan panoptik 151k ve hiyerarsik mimari dlgek, karakteri
iktidarin bakisina maruz birakarak baski evresini olugturmustur. “Bellek ve Mekan” sekansinda (birincil
diizlem: Deleuze), kristal imge ve modiile edilmis bellek gdstergeleri, 6znenin elindeki fotograflarin yipranmis
dokusuyla pekistirilerek, zamansal kirilmanin 6zneyi yapay bir ge¢mise nasil hapsettigini ortaya koymus, ayni
zamanda 6znenin mekansal yapaylig1 desifre etmesi yoluyla katartik uyanisin ilk izleri gériiniir hale gelmistir.
“Labirentte Yonelim” sekansinda (birincil diizlem: Norberg-Schulz), Deleuze’iin herhangi bir mekan kavrami
iizerinden okunan perspektif bozulmalar1 ve pargali 1siklandirma, yonelim kaybinin nasil varolugsal bir krize
doniistliglinii, ayn1 zamanda katartik siireci baglatan zihinsel direnisi nasil tetikledigini gostermistir. “Shell
Beach ve Katarsis” sekansinda (birincil diizlem: Norberg-Schulz; ikincil diizlem: Deleuze ve Foucault), dogal
giin 15181, acilan bir ufuk ¢izgisi, insan 6l¢egi ile makro 6lgek arasindaki asimetri ve organik doku bir araya
gelerek fenomenolojik yeniden yerlesme evresini tamamlamis; bu evrede 6zne yerin ruhunu yeniden kurarak
uysal bir bedenden, kendi bellegi araciligiyla mekani yeniden iireten kurucu bir 6zneye doniigmiistiir. Bir biitiin
olarak degerlendirildiginde, bu dort ardigik sekans, mekansal katarsisin tek bir sonlanma ani olmadigini, aksine
her evrenin bir sonrakini mimkiin kildig1 zorunlu bir baski-direnis-yerlesme zincirine dayandigini
gostermektedir.

Sonuc¢

Bu dogrultuda ¢alisma, distopik kent temsillerinin bireyin gergeklik algisi, bellegi ve aidiyet duygusu
iizerindeki tedirgin edici etkilerini ortaya koyarak, sinemada mekansal katarsisin, 6znenin kendi bellegi
araciligiyla mekani1 kurucu bir bilesen olarak yeniden inga etmesiyle tamamlanan biitiinciil bir stire¢ oldugunu
gostermektedir. Katartik deneyimin, 6znenin mekanla kurdugu ontolojik karsilagsmaya dayandigi gosterilmistir.
Bu bulgu, Dark City iizerine mevcut literatiirden ayrismaktadir; s6z konusu literatiir filmi agirlikli olarak kara
film estetigi, 151k tasarimi, arketipal topografya, kentsel kimlik krizi, hafiza/kimlik ya da atmosferik
gostergebilim  iizerinden okumus, mekan, iktidar ve Oznelesmeyi biitiinctil bir siireg olarak
kuramsallagtirmamistir; bu calisma ise Foucaultcu, Deleuzeyen ve fenomenolojik okumalart tek bir
yorumsamact model iginde bir araya getirerek bu boslugu kapatmaktadir. Arastirma, mimari unsurlarin ve
sinematografik gostergelerin (151k, Olgek, doku ve perspektif) analizi yoluyla film mekanmin duyusal
boyutlarini okumaya yo6nelik 6zgiin bir metodolojik Oneri sunarak, sinema, mimarlik ve distopya literatiirii
arasinda giiclii bir disiplinlerarasi tartisma zemini kurmaktadir. Bu model, diger distopik ve siberpunk
sinematografik temsillere de uygulanabilir niteliktedir ve burada kullanilan gorsel gostergelerin yanina isitsel
gostergelerin eklenmesiyle cok modlu bir analize dogru gelistirilebilir.

Anahtar Kelimeler: Sinema ve Mimarlik, Mekansal Katarsis, Oznelesme, Distopik Kent, Dark City.
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Subjectification and Spatial Catharsis in the Dystopian City: An Analysis of Dark City (1998)

Introduction

Architecture and cinema, while grounded in distinct ontological foundations, are two art
forms that interact with one another in structuring the existential experience of the human being
(Pallasmaa, 2012; Bacun et al., 2025, p. 300; Abu-Obeid & Abuhassan, 2024, pp. 1-2). Both
disciplines create an articulation between space and time, incorporating emotionally shaped lived
spaces into either the physical environment or the images reflected onto the cinema screen.
According to Walter Benjamin, architecture and cinema convey the meaning of the visual through
movement and sensory contact, and thus the experience of space occurs through a kinesthetic path
(Pallasmaa, 2012, pp. 159-160). In this context, while a relationship nourished by the interaction of
space, time, and movement comes to light, a common ground emerges in terms of shaping human
experience within a particular spatiality (Yildiz, 2022, p. 1; Mushtaq & Al-Alwan, 2025, p. 142).
The constitution of experience within the triangle of space, time, and movement positions the subject
as an active agent who integrates with the narrative space and experiences a cathartic release through
this integration.

The emotional effect that art produces in the viewer has found its strongest historical
expression in the concept of catharsis, meaning purification and cleansing. Rooted in the definitions
of tragedy in Aristotle’s Poetics, this concept is defined as a spiritual purification through the
emotions of fear and pity (Caglayan, 2021, p. 61; Buluk & Yoon, 2022, p. 76). While catharsis was
regarded in the classical approach as the culminating point of the interaction between narrative and
viewer, it was further deepened in modern film theory through the psychoanalytic approaches of
figures such as Freud, Jung, and Lacan (Buluk & Yoon, 2022, p. 68). Moving beyond the
philosophical dimension from this perspective, the process that develops as a spiritual need of the
individual has revealed not a temporary emotional discharge but the surfacing of elements repressed
in the unconscious, and a multidimensional inner restructuring that the individual undergoes through
crises and traumas (Nussbaum, 1992, p. 278).

While there is no complete consensus in the current literature on how catharsis is produced,
the concept is discussed across a broad terrain, ranging from processes such as empathy and
emotional engagement (Coplan, 2004) to the collective dimension of the viewing experience
(Hanich, 2018). More recent studies show a tendency to associate this experience with catharsis while
addressing it within a broader framework of sensory and cognitive engagement (Jaén Portillo, 2024).
One of the main axes joining these discussions is that catharsis is not merely a narrative- and
character-focused process, but also an experience that emerges through spatial arrangements.
Pallasmaa (2012) treats cinema and architecture as embodied experiential domains and states that the
viewer establishes a sensory identification with cinematographic space.

While spatial experience is discussed in cinema and architecture studies within the
framework of concepts such as atmosphere, affect, and haptic space, the relationship between
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catharsis and spatial production has not been situated on a holistic conceptual ground. Alongside the
scarcity of empirical data, there is conceptual fragmentation; catharsis is generally reduced to viewer
experience, and how this experience is structured through spatial and cinematographic components
remains insufficiently explained. Although studies conducted with limited samples (Zubtsov, 2022)
broaden the discussions, the theoretical integrity of the field is not achieved. This study aims to move
the concept of catharsis beyond approaches that treat it as an emotional discharge belonging to the
viewer, repositioning it as a phenomenological spatial experience directly articulated with the
character's process of subjectification. In this regard, the study aims not to test whether spatial
catharsis exists, but to explain how it operates within the cinematographic space of Dark City; this
choice is a conscious reflection of the interpretive qualitative research paradigm (Denzin & Lincoln,
2011).

The core question of the study develops around how the subject constructs their own
integrity, and thus their catharsis, within a control regime in which spatial continuity and the sense
of belonging are systematically destroyed. In this context, the overcoming of the spatial
manipulations in the film is treated as a process of subjectification and catharsis realized through the
subject’s mental and physical reconstruction of space. The positioning of Alex Proyas’s Dark City
(1998) at the focus of the study rests on a methodological and strategic rationale. Predominantly read
in the literature through film-noir aesthetics or dystopian urban representations, the film carries a
distinctive potential for analyzing space-subject interaction through the continuous physical
transformation of the urban fabric. In this respect, the choice of film creates a strong ground for
discussing catharsis as, beyond an emotional discharge, a form of spatial becoming and resistance.
What renders Dark City distinctive for this research is the cyclical and physical reconstruction of the
urban fabric, the simultaneous operation of memory and spatial manipulation, and the fact that the
subject’s resistance carries not only a cognitive but also a bodily and spatial character. The systematic
and combined construction of these three features renders the film a case that directly corresponds to
the study’s theoretical framework along the Foucault-Deleuze-Norberg-Schulz axis.

The film Dark City (1998) has been the subject of various studies in the literature in terms
of cinematographic space analyses. Existing studies have addressed the film predominantly along
different axes such as film-noir aesthetics (Ertem, 2010; Kahraman, 2009), the narrational functions
of lighting design (Doganer, 2025), archetypal topographies (Kaplan, 2015), urban identity crisis
(Alikhanzadeh, 2025), memory and identity (Diindar, 2008), the semiotics of atmospheric aesthetics
(Uge, 2025), and the use of color (Tanrikulu, 2020). While these studies describe the film’s
cinematographic language and urban atmosphere in various ways, they do not theoretically explain
the relationship between space, power, and the subject as a holistic process. In parallel with this
literature, cinematographic indicators (light, perspective, texture, scale) are adopted in this study as
fundamental tools for deciphering the layers of meaning in the narrative. However, in methodological
terms, the study diverges from this literature by constructing a linear analytical model based on
threshold scenes representing the phases of oppression, resistance, and phenomenological re-
settlement, rather than a thematic or technical classification. While the existing literature reads the
film predominantly as a static assessment, this study addresses the film through a process and
transformation, offering an original reading model that holistically grounds the phased catharsis
experience extending from spatial oppression to phenomenological liberation along the axis of
Foucault, Deleuze, and Norberg-Schulz.

The concept of spatial catharsis, which lies at the focus of the study, possesses an operational
framework distinct from existing theories of place. While spatial catharsis is related to concepts
firmly established in the literature of environmental psychology and architectural phenomenology,
such as sense of place, place attachment, dwelling, and place-making, it diverges from them through
a dimension of ontological rupture. These established concepts describe the relationship of meaning,
identity, and belonging that the subject constructs within a relatively stable, continuous, and familiar
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spatial context; the experience of settlement, which Norberg-Schulz (1980) defines as the human
being’s ability to take existential root in the world, rests upon this stability. Spatial catharsis, by
contrast, does not denote the consolidation of this rooted and secure relationship, but rather the
moment and process through which the subject, amid an entirely lost, fragmented, and manipulated
urban reality, reconstructs their spatial consciousness by being delivered from a profound crisis of
placelessness (Yurtseven & Oguz, 2023) through purification, confrontation, and mental/bodily
resistance. This concept is therefore not a static condition but a dynamic threshold experience
operating through three constitutive components:

1. Spatial oppression (crisis phase); the phase in which the subject is confined by hegemonic
power within an artificial spatial order, becoming alienated through severance from memory
and existential coordinates (Foucault, 1995).

2. Spatial resistance and cathartic confrontation (transition/purification phase); the threshold at
which the subject, through bodily memory and repressed memory, pushes against the
boundaries of the artificial space, fragmenting spatial illusion and experiencing a mental and
perceptual liberation (Casey, 2000; Deleuze, 1997).

3. Phenomenological re-settlement (completion phase); the phase in which the purified and
liberated subject, through their own experience and bodily dynamism, re-signifies space and
reconstructs the spirit of place with a liberated consciousness (Norberg-Schulz, 1980).

The cycle formed by these three components grounds spatial catharsis, beyond a mere
psychological relief, as an ontological transformation process developed against the manipulative
nature of cinematographic space, through which the subject regains their own existential integrity.
In the findings section, these three components are operationalized across four sequences in
accordance with the film’s narrative structure; the second component (spatial resistance) is treated
as two separate sequences — the resistance that emerges on the temporal plane (“Memory and
Space”) and the resistance that emerges on the spatial-existential plane (“Orientation in the
Labyrinth”).

The synthesis of Michel Foucault, Gilles Deleuze, and Christian Norberg-Schulz that
constitutes the theoretical structure of the study represents three complementary strategic planes for
analyzing the complex space-subject interaction in the film. While the film’s oppressive control
mechanism is read through Foucault’s theory of power and space, the fragmented perception of
reality resulting from the continuous transformation of this structure is discussed through Deleuze’s
time-image approach. The belonging and meaning that the character attempts to construct within this
precarious structure are, in turn, interrogated through Norberg-Schulz’s concept of place. This
interdisciplinary framework brings together theoretical planes that are generally kept separate in the
literature, within a holistic perspective in the context of spatial catharsis. The positioning of these
three theorists within the same analytical model rests not on a tension-free epistemological unity but
on a conscious and functional complementarity. Foucault’s post-structuralist analysis of power and
Norberg-Schulz’s phenomenological theory of settlement address the relationship between subject
and space from different ontological grounds. While Foucault positions the subject within power
relations, Schulz centers the subject’s existential bond with the world. This tension functions in the
study as a necessary analytical tension for explaining the spatial logic of Dark City. In this context,
the film’s narrative shows how a phenomenological resistance is born from within an oppressive
structure of power. Deleuze, in turn, functions as the intermediate ground connecting these two poles.
The concept of the time-image, as the threshold moment at which the linear reality imposed by power
is broken by the subject, renders visible the point at which both oppression and liberation intersect.
In this way, the study positions catharsis at the center of the experience of subjectification, offering
the literature an original and new ground for reading.
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Literature Review

The intersection of cinema and architecture, while nourished by a relationship of visual
representation, rests upon an ontological ground that shapes the human being’s mode of existing in
the world. Both cinema and architecture, as disciplines that create physical and visual constructs,
produce lived spaces that parallel Heidegger’s concept of being-in-the-world (Pallasmaa, 2012;
Tobe, 2016, p. 2). While the architectural environment structures our existence in the external world,
cinema likewise constructs an imagistic architecture within the viewer’s memory and perception. In
this context, Merleau-Ponty’s definition of the embodied subject carries architectural experience into
a bidirectional interaction in which the body is simultaneously perceiving and perceived (Asadzadeh
Bonabi, 2025, p. 180). In this process, external reality and internal experience become, in Merleau-
Ponty’s terms, a single intertwined surface in which the world is entirely within us and we are entirely
outside the world (Irwin, 2019, p. 91). In this way, space, stepping outside its static structure,
becomes a phenomenological field of action that triggers the character’s processes of subjectification
and existence at the intersection of sensory experience and cinematographic narrative (Cairns, 2012,

p. 8).

The ontological relationship between cinema and architecture positions both disciplines,
through a phenomenological approach, as holistic experiential domains that produce bodily
responses (Cairns, 2012) and interrogate the materiality of space within a sensory totality. In this
context, Pallasmaa (2005) emphasizes that architecture is, in its essence, a multisensory and haptic
experience. Cinema, in turn, restores bodily presence to the viewer, otherwise known as a passive
observer. This stems from the fact that cinema possesses not merely content watched with the eyes,
but a kinesthetic process felt through the muscles and skin (Pallasmaa, 2012, pp. 159-160). Edward
Casey explains this by emphasizing that remembering is not possible without bodily memory, and
that spatial experience is inscribed as haptic and lived traces (Casey, 2000, p. 172). Sobchack (2004)
defines the cinematic experience as a contact surface established between the viewer and the film
through the screen, noting that the viewer’s bodily perception is reoriented toward the world through
cinema. For this reason, cinematographic space mobilizes the viewer’s memory not through static
visual images, but directly as bodily experience.

Despite this close relationship between memory and body, postmodern urban constructs
continually mislead the subject’s spatial references. This spatial crisis, which can be read through
David Harvey (1990), is concretized in cinema through dystopian scenarios in which the physical
boundaries of the city and its temporal continuity narrow, while the subject, within this compression,
begins to lose their existential bearing. In this context, the city moves away from being a fixed and
meaning-laden place, transforming into a temporary scene continually reproduced through
commercial and visual codes (Gu et al., 2023, p. 9). Thus, as the rupture of spatial continuity weakens
the bond that memory establishes with space, the subject begins to lose the sense of direction and
belonging amid ever-changing surfaces. The reduction of space’s tactile and kinesthetic depth to
momentary visual images and fleeting surfaces (Pallasmaa, 2000; Soares et al., 2015) weakens bodily
experience, displacing the subject from being a multisensory participant into a superficial and passive
position (Asadzadeh Bonabi, 2025, p. 177; Hassan, 2020, p. 59). Consequently, rather than reflecting
human existentiality, the urban environment ceases to be a lived whole, evolving into a giant
cinematic screen within a memorylessness devoid of meaning (Harvey, 1990, p. 303).

The unstable and simulative structure of space, alongside producing a sensory loss, also
maximizes power’s control over the subject, thereby establishing a new spatial order of discipline.
According to Foucault (1995), the Panopticon (Caluya, 2010, p. 624), an architectural diagram of the
modern disciplinary society, automates the operation of power, causing discipline to be internalized
by the subject (Krips, 2010, p. 96). In modern societies, architecture, particularly through the
Panopticon model, creates a continuous invisible surveillance over the individual, which causes the
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individual to feel constantly watched and to shape their behavior in accordance with an internalized
sense of discipline (Foucault, 1995, p. 200). In this way, power evolves from being a physical
instrument of repression targeting the body into a productive mechanism that objectifies individuals,
renders them docile bodies, and controls their behavior at a psychological level (Foucault, 1995, p.
138). In this context, urban space, like a machine that normalizes individuals, becomes an
architectural laboratory of discipline, functioning as an analytical and geometric projection of
hierarchy and visibility (Ledén Casero & Urabayen, 2018, p. 188). Accordingly, the fact that the
panopticon, for Foucault, is not merely a prison but a laboratory directly corresponds to the process,
in the cinematographic narrative, of altering the characters’s memories and adjusting space
accordingly. As urban space is organized according to a diagram of hierarchical surveillance and
generalized visibility, power relations become integrated into people’s daily lives. In the context of
urban planning, indistinct crowds are transformed into partitioned multiplicities that can be analyzed,
counted, and controlled (Foucault, 1995, p. 201). In this process, space reflects a spatialized form of
power in which every individual’s movements are recorded and kept under constant surveillance. As
Foucault (1995, p. 206) notes, this structure is a modern technology of control that requires no
physical coercion, establishing a power over the mind itself and enveloping the whole of society like
an observatory. In the postmodern period, this order has been transformed through Harvey’s (1990)
concept of time-space compression and Hassan’s (2020) definition of digitality. Thus, urban control,
no longer tied to a fixed watchtower, renders the gaze of power effective at all times and everywhere
through a fluid and invisible system (Gray, 2003, p. 320; Cantas & Can, 2022, p. 126). In this way,
the subject can no longer find a space outside this gaze in which to escape. In this new order, which
coincides with Baudrillard’s theories of hyperreality and simulation (Zaltash & Parvaneh, 2014, p.
85), space becomes a variable surface continuously produced by models without origin, while the
distinction between the observer and the observed becomes blurred (Hegarty, 2004, p. 50).

Deleuze’s time-image approach proposes that, in cinematographic experience, time ceases
to be an element dependent on movement, and instead movement becomes dependent on time
(Deleuze, 1997; Flaxman, 2000, p. 6). In this context, with the rupture of chronological continuity,
cause-effect relations weaken, and the subject is positioned within a fragmented perception of time
rather than a linear experience of reality (Powell-Jones, 2015, p. 16). According to Deleuze (1997),
the multilayered structure of time can be explained through the concept of the crystal-image, in which
the present and the past unite (Aydi, 2021, p. 213). In this case, time, while carrying the present
forward within its flow, simultaneously preserves the past (Olivier, 2016, p. 14); the subject’s
experience is thus shaped within a permeable plane at the intersection of the present and the
remembered. Within this structure, in which architectural space enters into an intense interaction
with the character’s memory, the boundary between the real and the imagined also becomes blurred.
Space, ceasing to be the rational and fixed ground on which action takes place, functions as an echo
chamber in which any-space-whatever or emotions resonate (Deleuze, 1997, p. 279; Deleuze, 1986;
Bozkurt Aver & Cetin, 2022, p. 325). Such an order, in which space loses its continuity, signals
control’s ceasing to be an external mechanism and points to a transition phase into societies of control
that are fluid.

According to Norberg-Schulz (1980), the fundamental aim of architecture is to prepare a
ground that renders the human being’s existence in the world meaningful. In this context, architecture
is a psychological and spiritual support that enables the human being to take hold in the world
(Norberg-Schulz, 1980, p. 5). The total relationship established with the architectural environment
is completed by exceeding the mere need for shelter, with the lived space transforming into a genuine
place that produces meaning, belonging, and identity (Wilken, 2013, p. 343). For this experience of
settlement to occur, the individual must be able to establish orientation within their surrounding
environment and identify with that space. According to Norberg-Schulz (1980), this process depends
on the partnership established with the distinctive identity of the space, such that the individual’s
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genuine residing in that place requires developing a meaningful relationship by grasping the spirit of
place (Yurtseven & Oguz, 2023, p. 814). In the simulative atmosphere in which space becomes
destabilized for the sake of elevating the control of power, the subject’s attempt to hold onto space
gains meaning through Norberg-Schulz’s phenomenological approach. On the other hand, Norberg-
Schulz (1980) characterizes the loss of existential grounding in the modern and postmodern period
through the phenomenon of placelessness. The loss of place leads modern humans to become
worldless and to lose their own identity and sense of community and participation. Dystopian and
cyberpunk cities in particular stand out as examples of placelessness, in which the spirit of place
evaporates, chronological continuity is lost, and people become alienated both from their own bodies
and from their environments (Zaltash & Parvaneh, 2014, p. 85). Thus, as the individual’s bond with
space weakens, they begin to be deprived of an existential ground in the world (Wilken, 2013, p.
344). The construction of the city in cinema as an experiential scene within the simulative plane
devised by power causes the place to lose its meaning, thereby giving rise to a problem of
placelessness that prevents the human being from establishing an identity-bearing life in that place.
In this context, the subject’s existential unease stems from causes such as the placelessness of the
spaces in which they might construct meaning, the loss of the possibility of producing belonging,
and the severance from the spirit of place (Ergiin Bilgili & Ding Kalayci, 2021, p. 1040). On the
other hand, in cinematographic construction, non-places of an anonymous and transient nature also
create a possible situation in which they can be transformed, through the subject’s intervention, into
lived spaces that produce belonging and authenticity (Kanl & Bilgic, 2016, p. 126). This possibility
of transformation coincides with Norberg-Schulz’s (1980) approach that architecture must integrate
with the lived world, representing the subject’s desire to reconstruct a reality fragmented by power.
In this context, according to Norberg-Schulz (1980), the act of settlement, even within dystopian
urban orders, is an effort to take existential root in the world by reconstructing the spirit of place
(Norberg-Schulz, 1980, p. 6).

Method

Qualitative research methods grounded in the interpretive paradigm allow phenomena to be
analyzed within a multilayered theoretical framework and enable an in-depth understanding of social
structure (Denzin & Lincoln, 2011, p. 405). Accordingly, through visual-spatial analysis, it becomes
possible to comprehensively interpret, within a qualitative context, the subject’s experiential
processes and their processes of interaction with space. This study is treated as a qualitative film
analysis aiming to examine the transformation of filmic space within the context of power relations,
temporal ruptures, and existential settlement. The primary data source of the research is constituted
by the film Dark City (1998), distinguished by its dystopian urban construction. In the study, the film
is evaluated as a single case, treated as a holistic object of analysis in which the intricate relationships
among space, time, and memory are resolved. The 16 film frames analyzed within the scope of the
study were determined, in line with the purposive sampling method, from among the scenes that most
intensively convey the narrative’s discourse of control, temporal rupture, and settlement crisis.
Before the analysis began, the film was watched in its entirety, and each sequence was noted in terms
of the three determined theoretical planes (the power-space relationship, temporal rupture-crystal
image, and existential orientation-settlement). As a result of this screening, scenes that intensively
satisfied at least one of these planes in visual-spatial terms were given priority. The final 16 frames
were selected from among the prioritized scenes by observing two criteria: in terms of theoretical
diversity, the representation of each of the three planes in the analysis, and in terms of narrative
distribution, the sampling of the phases of oppression, resistance, and phenomenological
resettlement. In cases where more than one scene carried an equivalent theoretical intensity, the frame
creating the most pronounced contrast in terms of visual-spatial indicators was preferred. In terms of
visual structure, these frames are threshold scenes representing the character’s movement under
panoptic surveillance, containing the moments of spatial change at which the time-image regime
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crystallizes, and symbolizing the subject’s existential struggle to anchor themselves. Other scenes
not directly articulated with the analysis of the relevant plane determined within the theoretical
framework were excluded from the scope in order to preserve methodological focus.

The selected film was examined, in line with cinematographic space analysis, through scene-
based visual-spatial analysis across three interrelated planes reflecting the study’s theoretical
framework. In this analytical process, each scene was examined through qualitative indicators
oriented toward the context of spatial catharsis. The indicators of light, perspective, scale, and texture
used in the analysis were selected because they constitute both the foundational physical parameters
of architectural space analysis (Pallasmaa, 2012) and the tools that carry the study’s theoretical axes
onto the cinematographic plane. Light is the visual correlate of Foucault’s logic of panoptic visibility
(the mechanism of disseminating the gaze of power everywhere) (Foucault, 1995, pp. 200-201).
Perspective distortion and loss of depth constitute the spatial indicator of Deleuze’s concepts of
temporal rupture and any-space-whatever (Deleuze, 1997, p. 279; Deleuze, 1986). Scale concretizes
the crushing or liberating effect that the architectural mass surrounding the subject exerts upon the
body (Pallasmaa, 2012, p. 159). Texture, in turn, marks the boundary between the real and the
artificial (Norberg-Schulz’s distinction between the lived place and the simulative surface) on the
haptic plane (Norberg-Schulz, 1980, pp. 5-6). Together, these four indicators make it possible to
trace the cinematographic imprint of the spatial catharsis process extending from power to resistance.
On the first plane, within the framework of Foucault’s theories of the panopticon and power-space,
the relations of control produced through the hierarchical order of the gaze within the frame, the use
of light and shadow, and architectural scale were analyzed. On the second plane, in accordance with
Deleuze’s time-image theory, the modulation of space, visual discontinuity, and the modes of
fragmentation of reality were examined as indicators of any-space-whatever production and temporal
rupture. On the third plane, on the basis of Norberg-Schulz’s phenomenology of settlement, the
character's efforts at orientation and identification within the chaotic spatial construction were read
as indicators of existential anchoring. Through this threefold reading process, the indicators of spatial
catharsis followed throughout the narrative are determined via cinematographic components such as
light, perspective, texture, and scale. In this way, the study demonstrates, through theoretical and
visual evidence, the transformation of space from a simulative plane shaped by power into a
meaningful place in which subjectification becomes possible (Figure 1).
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Cinematographic Space Analysis
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Figure 1. Cinematographic Space Analysis Model
Findings and Discussion

Alex Proyas’s Dark City (1998) narrates the modern subject’s existential struggle at the
intersection of power and time through an urban dystopia. In the film, space emerges as a dynamic
structure shaped around the character’s loss of memory, escape from control, and experience of
subjectification. The scenes selected from the film have been analyzed through a holistic approach
aimed at identifying spatial catharsis within the context of the theoretical framework. Accordingly,
power relations, temporal modulations, and the subject’s effort at settlement are evaluated together
through cinematographic parameters such as light, perspective, architectural scale, and texture. In
this context, the analysis is structured around the axes of “Urban Arrangement”, in which panoptic
oppression is embodied; “Memory and Space”, in which memory is interrogated; “Orientation in the
Labyrinth”, which involves the search for orientation within labyrinthine space; and “Shell Beach
and Catharsis”, in which the artificial urban boundaries dissolve. These four sequences correspond
to the three-component catharsis model defined within the study’s theoretical framework; the second
component, spatial resistance and cathartic confrontation, is followed across two separate sequences
— one focused on the temporal rupture of memory (“Memory and Space”) and the other on the crisis
of spatial orientation (“Orientation in the Labyrinth”).

Urban Arrangement

The primary reading plane of this sequence is Foucault’s theory of panoptic control; the
secondary plane involves an examination through Norberg-Schulz’s concept of placelessness. In
Dark City, the “Urban Arrangement” sequence reflects space as a controlling construct reconfigured
by power every night. The city, transformed into a simulative plane that disrupts memory,
orientation, and the sense of identity, moves away from being a lived place that produces belonging.
Space, as a strategic apparatus, presents a cinematographic construct instrumentalized at the
intersection of power, time, and the subject (Figure 2).
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Figure 2. Urban Arrangement Sequence

In the first scene shown in Figure 2, the fagade section on which the street lamp is focused
exhibits an attitude that preserves the appearance of a living space, yet, in the context defined by
Norberg-Schulz (1980), it nonetheless appears distant from the quality of a genuine place in which
the human being can establish orientation, develop belonging, and form a relationship with the spirit
of place. At first glance, the brick texture, the window openings, and the entrance axis convey a sense
of a lived environment; however, this arrangement evokes an artificial simulation devised by power
to control memory. Against the dark surfaces dominating most of the frame, the dense light radiating
from a single center exposes the subject and the space to the gaze of power, in accordance with
Foucault’s (1995) approach. This high-contrast construction supports the function of a surveillance
instrument that controls docile bodies. Accordingly, in this frame, the conjunction of texture and
light creates an atmosphere of tension that, still far from spatial catharsis, reflects an absolute spatial
oppression and a construction of false reality.

In the second scene, which reflects the centralization of power, a massive clock mechanism
and a facial figure create a focal point, spatializing the concept of control technology in its most
elemental form. In line with Foucault’s (1995) Panopticon model, the space, bearing the quality of a
central watchtower, constitutes the source of the absolute gaze over the city. Against the formation
of spatial depth in the perspectival order, the sequential arrangement of The Strangers reflects their
inclusion within the architectural laboratory of discipline that Foucault (1995) defines as an analytical
and hierarchical space. The dominance of cold green light causes the space to exhibit an artificial
atmosphere, with a reinforcing effect on its laboratory-like quality. In this way, the simulative
structure of the city’s process of arrangement becomes more pronounced, while, on the other hand,
in the context of Norberg-Schulz’s (1980) concept of place, the space’s quality as a lived place is
weakened, eliminating the concepts of belonging and the spirit of place (Figure 2). Accordingly, the
absolute mechanical control established through the panoptic clock mechanism and the sterile
lighting order functions as an oppressive threshold that entirely excludes the possibility of spatial
catharsis and fixes the subject within a temporal-spatial controlling structure.

In the third scene, in which Murdoch’s upward-directed gaze is followed, the character-
environment interaction is read as failing to be established through a balanced spatial relationship.
According to Norberg-Schulz (1980), the development of a sense of orientation is possible insofar
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as the subject can know where they are and establish a meaningful bond with their environment.
However, the expression of helplessness and bewilderment on the character’s face, at the moment
the city is reconfigured, is an indicator that space, moving away from being settleable and
comprehensible, triggers an existential questioning in the subject. The erasure of the horizon line in
the perspective, together with the gaze’s redirection onto the vertical axis, eliminates the possibility
of reading the environment on the horizontal plane, thereby disclosing Norberg-Schulz’s (1980)
concept of placelessness. The character’s sense of physical diminishment, set against the dominant
diffusion of an indeterminate light source in the background, creates a hierarchical conflict of scale.
Evaluated from Foucault’s (1995) perspective, this condition evokes the reduction of the body to a
docile object before disciplinary power. This asymmetrical relationship between light and scale is
read as the transformation of space into a control mechanism that envelops the body (Figure 2).

In the fourth scene, in which the urban fabric begins to change, space ceases to be a fixed
and defined environment, turning toward the fluid plane found in Deleuze’s (1997) time-image
approach. Foucault’s (1995) fixed, enclosed spatial construction within disciplinary societies now
gives way to the concept of modulation, in which control ceases to be an external mechanism and
takes on a fluid structure. The city, moving beyond the context of continuity, evolves into a temporary
surface that can be rewritten at any moment. In the perspectival plane, as the traditional vanishing
points bend, the perception of spatial depth fragments, the experience of linear reality weakens, and
the subject is positioned within a perception of time in which chronological continuity is broken.
Spatial scale, in turn, is defined not through a proportion established with the human body but through
a flexible module continuously changing within the city. In this dynamic order, hard surfaces such
as stone and concrete render the perception of reality indeterminate within a fluid construction.
Texture, accordingly, no longer points to a reassuring material continuity but to a fragile simulation
subject to change at any moment. In this context, the scene represents the most intense conflict
preceding spatial catharsis, deepening through the crisis experienced by the subject and constituting
the threshold of absolute alienation that will trigger the cathartic transformation (Figure 2).

Memory and Space

The primary reading plane of this sequence is Deleuze’s concepts of the crystal-image and
temporal rupture. The secondary plane is served by Foucault’s disciplinary approach to control. In
Dark City, the “Memory and Space” sequence reflects the fact that the past is nourished by fictional
images produced through external interventions. In this process, memory transforms the subject’s
perception of the past, their identity, and their interaction with space into a structure continuously
reconstructed through power’s mechanism of control. Space functions as a cinematographic
apparatus that places the characters’ memories onto a fragmented plane of belonging. Thus,
remembering is transformed into a collective simulation instantaneously produced through the
texture and construction offered by space, while the subject is transformed, within this
cinematographic construction, into a test subject alienated from their own past (Figure 3).
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Figure 3. Memory and Space Sequence

In the first scene shown in Figure 3, as a result of The Strangers injecting new memories into
the sleeping characters with a syringe, memory ceases to be the product of a natural flow of time and
is transformed into an artificial temporality that can be programmed from outside. According to
Deleuze’s (1997) time-image approach, this moment is a representation in which time ceases to be a
consequence of movement, loses its linear flow, and the subject is severed from experience. Memory
now operates not through the subject’s internal accumulation, but through the function of a module
fragmented and reassembled as a result of intervention. With chronological continuity broken in this
way, the cause-effect relationship is abolished, and the subject finds itself within a false past.
Evaluated from Foucault's (1995) perspective, the high-contrast dominance of light in the scene and
the mechanical texture at the moment of injection foreground power’s establishing complete control
over the body, reducing it to a biopolitical object. As a docile body, the subject can no longer establish
a meaningful bond with its environment; the modulated memory thus begins to serve the space of
power in such a way that it can no longer sense the spirit of place.

The second scene is legible as the spatial correlate of Deleuze’s (1997) concept of the crystal-
image. The moment in which Murdoch bends over the old photographs he believes to belong to his
past is a crystallized instant representing the point at which the boundary between the physical reality
of the present and the fictional past becomes permeable. The perspectival construction, which focuses
on the photographs through the character’s tilted posture within the frame, fixes his gaze upon the
surface, allowing him to understand that memory is not a trace of personal experience but, on the
contrary, an external construct formed through material objects. The room in which the character
finds himself'is, like the rest of the city, a module that changes every night. Although the worn texture
of the photographs on the table attempts to attach a false spirit of place to this space, the character’s
questioning bodily movement makes the artificiality of the space felt. The manner in which the lamp
illuminates the frames evokes power's transformation not only of the city but also of memories into
objects of control. Here, light is used not to illuminate the space but to display the injected memory.
Accordingly, space, as Deleuze (1997) states, is transformed into an echo chamber in which emotions
resonate (Figure 3). In this echo chamber, in which the mechanisms of oppression persist, the
deciphering of artificiality through texture and light, while still far from spatial catharsis,
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demonstrates that this scene brings to light the mental awakening and the first trace of sensory
catharsis that will trigger purification.

The third scene, in which the Shell Beach billboard is shown, is one of the threshold moments
in which a bright surface emerges within the dirty and dark texture of the city. This billboard scene
presents an instance of the crystal-image, in which the dark urban reality of the present coincides on
the same plane with the luminous image of the past. For the character, this image, despite carrying a
function belonging to the past of memory, also demonstrates the rupture of chronological continuity
due to its being inaccessible. Through the illusory horizon line it creates in perspective, the billboard
attempts to give the character a sense of orientation, but the two-dimensional artificiality behind this
effect is recognized as part of the urban simulation. Accordingly, owing to the concrete bond the
subject fails to establish with its environment, the concept of way-finding, which Norberg-Schulz
(1980) considers necessary for meaningful existence, is suspended. Read from Deleuze’s (1997)
perspective through the sharp contrast that the light emitted by the billboard forms with the urban
shadows, the city functions as a controlling apparatus that continuously reconfigures the subject’s
perception of reality, incessantly testing memory and identity (Figure 3). Against this, the
deciphering of the artificial horizon line and the false texture by the subject as an object of simulation
functions as a trace of mental catharsis that unsettles spatial oppression and prepares the final
purification.

The fourth scene, in which The Strangers alter a family’s class status and memory structure
while adjusting the city, is one of the fundamental moments in which spatial modulation is read in a
highly effective manner. The transformation here reflects Deleuze’s (1997) transition to societies of
fluid control. In this sense, the subject no longer carries a fixed identity but is instead compelled to
act in accordance with the architectural modulation of the space in which it is placed. Accordingly,
the character is not present in that space because he remembers who he is; rather, he becomes that
person owing to the artificial texture offered by the changing module. Through the symmetrical
perspective framed from directly overhead, the characters are shown as test subjects of a laboratory
of control. The arrangement of the characters within the geometric order of the table indicates, in
Foucault’s (1995) context, that the individual is held under a governable discipline. At the same time,
contrary to the concept of meaningful place defined by Norberg-Schulz (1980), the textural effect
produced by the furnishings within the space creates an artificial sense of lived experience. At the
intersection of texture and perspective, it becomes evident that the class identity imposed upon the
characters bears no relation to a personal past (Figure 3).

Orientation in the Labyrinth

Norberg-Schulz’s phenomenology of disorientation and placelessness defines the primary
plane of this sequence, while Deleuze’s (1986) concept of any-space-whatever functions as the
secondary plane. In Dark City, the phenomenon of the labyrinth is structured not merely as a physical
spatial complexity but as an experiential apparatus that interrogates the subject’s existential
coordinates. The “Orientation in the Labyrinth” sequence offers a network of coverage extending
from the micro scale to the macro scale. Through cinematographic indicators, the urban structure,
becoming decontextualized, transforms into a labyrinth simulation that eliminates orientation and
constitutes an artificial reality devised by power (Figure 4).
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Figure 4. Orientation in the Labyrinth Sequence

The first scene in Figure 4 is part of the sequence in which Murdoch attempts to flee the
hotel; it reflects a repeating vertical labyrinth construction of corridors, stairwells, and exitless
passages arranged in a loop. According to Norberg-Schulz (1980), the formation of a sense of
existential orientation is necessary for a human being to establish a meaningful bond with their
environment. However, the unstable interior construction seen in this sequence fails to provide the
subject with a sense of shelter and belonging. The vertical wall perspective within the frame is a
construction that represents the disconnected passages giving rise to this unstable structure. In this
order, in which space loses its continuity, the character’s dark silhouette, as defined by Deleuze’s
(1986) concept of any-space-whatever, does not belong to a particular place but instead exists within
a directionless and decontextualized field of movement. The local illuminations within the space,
rather than supporting spatial continuity, fragment it, creating sharp contrasts. This fragmented
lighting effect further diminishes the subject’s sense of way-finding. Within this interior
construction, in which the disciplinary order is presented in invisible form, the subject, despite being
in constant motion, cannot verify within which system it is positioned. Space is thereby transformed
into a micro-power labyrinth enveloping the body. This micro-labyrinth construction, in which
orientation is rendered impossible, demonstrates that the subject undergoes a complete spatial
entrapment, constituting a negative threshold far from the phenomenon of spatial catharsis that
provides purification and liberation.

The second scene, which reflects the composition in which The Strangers gather around the
circular model of the city in the laboratory, represents the hierarchical order pertaining to the
relationship between the labyrinth and orientation (Figure 4). Orientation is a concept realized
through the organic bond the subject establishes between earth and sky (Norberg-Schulz, 1980),
whereas, once this bond is severed, the city is transformed into a zone of simulation devised by
power. The cinematographic perspective, through the radial lines on the ground and the arrangement
of the characters, directs the gaze straight toward the center of the circular table and the focal point
of control. At this point, one senses the evolution of a small-scale object into a large-scale mechanism
of control. The artificial illumination that emerges through cold-green light strips the urban labyrinth
of its experiential dimension, reducing it to a sterile laboratory object. The subject, having lost their
orientation within this labyrinth, becomes articulated into the artificial reality imposed by power.
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The third scene reflects a phase of psychological dissolution in which the negative effects of
the urban labyrinth on the subject’s memory come to light. In line with the experiences of
disorientation and placelessness within the city, the interior space is reconfigured as a memory-space
in which the subject produces existential interrogations. In phenomenological settlement theory, the
concept of home is a shelter in which the human being can take root on earth and feel safe against
the chaotic structure of the external world (Norberg-Schulz, 1980). In this scene, however, the home,
understood to have lost its protective quality, resembles a claustrophobic extension of the urban
labyrinth. The spiral drawings the character has carved onto the walls and ceiling, combined with the
low and narrow scale construction of the space, indicate that circular dead-ends have replaced fluidity
in the urban morphology. The cinematographic perspective creates a visual compression in which
focus is continually drawn to the center and then repositioned onto the surface. Accordingly, within
a spatial perspective that provides no legibility, the characters are effectively swallowed by the
drawings. This sense of being swallowed is heightened by a fragmented and low-intensity lighting
effect. The harsh artificial illumination coming from the right of the frame foregrounds the
character’s hand movements while leaving the rest of the room in shadow. In this way, as in
Deleuze’s concept of any-space-whatever, the functional and holistic structure of space is
fragmented, leaving the characters within an indeterminate and dark visual void in which they lose
their orientation. In this scene, in which psychological dissolution is read, space functions as a
projection in which a detective who perceives the urban labyrinthine order is isolated by power, and
in which the crisis of memory, control, and orientation becomes intertwined (Figure 4). In this
context, the scene represents the strongest negative trace of catharsis, one in which the subject
initiates a determined awakening toward catharsis by deciphering spatial control.

The fourth scene shows a composition in which the city’s circular form, suspended in outer
space, comes into view at the overall scale. Within a construction in which the horizon line has
entirely disappeared, the earth and the sky are seen to have completely lost their meaning.
Accordingly, as the natural coordinates through which the characters could develop spatial belonging
are erased, the city is transformed into an infinite space of directionlessness, severed from its
existential ground. The city’s micro-labyrinthine construction is felt here at the macro level through
the effect of perspective and scale. The city is thus perceived as a closed experimental apparatus
observed from outside. The moment of artificiality’s emergence is read, from the perspective of
Foucault's (1995) theory of disciplinary power, as the fragmentation of the panoptic mechanism’s
outermost periphery. The low-intensity illuminations on the city’s surface have a reinforcing effect
on the construction of a controlled mechanism rather than a sense of life (Figure 4). This regenerated
state of directionlessness, combining with the panoptic periphery’s fragmentation and the emergence
of artificiality at the macro scale, thereby represents the most radical physical rupture and threshold
of liberation that will carry the subject from being a test subject to spatial catharsis.

Shell Beach and Catharsis

While the primary reading plane of this sequence is Norberg-Schulz’s theory of
phenomenological re-settlement, the secondary plane is served jointly by a reading of temporal
liberation through Deleuze’s time-image framework and Foucault’s dissolution of the panoptic
periphery. The “Shell Beach and Catharsis” sequence, which constitutes the rupture point of Dark
City (1998), is the central focus at which the boundaries of the urban labyrinth dissolve and liberation
becomes spatialized. The spatial catharsis here is a phased process of purification that begins with
the fracturing of the city’s periphery, continues through the bending of panoptic control before the
subject’s mental superiority, and is completed with daylight reflecting onto the city for the first time.
In this process, the artificial urban space undergoes a phenomenological evolution in which the
concepts of settlement and orientation are reconstituted (Figure 5).
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Figure 5. Shell Beach and Catharsis Sequence

The first scene in Figure 5 represents the moment of liberation at which urban artificiality
comes to an end on the spatial plane, through the tearing of the false advertisement poster at the city's
outermost boundary and the breaking of the brick wall behind it with an axe, in order to reach Shell
Beach. Examined in Foucault’s (1995) context, this moment is the physical fragmentation of the
panoptic shell through which disciplinary power renders the subject docile. Accordingly, this marks
the first instance in which the spatial boundaries of power are transgressed. The rough texture created
by the brick and paper layers of the wall exposes the artificial urbanization, while the perspective of
infinite spatial void seeping through behind the wall discloses the directionless plane found in
Deleuze’s (1986) approach to any-space-whatever. The silhouettes of the characters emphasize the
asymmetry between the human scale and the macro scale as defined by Norberg-Schulz (1980). This
asymmetry, however, presents not a moment of crushing but an experience of liberation from false
coordinates. Accordingly, this scene, through the fracturing of the urban labyrinth’s periphery and
the complete unsettling of the simulation, transforms into the most concrete physical indicator of
spatial catharsis, initiating the final phase of purification and subjectification.

In the second scene, shaped around the collective mind and the “Tuning” battle, collective
power confronts the subject’s mental superiority. In this encounter, the docile body, having been
exposed to the gaze of power, now acquires spatial force and initiates the process by which the
panoptic mechanism of control is physically bent and fragmented. The dynamic, dense waves of light
radiating from Murdoch’s body, positioned at the center of the frame, demolish the dark and static
texture of the urban labyrinth. Before this mental wave produced at the human scale, power’s
crushing force at the macro scale, enveloping the entire city, begins to disappear. This spatial rupture,
in accordance with Deleuze’s (1997) time-image approach, produces a crystallized moment in which
time, becoming independent of movement, loses its linear and chronological flow. As the cause-
effect relations that power has established over memory and space weaken, the subject, purified of
the fragmented experience of false reality, is positioned within a pure temporality. Accordingly, the
scene presents a fluid experience of spatial catharsis in which the rational, geometric urban form
imposed by power, through its bending and fragmentation before the subject’s mental superiority, is
transformed such that the passive body becomes the constitutive subject that reproduces space.
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In the third scene, sunlight dawns upon the city for the first time, and spatial control gives
way to subjectification. As the organic bond between earth and sky, which Norberg-Schulz (1980)
defines as necessary for meaningful existence, is finally re-established together with natural daylight,
the subject’s sense of existential orientation within space also reaches genuine ground. On the
cinematographic plane, the indicator of light ceases to be an instrument used by power to control the
city and is transformed into a holistic indicator of subjectification that ensures the legibility of space.
In the visual composition, the city’s limited scale structure, which had until that moment enveloped
the subject, expands and is liberated in the face of the universal macro scale appearing at the horizon
line. The artificiality imposed by Foucault’s (1995) disciplinary order is dissolved through this
construction of light, disclosing a new spatial experience integrated with a vital atmosphere. In this
final scene, in which darkness and the temporal cycle are broken, daylight, by fragmenting the urban
labyrinth, completes spatial catharsis by transforming it into a genuine plane upon which the subject
can construct their own existential geography (Figure 5).

The fourth scene reflects the phase of integration in which Murdoch, after winning the battle,
reaches the real sea and the pier at the boundary of the city, in which the labyrinthine experience is
entirely overcome, and in which the subject constructs their own existential space on earth. Within
the context of Norberg-Schulz’s (1980) theory of phenomenological settlement, this composition is
the spatial realization of the natural geographical references that a human being requires in order to
take root in the world. At this point, the subject, for the first time, establishes a bond with an
environment whose boundaries have become clear and meaningful. On the cinematographic
perspectival plane, the wooden pier, extending resolutely from the center of the frame, constitutes a
spatiality representing the passage from artificiality to reality. This linearity puts an end to the circular
labyrinthine construction that dominates the artificial city, while the clarified horizon line also breaks
the city’s claustrophobic scale structure. The indicator of texture, emerging through the natural and
lived qualities of wood and water, shows, from Norberg-Schulz’s (1980) perspective, that the subject
has attained a livable experience of place. The disclosure of the spirit of place in this way restores
the subject, fragmented by power, to their own existential integrity, transforming them from one who
consumes space into a genuine subject who reproduces it of their own will. The natural reflections
of daylight on the sea's surface and the character’s silhouette, turned away from view, purify the
space entirely of panoptic surveillance, transforming it into a personal domain of freedom. This final
scene concludes the problem of orientation by transforming the subject’s own memory-image of
space into physical reality. At this stage, all the boundaries of the labyrinth are dissolved, and a
genuine subjectification becomes integrated with a serene experience of spatial catharsis.

Conclusion and Recommendations

In this study, the relationships of orientation, memory, and control produced by a
cinematographic narrative through the conflict of spatial and mental boundaries were examined, in
the context of the film Dark City, through cinematographic space analysis. Within the framework of
the findings obtained, it was analyzed that, according to Norberg-Schulz’s (1980) definition of
settlement, the spaces in the film prevent the subject from establishing a meaningful bond with their
environment; that, through Deleuze’s (1986) concept of any-space-whatever, spatial continuity is
fragmented and transformed into decontextualized surfaces of circulation; and that, within the scope
of Foucault’s (1995) approach to disciplinary power, the city reconstructs the subject’s memory
through invisible mechanisms of control. On the cinematographic plane, the indicators of light,
perspective, texture, and scale have concretized the linear flow extending from power’s control over
the urban labyrinth to the individual’s process of subjectification.

The first phase, in which power designs the city as a panoptic labyrinthine domain through
an artificial temporal cycle and a claustrophobic macro scale, is shaped as the spatial correlate of
Foucault’s (1995) theory of disciplinary control. In this process, the subject’s transformation into a
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passive consumer through the erasure of memory constitutes an opposition to Norberg-Schulz’s
(1980) existential orientation. In contrast, the continual re-fracturing of chronological time within
the narrative and the bending of space concretize, within Deleuze’s (1997) framework, the time-
image that disrupts linear temporal perception, and the urban labyrinth is transformed into a crystal-
image in which past and future, reality and simulation, become intertwined. Accordingly, the most
significant threshold disclosed in the findings is that spatial dominance is not absolute but is instead
bendable and fragmentable before the subject’s mental dynamism. This bending enables the
dissolution of the artificial boundaries constructed by power, carrying the subject toward a liberating
threshold of spatial catharsis. In this context, the axis of dissolution and transformation extending
from Deleuze’s (1986) concept of any-space-whatever to Norberg-Schulz’s (1980) notion of the
spirit of place is read as the disclosure of subjectification and spatial catharsis on the cinematographic
plane.

The analysis conducted across four sequences reveals that spatial catharsis operates as a
linear and phased process. In the “Urban Arrangement” sequence, the panoptic light and hierarchical
scale order concretized the oppression phase in which the subject is severed from their spatial
coordinates. In the “Memory and Space” sequence, the crystal-image and modulated memory
indicators rendered visible how temporal rupture traps the subject within an artificial past. In the
“Orientation in the Labyrinth” sequence, perspective distortions and fragmented lighting order
demonstrated how the loss of orientation turns into an existential crisis, while simultaneously
showing that this crisis also triggers mental awakening. In the “Shell Beach and Catharsis” sequence,
the conjunction of natural daylight, the opening horizon line, and the wood-water texture completed
the phase of phenomenological re-settlement, in which the subject re-signifies space and establishes
genius loci. When these four sequences are considered as a whole, it becomes evident that spatial
catharsis rests not merely on a single final scene but on a chain of process in which oppression,
resistance, and liberation necessitate one another along a shared axis. When these findings are
compared with the existing literature, the study’s original contribution emerges more clearly. Studies
at the intersection of cinema and architecture address catharsis predominantly at the level of viewer
experience and emotional response, keeping its spatial and cinematographic dimension limited and
failing to relate it to the process of subjectification. This study closes this gap by jointly operating
Foucault’s analysis of panoptic power, Deleuze’s theory of the time-image, and Norberg-Schulz’s
phenomenological approach to settlement, offering an original reading model that systematically
grounds spatial catharsis at both the conceptual and the cinematographic-indicator level. In this
regard, the study aims not to test the existence of spatial catharsis but to demonstrate how it operates
within cinematographic space. This choice is a conscious reflection of the explanatory qualitative
research paradigm (Denzin & Lincoln, 2011). The core inference obtained in the study is the
theoretical redefinition of the concept of spatial catharsis achieved through the synthesis of the
findings. In this regard, spatial catharsis in cinema is a process completed by the subject’s assuming
a constitutive role in reproducing space by transcending an oppressive architectural order through
their own memory, and thus by their subjectification. Accordingly, the study demonstrates that, by
carrying the concept beyond psychological purification, a new reading of spatial catharsis can be
undertaken through cinematographic narrative on the ground of existential orientation,
phenomenological settlement, and subjectification.

The concretization of the concept of spatial catharsis through cinematographic indicators
(light, scale, texture, perspective) constitutes a methodological proposal for reading the sensory
dimensions of space in film analyses. This reading, constructed through the relationship between
indicator and theory, can be further developed through the analysis of urban dystopias and cyberspace
designs across different cinematographic genres. In this scope, the processes of spatial catharsis and
subjectification can be deepened through multimodal semiotic analyses by addressing them also in
the context of auditory indicators articulated alongside visual indicators. The study demonstrates that
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dystopian urban representations, while producing visual atmosphere, also establish determining
effects on the individual’s perception of reality, construction of memory, and relations of belonging.
In this respect, the study, by revealing that spatial catharsis is a phased process operating through the
stages of oppression, resistance, and phenomenological re-settlement, fills the conceptual gap at the
intersection of cinema and architecture, offering an original interdisciplinary reading model in terms
of the relationship between cinema and architecture, phenomenological space studies, and dystopia
research.
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Distopik Kentte Oznelesme ve Mekansal Katarsis: Dark City (1998) Uzerine Bir Coziimleme

Giris

Mimarlik ve sinema, farkli ontolojik temellere sahip iki ayri disiplin olup, ayn1 zamanda
insanin varolugsal deneyimini yapilandirma agisindan birbiriyle etkilesim i¢cinde olan iki sanat dalidir
(Pallasmaa, 2012; Bac¢un vd., 2025, s. 300; Abu-Obeid & Abuhassan, 2024, s. 1-2). Bu disiplinlerin
her ikisi de mekan ve zaman arasinda bir eklemlenme yaratarak fiziksel gevreye veya sinema
perdesine yansiyan goriintiilerin i¢ine duygularla bigimlenmis yasanan mekanlar1 dahil ederler.
Walter Benjamin’e gére mimari ve sinema, hareket ve duyusal temas ile gorselin anlamini iletir,
dolayisiyla mekani deneyimleme, kinestetik bir yol araciligiyla gerceklesir (Pallasmaa, 2012, s. 159-
160). Bu baglamda, mekan, zaman ve hareket etkilesiminden beslenen bir iliski aciga ¢ikarken, belirli
bir uzamsallikta insan deneyimini sekillendirme yoniinden ortak bir zemin olusmaktadir (Yildiz,
2022, s. 1; Mushtaq & Al-Alwan, 2025, s. 142). Deneyimin mekan, zaman ve hareket tiggeninde
kurulmasi, 6zneyi anlati mekaniyla biitiinlesen ve bu biitiinlesmeyle katartik bir bogsalim yasayan
aktif bir konuma getirmektedir.

Sanatin izleyicide yarattigi duygusal etki, tarihsel siirecte en giiglii ifadesini arinma ve
temizlenme anlamina gelen katarsis kavraminda bulmustur. Kokenleri Aristoteles’in Poetika
eserindeki trajedi tanimlarina dayanan bu kavram, korku ve merhamet duygular1 iizerinden ruhsal bir
arinma olarak tanimlanmaktadir (Caglayan, 2021, s. 61; Buluk & Yoon, 2022, s. 76). Katarsis, klasik
yaklagimda anlat1 ve izleyici etkilesiminin doruk noktasi olarak goriilmekte iken, modern sinema
teorisinde ise Freud, Jung ve Lacan gibi isimlerin psikanalitik yaklagimlariyla derinlestirilmigtir
(Buluk & Yoon, 2022, s. 68). Bu perspektifte felsefi boyutun 6tesine gecerek, bireyin ruhsal bir
ihtiyac1 olarak geligen siireg, gecici bir duygusal tahliye yerine, bilin¢altinda bastirilmis unsurlarin
ylizeye ¢ikisi ve bireyin krizler ile travmalar iizerinden yasadigr ¢ok boyutlu bir i¢sel yeniden
yapilanmay1 ortaya ¢ikarmigtir (Nussbaum, 1992, s. 278).

Gilinlimiiz literatiiriinde katarsisin {iretilme bicimleri lizerine tam bir uzlasi bulunmamakla
birlikte, kavram, empati ve duygusal etkilesim gibi siireglerden (Coplan, 2004), izleme deneyiminin
kolektif boyutuna (Hanich, 2018) kadar genis bir zeminde tartigilmaktadir. Daha giincel ¢alismalar
bu deneyimi katarsisle iliskilendiren ancak daha genis bir duyusal ve biligsel etkilesim alani
cercevesinde ele alan egilimler gostermektedir (Jaén Portillo, 2024). Bu tartigmalara eklemlenen ana
eksenlerden biri ise, katarsisin salt anlati ve karakter odakli bir siire¢ olmayip, ayn1 zamanda
mekansal diizenlemeler araciligiyla beliren bir deneyim olmasidir. Pallasmaa (2012), sinema ve
mimarlig1 bedenlenmis deneyim alanlar1 olarak ele almakta ve izleyicinin sinematografik uzamla
duyusal bir 6zdeslik kurdugunu belirtmektedir.

Sinema ve mimarlik g¢aligmalarinda, atmosfer, duygulanim ve dokunsal mekan gibi
kavramlar c¢er¢evesinde mekansal deneyim tartisilirken, katarsisin mekansal {iretimle olan iligkisi
biitiinciil bir kavramsal zemine oturtulmamistir. Ampirik verilerin azligi ile birlikte kavramsal bir
dagimiklik mevcuttur; katarsis genellikle izleyici deneyimine indirgenmekte ve bu deneyimin
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mekansal ve sinematografik bilesenlerle yapilanisi yeterince ag¢iklanmamaktadir. Simirh
orneklemlerle yapilan ¢aligmalar (Zubtsov, 2022) tartismalar1 genisletse de, alanin teorik biitlinligii
saglanamamaktadir. Bu ¢aligma, katarsis kavramini, izleyiciye ait duygusal bir tahliye olarak ele alan
yaklagimlarin 6tesine tasiyarak, karakterin 6znelesme siireciyle dogrudan eklemlenen fenomenolojik
bir mekan deneyimi olarak yeniden konumlandirmay:r amaglamaktadir. Bu dogrultuda calisma,
mekansal katarsisin var olup olmadigin1 smamak yerine onun Dark City’nin sinematografik
mekaninda nasil isledigini agiklamay1 hedeflemektedir; bu tercih, yorumsamaci nitel aragtirma
paradigmasinin bilingli bir yansimasidir (Denzin & Lincoln, 2011).

Caligmanin temel sorusu, mekansal siirekliligin ve aidiyet hissinin sistematik olarak yok
edildigi bir denetim diizeni icinde 6znenin kendi biitiinliigiinii, dolayistyla katarsisini nasil kurdugu
iizerine gelismektedir. Bu baglamda filmdeki mekansal maniptiilasyonlarin asilmasi, 6znenin mekan
zihinsel ve fiziksel olarak yeniden insa etmesiyle gerceklesen bir 6znelesme ve katarsis siireci olarak
ele alinmaktadir. Alex Proyas’in Dark City (1998) filminin ¢alismanin odagina yerlestirilmesi
metodolojik ve stratejik bir gerekceye dayanmaktadir. Literatiirde ¢ogunlukla kara film estetigi ya
da distopik kent temsilleri {izerinden okunan film, kentsel dokunun siirekli fiziksel doniigiimil
iizerinden mekan ve 6zne etkilesimini analiz etmek agisindan 6zgiin bir potansiyel tagimaktadir. Bu
yoniiyle film se¢imi, katarsisin, duygusal bir tahliyenin 6tesinde, mekansal bir olus ve direnis bigimi
oldugunu tartismak icin giiclii bir zemin yaratmaktadir. Dark City’yi bu arastirma i¢in 6zgiin kilan,
kentsel dokunun dongiisel ve fiziksel olarak yeniden insa edilmesi, bellek ile mekan
manipiilasyonunun eszamanli islemesi ve 6znenin direnisinin yalnizca biligsel degil bedensel ve
mekansal bir nitelik tasimasidir. Bu ii¢ 6zelligin bir arada ve sistematik bicimde kurgulanmasi, filmi
calismanin Foucault-Deleuze-Norberg Schulz eksenindeki kuramsal ¢ergevesi i¢in dogrudan karsilik
bulan bir 6rnek haline getirmektedir.

Dark City (1998) filmi, sinematografik mekan analizleri agisindan literatiirde ¢esitli
calismalara konu olmustur. Mevcut ¢aligmalar filmi agirlikli olarak kara film estetigi (Ertem, 2010;
Kahraman, 2009), 1sik tasariminin anlatisal iglevleri (Doganer, 2025), arketipal topografyalar
(Kaplan, 2015), kentsel kimlik krizi (Alikhanzadeh, 2025), hafiza ve kimlik (Diindar, 2008),
atmosferik estetigin gostergebilimi (Uge, 2025) ve renk kullanimi (Tanrikulu, 2020) gibi farkli
eksenlerde ele almistir. Bu ¢aligmalar filmin sinematografik dilini ve kentsel atmosferini ¢esitli
bicimlerde betimlemekle birlikte, mekan, iktidar ve 6zne arasindaki iligkiyi biitiinciil bir siire¢ olarak
kuramsal diizeyde aciklamamaktadir. S6z konusu literatiirle paralel olarak sinematografik
gostergeler (1s1k, perspektif, doku, 6lgek) bu ¢alismada anlatinin anlam katmanlarini desifre etmek
i¢in temel araglar olarak benimsenmektedir. Ancak ¢alisma yontemsel baglamda, tematik veya teknik
bir siniflandirma yerine, baski, direnis ve fenomenolojik yeniden yerlesme asamalarini temsil eden
esik sahneler tizerinden dogrusal bir analiz modeli kurmasiyla s6z konusu literatiirden ayrigmaktadir.
Mevecut literatiir, filmi agirlikli olarak bir durum tespiti olarak okurken; bu ¢alismada film, bir siireg
ve doniligiim {izerinden ele alinmakta, mekansal baskidan fenomenolojik 6zgiirlesmeye uzanan
asamal1 katarsis deneyimini Foucault, Deleuze ve Norberg-Schulz ekseninde biitiinciil bigimde
temellendiren 6zgiin bir okuma modeli sunulmaktadir.

Caligmanin odaginda yer alan mekansal katarsis kavrami, mevcut yer kuramlarindan farkli
bir operasyonel cerceveye sahiptir. Mekansal katarsis, yer duygusu (sense of place), yere bagllik
(place attachment), yerlesme/ikamet (dwelling) ve yer yapimi (place-making) gibi g¢evresel psikoloji
ve mimari fenomenoloji literatiiriinde koklii bigimde yer etmis kavramlarla iligkili olmakla birlikte,
onlardan ontolojik bir kirilma boyutuyla ayrismaktadir. S6z konusu yerlesik kavramlar, 6znenin
gorece istikrarly, stirekli ve tanidik bir mekansal baglamla kurdugu anlam, kimlik ve aidiyet iliskisini
betimlemektedir; Norberg-Schulz (1980)’un insanin diinyada varolussal kok salabilmesi olarak
tamimladig1 yerlesme deneyimi, bu istikrara dayanir. Mekansal katarsis ise bu koklii ve giivenli
iliskinin pekigsmesini degil, tam tersine biitiiniiyle yitirilmis, par¢alanmis ve manipiile edilmis bir
kentsel gerceklik icinde 6znenin yasadigi derin yersizlesme krizinden (Yurtseven & Oguz, 2023) bir
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arinma, ylzlesme ve zihinsel/bedensel direnis yoluyla kurtularak mekansal bilincini yeniden insa
etme anini ve siirecini ifade eder. Dolayisiyla bu kavram, duragan bir durumdan ziyade, {i¢ kurucu
bilesen iizerinden isleyen devingen bir esik deneyimidir:

4. Mekansal baski (kriz evresi); 6znenin egemen iktidar tarafindan yapay bir mekansal diizene
hapsedildigi, bellek ve varolussal koordinatlarindan koparilarak yabancilastirildigi asamadir
(Foucault, 1995).

5. Mekansal direnis ve katartik yiizlesme (gegis/arinma evresi); 6znenin beden hafizasi ve
bastirilmis bellegi araciligiyla yapay mekanin siirlarini zorladigi, mekansal yanilsamay1
pargalayarak zihinsel ve algisal bir 6zgiirlesme yasadigi esiktir (Casey, 2000; Deleuze,
1997).

6. Fenomenolojik yeniden yerlesme (tamamlanma evresi); arinan ve dzgiirlesen 6znenin, kendi
deneyimi ve bedensel devingenligiyle mekani yeniden anlamlandirarak yerin ruhunu 6zgiir
bir bilingle yeniden kurdugu asamadir (Norberg-Schulz, 1980).

Bu ¢ bilesenin olusturdugu dongili, mekansal katarsisi salt psikolojik bir rahatlamanin
Otesine tasiyarak, sinematografik mekanin manipiilatif dogasina kars1 gelistirilen ve 6znenin kendi
varolussal biitiinliiglinii geri kazandig1 ontolojik bir doniisiim siireci olarak temellendirmektedir.
Bulgular boélimiinde bu ii¢ bilesen, filmin anlati yapisina bagli olarak dort sekans iizerinden
operasyonellestirilmistir; ikinci bilesen (mekansal direnis), zamansal diizlemde beliren direnisi
(“Bellek ve Mekan”) ve mekansal-varolussal diizlemde beliren direnisi (“Labirentte Y6nelim”) ayri
sekanslar olarak ele almaktadir.

Caligmanin kuramsal yapisini olusturan Michel Foucault, Gilles Deleuze ve Christian
Norberg-Schulz sentezi, filmdeki karmagik mekan-6zne etkilesimini ¢éziimlemek i¢in tamamlayici
iic stratejik diizlemi temsil etmektedir. Filmin baskici denetim mekanizmasi, Foucault’nun iktidar ve
mekan kurami lizerinden okunurken, bu yapimin siirekli donlismesi sonucu pargalanmig gergeklik
algisi, Deleuze’lin zaman-imge yaklagimiyla tartigilmaktadir. Karakterin bu hassas yapi icinde
kurmaya ¢alistig1 aidiyet ve anlam ise, Norberg-Schulz’un yer kavrami lizerinden sorgulanmaktadir.
Bu disiplinleraras: cerceve, literatiirde genellikle birbirinden ayrismis olan kuramsal diizlemleri,
mekansal katarsis baglaminda biitiinciil bir perspektifle bir araya getirmektedir. S6z konusu ii¢
kuramcinin aym analiz modeli i¢inde konumlandirilmasi, epistemolojik agidan gerilimsiz bir
birliktelik yerine bilingli ve islevsel bir tamamlayiciliga dayanmaktadir. Foucault’nun post-yapisalci
iktidar analizi ile Norberg-Schulz’un fenomenolojik yerlesme kurami, 6zne ve mekan iliskisini farkl
ontolojik zeminlerden ele almaktadir. Foucault 6zneyi iktidar iligkileri iginde konumlandirirken,
Schulz 6znenin diinyayla kurdugu varolugsal bagi merkeze alir. Bu gerilim, ¢alismada Dark City’nin
mekansal manti§in1 agiklamak igin zorunlu bir analitik gerilim olarak islev gormektedir. Bu
baglamda, filmin anlatisi, baskici bir iktidar yapisinin i¢inden fenomenolojik bir direnigin nasil
dogdugunu gostermektedir. Deleuze ise bu iki kutbu birbirine baglayan ara zemin olarak islev goriir.
Zaman-imge kavrami, iktidarin dayattigi dogrusal gercekligin 6zne tarafindan kirildigi esik am
olarak hem baskinin hem 6zgiirlesmenin kesistigi noktay1 goriiniir kilar. Boylelikle calisma, katarsisi
Oznelesme deneyiminin merkezine yerlestirirerek, literatiire 6zgiin ve yeni bir okuma zemini
sunmaktadir.

Literatiir Taramasi

Sinema ve mimarlik arakesiti, gorsel bir temsiliyet iliskisinden beslenmekle birlikte, insanin
diinyada var olma bi¢imini sekillendiren ontolojik bir zemine dayanmaktadir. Hem sinema hem
mimarlik, fiziksel ve gorsel kurgular yaratan disiplinler olarak Heidegger’in diinyada olma
kavramiyla paralellik gosteren yasanan mekan olustururlar (Pallasmaa, 2012; Tobe, 2016, s. 2).
Mimari ¢evre varolusumuzu dis diinyada yapilandirirken, sinema da izleyici belleginde ve algisinda
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imgesel bir mimari olusturur. Bu baglamda Merleau-Ponty’nin bedenlesmis 6zne tanimi, mimari
deneyimi bedenin ayni anda hem algilayan hem de algilanan oldugu ¢ift yonlii bir etkilesime tagir
(Asadzadeh Bonabi, 2025, s. 180). Bu siirecte digsal gergeklik ile i¢sel deneyim, Merleau-Ponty’nin
ifadesiyle diinyanin tamamen i¢imizde ve bizim de tamamen diinyanin disinda oldugumuz i¢ ige
gecmis tek bir yiizeye doniistir (Irwin, 2019, s.91). Boylelikle duragan yapisinin digina ¢ikan mekan,
duyusal deneyim ile sinematografik anlatinin kesisiminde karakterin Oznelesme ve varolus
stireclerini tetikleyen fenomenolojik bir eylem alanina dontismektedir (Cairns, 2012, s. 8).

Sinema ve mimarlik arasindaki ontolojik iligki, fenomenolojik bir yaklasimla her iki disiplini
de bedensel tepkiler olusturan (Cairns, 2012), mekanin maddeselligini duyusal bir biitlinliik i¢inde
sorgulayan biitiinciil birer deneyim alani1 olarak konumlandirmaktadir. Bu baglamda Pallasmaa
(2005), mimarligin 6ziinde ¢ok duyulu ve dokunsal bir deneyim oldugunu vurgular. Sinema ise, pasif
bir gozlemci olarak bilinen izleyiciye, bedensel varligim1 geri kazandirir. Bu durum sinemanin,
sadece gozlerle izlenen bir igerige degil, ayn1 zamanda kaslar ve deri ile hissedilen kinestetik bir
stirece sahip olmasindan ileri gelmektedir (Pallasmaa, 2012, s. 159-160). Edward Casey bu durumu,
beden hafizasi olmadan hatirlamanin miimkiin olamadigin1 ve mekansal deneyimin haptik ve
yasanmis izler olarak yer ettigini vurgulayarak aciklamaktadir (Casey, 2000, s. 172). Sobchack
(2004) sinematik deneyimi, perdenin izleyici ile film arasinda kurdugu bir temas yiizeyi olarak
tanimlayarak, izleyicinin bedensel algisinin sinema araciliftyla diinyaya yeniden yoneldigini
belirtmektedir. Bu nedenle sinematografik mekan, izleyici bellegini duragan gorsel imgeler
iizerinden degil, dogrudan bedensel deneyim olarak harekete gecirmektedir.

Bellek ve beden arasindaki siki iligkiye karsin, postmodern kentsel kurgular 6znenin
mekansal referanslarini siirekli olarak yanilgiya ugratmaktadir. David Harvey (1990) iizerinden
okunabilecek bu mekansal kriz, sinemada kentin fiziksel sinirlarmin ve zamansal siirekliliginin
daraldigi, 6znenin ise bu sikisma igerisinde varolussal rotasini kaybetmeye basladigi distopik
senaryolarla somutlagsmaktadir. Bu baglamda kent, sabit ve anlam yiikli bir yer olmaktan
uzaklasarak, ticari ve gorsel kodlarla siirekli halde yeniden iiretilen gecici bir sahneye doniismektedir
(Gu vd., 2023, s. 9). Boylelikle mekansal stirekliligin kirilmasi, bellegin mekanla kurdugu bagi
zayiflatirken, 6zne ise, her an degisen yiizeyler arasinda yon kavramini ve aidiyet hissini yitirmeye
baslamaktadir. Mekanin dokunsal ve kinestetik derinligini yitirerek anlik gérsel imgelere ve ugucu
yiizeylere indirgenmesi (Pallasmaa, 2000; Soares vd., 2015), bedensel deneyimin zayiflamasina yol
acarak, 0zneyi cok duyulu bir katilimci1 olmaktan ¢ikarip, yiizeysel ve edilgen bir konumuna
getirmektedir (Asadzadeh Bonabi, 2025, s. 177; Hassan, 2020, s. 59). Dolayisiyla, kentsel ¢evre,
insanin varolugsalligini yansitmak yerine yasanan bir biitiin olmaktan ¢ikarak, anlamdan yoksun bir
belleksizlik i¢cinde dev bir sinematik perdeye evrilmektedir (Harvey, 1990, s. 303).

Mekanin istikrarsiz ve simiilatif yapisi, duyusal bir kayip olusturmanin yani sira, ayni
zamanda iktidarin 6zne tizerindeki denetimini maksimize ederek yeni bir mekansal disiplin diizeni
olusturmaktadir. Foucault (1995)’ya gére modern disiplin toplumunun mimari bir diyagrami olan
Panoptikon (Caluya, 2010, s. 624), iktidarin isleyisini otomatiklestirerek denetimin 6zne tarafindan
benimsenmesine neden olmaktadir (Krips, 2010, s. 96). Modern toplumlarda mimarlik, 6zellikle
Panoptikon modeli ile, birey iizerinde siirekli bir gériinmeyen gdzetim yaratir, bu da bireyin kendini
stirekli izleniyormus gibi hissederek davraniglarini i¢sellestirilmis bir disiplin anlayis1 dogrultusunda
sekillendirmesine neden olur (Foucault, 1995, s. 200). Boylelikle iktidar, bedeni hedef alan fiziksel
baski aract olmaktan ¢ikarak bireyleri nesnelestiren, onlari wuysal bedenler haline getiren ve
davraniglarimi ruhsal agidan denetleyen tiretken bir mekanizmaya evrilmektedir (Foucault, 1995, s.
138). Bu baglamda kentsel mekan, bireyleri normallestiren bir makine gibi, hiyerarsinin ve
gOrlinlirligiin analitik ve geometrik bir izdiislimii olarak mimari bir denetim laboratuvari haline
gelmektedir (Leon Casero & Urabayen, 2018, s. 188). Dolayisiyla Foucault’ya gdre panoptikonun
sadece bir hapishane degil, bir laboratuvar olmasi, sinematografik anlatidaki karakterlerin anilarinin
degistirilmesi ve mekanin buna gore ayarlanmasi siireciyle dogrudan ortiisiir. Kentsel mekanin
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hiyerarsik bir gozetim ve genel bir goriiniirliik diyagramina gore diizenlenmesi ile iktidar iliskileri
insanlarin gilinliilk yasamina entegre olur. Sehircilik baglaminda, belirsiz kalabaliklar, analiz
edilebilen, sayilabilen ve denetlenebilen pargali ¢okluklara doniisiir (Foucault, 1995, s. 201). Bu
siirecte mekan, her bireyin hareketlerinin kaydedildigi ve siirekli bir denetimde oldugu
mekansallagmis bir iktidar bi¢imini yansitmaktadir. Foucault (1995, s. 206) nun belirttigi iizere bu
yapt, fiziksel zorlamanin gerek olmadig1 zihin {izerinde zihin giicii kuran, tiim toplumu bir gézlemevi
gibi sarmalayan modern bir denetim teknolojisidir. Postmodern donemde bu diizen, Harvey (1990)’in
tanimladig1 zaman-mekan sitkismast ve Hassan (2020)’1n dijitallik tanimi ile doniisiime ugramistir.
Boylelikle kentsel denetim, sabit bir gozetleme kulesine bagli olmaktan ¢ikarak, akiskan ve
gorlinmez bir sistem araciligiyla iktidarin bakisint her an ve her yerde etkin kilmaktadir (Gray, 2003,
s. 320; Cantag & Can, 2022, s. 126). Boylelikle 6zne artik kacacak bir bakis dist alan bulamaz hale
gelmektedir. Baudrillard’in hipergergeklik ve simiilasyon teorileriyle drtiisen bu yeni diizende mekan
(Zaltash & Parvaneh, 2014, s.85), kokeni olmayan modeller tarafindan siirekli iiretilen degisken bir
ylizey haline gelirken, gbzetleyen ile gozetlenen arasindaki ayrim bulaniklagsmaktadir (Hegarty,
2004, s. 50).

Deleuze’iin zaman-imge yaklasimi, sinematografik deneyimde zamanin harekete bagli bir
unsur olmaktan ¢iktigini, aksine hareketin zamana bagimli hale geldigini ileri siirmektedir (Deleuze,
1997; Flaxman, 2000, s. 6). Bu baglamda kronolojik siirekliligin kirilmasi ile birlikte neden-sonug
iligkileri zayiflar ve 6zne, dogrusal bir ger¢eklik deneyimi yerine pargalanmig bir zaman algisi iginde
konumlanir (Powell-Jones, 2015, s. 16). Deleuze (1997)’e gore zamanin ¢cok katmanli yapisi, simdiki
zaman ile gecmisin birlestigi kristal imge kavramiyla aciklanabilir (Aydi, 2021, s. 213). Bu durumda
zaman, bir yandan simdiyi akis i¢inde ileri tagirken, diger yandan ge¢misi ayn1 anda korur (Olivier,
2016, s. 14); dolayisiyla 6znenin deneyimi, simdi ile hatirlanan kesisiminde bir gecirgen diizlemde
sekillenmektedir. Mimari mekanin, karakterin bellegiyle yogun bir etkilesim kurdugu bu yapi
kapsaminda, gercek ile hayal arasindaki sinir da belirsizlesmektedir. Eylemin gerceklestigi rasyonel
ve sabit bir zemin olmaktan ¢ikan mekan, herhangi bir mekan veya duygularin yankilandigi birer
yanki odasi islevi goriir (Deleuze, 1997, s. 279; Deleuze, 1986; Bozkurt Avci & Cetin, 2022, s. 325).
Mekanin siirekliligini kaybettigi bdyle bir diizen, denetimin digsal bir mekanizma olmaktan
¢ikmasina ve akigskan kontrol toplumlaria gegis evresine isaret etmektedir.

Norberg-Schulz (1980)’a gére mimarinin temel amaci, insanin diinyadaki varolusunu
anlamli kilan bir zemin hazirlamaktir. Bu baglamda mimarlik insanin diinyaya tutunmasini saglayan
psikolojik ve tinsel bir dayanaktir (Norberg-Schulz, 1980, s. 5). Mimari ¢evreyle kurulan toplam
iligki ise, barinma gereksinimini agarak yaganilan mekanin anlam, aidiyet ve kimlik iireten gercek bir
yere doniismesiyle tamamlanmaktadir (Wilken, 2013, s. 343). Bu yerlesme deneyiminin
gerceklesebilmesi icin bireyin bulundugu c¢evrede yonelim kurabilmesi ve o mekanla
Ozdeslesebilmesi gerekmektedir. Norberg-Schulz (1980)’a gore bu siireg, mekanin kendine 6zgii
kimligiyle kurulan ortakliga baghdir ki, bireyin o yerde gergek anlamda ikamet edebilmesi, yerin
ruhunu kavrayarak anlamli bir iliski gelistirmesini gerektirir (Yurtseven & Oguz, 2023, s. 814).
Iktidar denetiminin iist diizeye tasinmasi adina mekanin istikrarsizlastig: simiilatif atmosferde,
O0znenin mekana tutunmaya c¢aligmasi Norberg-Schulz’un fenomenolojik yaklasgimiyla anlam
kazanmaktadir. Diger yandan, Norberg-Schulz (1980) modern ve postmodern dénemde varolugsal
dayanagin kaybolmasi durumunu yersizlesme olgusu tlizerinden nitelemektedir. Yer kaybi, modern
insanin diinyasiz hale gelmesine ve kendi kimligini, topluluk ve katilim duygusunu kaybetmesine
yol agmaktadir. Ozellikle distopik ve siberpunk kentler, yerin ruhunun buharlastigi, kronolojik
stirekliligin yitirildigi ve insanlarin hem bedenlerine hem de ¢evrelerine yabancilastigi yersizlesme
ornekleri olarak one ¢ikmaktadir (Zaltash & Parvaneh, 2014, s. 85). Bdoylelikle bireyin mekanla
kurdugu bag zayiflarken, diinyada varolugsal bir dayanaktan mahrum kalmaya baglar (Wilken, 2013,
s. 344). Sinemada kentin, iktidarin kurguladigi stimulatif diizlemde bir deneyim sahnesi gibi
kurgulanmasi, yerin anlamin1 yitirmesine ve dolayisiyla insanin o yerde kimlikli bir yagam kurmasini
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engelleyen bir yersizlesme sorununa yol agmaktadir. Bu baglamda 6znenin varolussal huzursuzlugu,
anlam kurabilecegi mekanlarin yersizlesmesi, aidiyet iiretme olanagini kaybetmesi ve yerin
ruhundan kopmasi gibi nedenlerden kaynaklanmaktadir. (Ergiin Bilgili & Din¢ Kalayci, 2021, s.
1040). Diger yandan sinematografik kurguda, kimliksiz ve gecici nitelikteki yok-yerler, 6zne
miidahalesiyle aidiyet ve 0zgiinliik iireten yasanmig mekanlara doniistiiriilebilecegi de olasi bir
durum yaratmaktadir (Kanli & Bilgi¢, 2016, s. 126). Bu doniisim olasiligi, Norberg-Schulz
(1980)’un, mimarligin yasanan diinya ile biitiinlesmesi gerektigi yaklasimiyla ortiiserek, iktidar
tarafindan parcalanan gergekligin 6zne tarafindan yeniden kurulma istegini temsil etmektedir. Bu
baglamda Norberg-Schulz (1980)’a gore, distopik kentsel diizenlerde dahi insanin yerlesme eylemi,
yerin ruhunu yeniden kurarak diinyada varolussal bir kok salma ¢abasidir (Norberg-Schulz, 1980, s.
0).

Yontem

Yorumlayici paradigmaya dayanan nitel arastirma yontemleri, olgulart ¢ok katmanli bir
kuramsal cergevede analiz etmeye ve toplumsal yapiyr derinlemesine anlamlandirmaya olanak
tammaktadir (Denzin & Lincoln, 2011, s. 405). Bu dogrultuda, gorsel-mekansal ¢oziimleme
aracilifiyla, 6znenin deneyimsel siireclerini ve mekanla kurdugu etkilesim siire¢lerini nitel baglamda
kapsamli olarak yorumlama miimkiin olmaktadir. Bu ¢alisma, film mekaninin, iktidar iligkileri,
zamansal kirilmalar ve varolussal yerlesme baglamindaki doniisiimiinii incelemeyi amaglayan nitel
bir film ¢dziimlemesi olarak ele alinmigtir. Arastirmanin temel veri kaynagini, distopik kentsel
kurgusuyla 6ne ¢ikan Dark City (1998) filmi olusturmaktadir. Calismada film, tekil bir 6rnek olay
olarak degerlendirilirken, mekan, zaman ve bellek arasindaki girift iligkilerin ¢éziimlendigi biitiinciil
bir analiz nesnesi olarak ele alinmigtir. Calisma kapsaminda analiz edilen 16 adet film karesi, amaclh
ornekleme yontemi dogrultusunda, anlatiya iligkin denetim, zamansal kirilma ve yerlesme krizi
sOylemini en yogun anlatan sahneler arasindan belirlenmistir. Film, analize baslamadan 6nce bir
biitiin olarak izlenmis olup, her sekans, belirlenen ii¢ kuramsal diizlem (iktidar-mekan iligkisi,
zamansal kirilma-kristal imge ve varolugsal yonelim-yerlesme) agisindan not edilmistir. Bu tarama
sonucunda s6z konusu diizlemlerden en az birini gorsel-mekansal agidan yogun bi¢cimde karsilayan
sahneler oncelikli tutulmustur. Nihai 16 kare, oncelikli sahneler arasindan iki Ol¢iit gozetilerek
secilmistir; kuramsal gesitlilik baglaminda ii¢ diizlemin her birinin analizde temsil edilmesi ve
anlatisal dagilim baglaminda baski, direnis ve yeniden yerlesme evrelerinin 6rneklenmesi. Birden
fazla sahnenin esdeger kuramsal yogunluk tasidigi durumlarda, gorsel-mekansal gostergeler
acisindan en belirgin kontrast yaratan kare tercih edilmistir. Gorsel yap1 baglaminda bu kareler, s6z
konusu kesitlerin karakterin panoptik gozetim altindaki devinimini temsil eden, zaman-imge
rejiminin kristallestigi mekansal degisim anlarini iceren ve 6znenin varolussal tutunma ¢abasini
simgeleyen esik sahnelerdir. Kuramsal ¢ercevede belirlenen iliskili diizlem analizine dogrudan
eklemlenmeyen diger sahneler, yontemsel odaklanmayi korumak amaciyla kapsam disinda
tutulmustur.

Secilen film, sinematografik mekan analizi dogrultusunda sahne bazli gorsel-mekansal
¢Oziimleme ile caligmanin kuramsal ger¢evesini yansitan iig iligkili diizlemde incelenmistir. Bu analiz
stirecinde her sahne, mekansal katarsis baglamina yonelik nitel gostergeler {izerinden incelenmistir.
Analizde kullanilan 151k, perspektif, 6l¢cek ve doku gdstergeleri, hem mimari mekan analizinin kurucu
fiziksel parametreleri (Pallasmaa, 2012) hem de ¢alismanin kuramsal eksenlerini sinematografik
diizlemde tasiyan araglar oldugu igin se¢ilmistir. Isik, Foucault’nun panoptik goriiniirliik mantiginin
(iktidarin bakisini her yere yayma mekanizmasinin) gorsel karsiligidir (Foucault, 1995, s. 200-201).
Perspektif bozulmast ve derinlik kaybi, Deleuze’iin zamansal kirilma ve herhangi bir mekan
kavramlarmin mekansal gostergesidir (Deleuze, 1997, s. 279; Deleuze, 1986). Olgek, dzneyi
cevreleyen mimari kiitlenin beden {izerinde kurdugu ezme ya da dzgiirlestirme etkisini somutlastirir
(Pallasmaa, 2012, s. 159). Doku ise gergek ile yapay arasindaki sinir1 (Norberg-Schulz’un yasanan
yer ile simiilatif yiizey ayrimini) dokunsal diizlemde isaretler (Norberg-Schulz, 1980, s. 5-6). Bu dort
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gosterge birlikte, iktidardan direnise uzanan mekansal katarsis siirecinin sinematografik izini takip
etmeyi miimkiin kilmaktadir. Ik diizlemde, Foucault’nun panoptikon ve iktidar-mekan kuramlari
cercevesinde kadrajdaki hiyerarsik bakis diizeni, 151k-gdlge kullanimi1 ve mimari dlgek araciligryla
iiretilen denetim iliskileri ¢dziimlenmistir. ikinci diizlemde, Deleuze’iin zaman-imge kurami
dogrultusunda mekanin modiilasyonu, gorsel siireksizlik ve gercekligin parcalanma bigimleri,
herhangi bir mekan iiretimi ve zamansal kirilma gostergeleri olarak incelenmistir. Ugiincii diizeyde
ise, Norberg-Schulz’un yerlesme fenomenolojisi temelinde, karakterin kaotik mekan kurgusu
icindeki yonelim ve 6zdeslesme cabalari, varolugsal tutunmanin gostergeleri olarak okunmustur. Bu
ticlii okuma siireci ile, 151k, perspektif, doku ve 6l¢ek gibi sinematografik bilesenler iizerinden, anlati
boyunca izlenen mekansal katarsis gostergeleri saptanmaktadir. Boylece calisma, mekanin, iktidar
tarafindan bigimlenen simiilatif bir diizlemden, 6znelesmenin miimkiin hale geldigi anlamli bir yere
doniisiimiinii kuramsal ve gorsel kanitlariyla ortaya koymaktadir (Gorsel 1).

Sinematografik Mekan CozUmlemesi
Dark City (1998) / Alex Proyas
Amagli ornekleme / Sahne analizi
perspektif
olgek
doku
stk

Deleuze
(1997)

Foucault
(1995)

Panoptikon
Uysal bedenler
Denetim ve CGozetim

Kristal imge
Zaman-imge
Herhangi bir mekan

Mekansal

Q Katarsis o

Anlamli Yere Déniisiim / &znelesme

Gorsel 1. Sinematografik Mekan Analizi Modeli
Bulgular

Alex Proyas’in Dark City (1998) filmi, modern 6znenin iktidar ve zaman arakesitindeki
varolugsal miicadelesini kentsel bir distopya tlizerinden anlatmaktadir. Filmde mekan, karakterin
bellek kaybi, denetimden kurtulma ve 6znelesme deneyimi iizerine bigimlenen dinamik bir yapi
olarak 6ne ¢ikmaktadir. Filmden secilen sahneler, kuramsal ¢er¢eve baglaminda mekansal katarsisi
saptamaya yoOnelik biitlinciil bir yaklagimla ¢dziimlenmistir. Bu dogrultuda 151k, perspektif, mimari
Olcek ve doku gibi sinematografik parametreler tizerinden, iktidar iliskileri, zamansal modiilasyonlar
ve Oznenin yerlesme g¢abasi birlikte degerlendirilmektedir. Bu baglamda analiz, panoptik baskinin
cisimlestigi “Kentin Ayarlanis1”, bellegin sorgulandig1 “Bellek ve Mekan”, labirent mekanda yon
bulma arayisini i¢eren “Labirentte Yonelim” ve yapay kentsel sinirlarin ¢6ziildiigi “Shell Beach ve
Katarsis” boyutlar1 ekseninde yapilandirilmistir. Bu dort sekans, ¢alismanin kuramsal gergevesinde
tanimlanan ii¢ bilesenli katarsis modeline karsilik gelmektedir; ikinci bilesen olan mekansal direnis
ve katartik yiizlesme, biri bellegin zamansal kirilmasina (Bellek ve Mekan), digeri mekansal yonelim
krizine (Labirentte Y6nelim) odaklanan iki ayri sekansta izlenmistir.
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Kentin Ayarlanisi

Bu sekansin birincil okuma diizlemi Foucault’'nun panoptik denetim kuramidir; ikincil
diizlem olarak Norberg-Schulz’un yersizlesme kavrami iizerinden inceleme yapilmaktadir. Dark
City’de “Kentin Ayarlanis1” sekansi, mekanin iktidar tarafindan her gece yeniden bicimlendirilen
denetimsel bir kurgu oldugunu yansitmaktadir. Bellek, yonelim ve kimlik duygusunu bozan simiilatif
bir diizleme doniisen kent, aidiyet {ireten yasanan bir yer olma baglamindan uzaklasmaktadir. Mekan
stratejik bir aygit olarak iktidar, zaman ve 6zne kesisiminde aragsallasan bir sinematografik kurgu
sunmaktadir (Gorsel 2).

Gorsel 2. Kentin Ayarlanis1 Sekansi

Gorsel 2°de gosterilen ilk sahnede sokak lambasinin odaklandigi cephe kesiti, yagam alani
goriiniimiinii koruyan bir tutum sergilemekle birlikte, diger yandan Norberg-Schulz (1980)’un
tanimladig1 baglamda, insanin yonelim kurabildigi, aidiyet gelistirebildigi ve yerin ruhuyla iligki
kurabildigi gergek bir yer niteliginden uzak goriinmektedir. ilk bakista tugla doku, pencere bosluklari
ve giris aksi, yasanan bir ¢evre hissi verir; ancak bu diizen iktidarin bellegi kontrol etmek igin
kurguladig1 yapay bir simiilasyonu g¢agristirmaktadir. Kadrajin biiyiik boliimiine hakim karanlik
yiizeyler karsisinda, tek merkezden yayilan yogun 151k, Foucault (1995)’nun yaklasimina gore 6zneyi
ve mekani iktidarin bakisina maruz birakir. Yiiksek kontrast yaratan bu kurgu, uysal bedenleri
denetleyen gozetim araci islevini desteklemektedir. Dolayisiyla bu karede doku ve 15181n birlikteligi,
mekansal katarsisin heniiz uzaginda, mutlak bir mekansal baskiy1 ve sahte bir ger¢eklik kurgusunu
yansitan bir gerilim ortam1 yaratmaktadir.

Iktidarin merkezde toplanisin1 yansitan ikinci sahnede, devasa bir saat mekanizmasi ve yiiz
figiirii odak noktasi yaratirken, denetim teknolojisi kavrami en yalin haliyle mekansallagmaktadir.
Foucault (1995)’nun Panoptikon modeli dogrultusunda merkezi bir gézetleme kulesi niteligi tagiyan
mekan, kent iizerindeki mutlak bakisin kaynagini olusturmaktadir. Perspektif diizeninde mekansal
derinligin olusumu karsisinda The Strangers’in sirayla dizilisi, Foucault (1995)’nun analitik ve
hiyerarsik mekan olarak tanimladigi mimari denetim laboratuvarina dahil olmalarinin yansimasidir.
Soguk yesil 151k hakimiyeti, mekanin laboratuvar niteligini giiclendirici bir etki ile yapay atmosfer
sergilemesine neden olmaktadir. Boylelikle kentin ayarlanma siirecindeki simulatif yapis1 daha
belirhin hale gelirken, diger yandan Norberg-Schulz (1980)’un yer kavrami baglaminda, mekanin
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yasanan yer niteligi zayiflatilarak aidiyet ve yerin ruhu kavramlari ortadan kaldirilmaktadir (Gorsel
2). Dolayisiyla panoptik saat mekanizmasi ve steril 151k diizeni araciligiyla kurulan mutlak mekanik
denetim, mekansal katarsis olasiligin1 biitiiniiyle dislayan ve 6zneyi zamansal-mekansal bir
denetleyici yapi icinde sabitleyen baskici bir esik olarak islev gérmektedir.

Murdoch’un yukariya dogru yonelen bakiginin izlendigi iigiincii sahnede, karakter-cevre
etkilesiminin dengeli bir mekansal iliski tizerinden kurulamadigi okunmaktadir. Norberg-Schulz
(1980)’a gore, 6znenin nerede oldugunu bilmesi ve cevresiyle anlamli bir bag kurabilmesi
dogrultusunda yonelim duygusunun gelismesi miimkiindiir. Ancak karakterin yiiziindeki ¢aresizlik
ve sagkinlik ifadesi, kentin yeniden yapilandirildigi anda, mekanin yerlesilebilir ve kavranabilir
olmaktan uzaklasarak 6zne iizerinde varolussal sorgulamayz tetiklediginin gostergesidir. Perspektifte
ufuk cizgisinin silinmis olmasi ve bakisin dikey eksene yonlendirilmesi, ¢evrenin yatay diizlemde
okunma imkanii ortadan kaldirirken, Norberg-Schulz (1980)’un yersizlesme kavramini agiga
cikarir. Arka plandaki belirsiz 151k kaynaginin baskin bir yayilim gostermesi karsisinda karakterin
fiziksel kiiciilme hissi ise, hiyerarsik bir 6lcek catismasi yaratmaktadir. Foucault (1995) agisindan
degerlendirildiginde bu durum, disipliner iktidar karsisinda bedenin uysal bir nesneye indirgenmesini
cagristirir. Isik ve Olgek arasindaki bu asimetrik iligki, mekanin bedeni saran bir denetim
mekanizmasina doniisiimii olarak okunmaktadir (Gorsel 2).

Kent dokusunun degismeye basladigi dordiincii sahnede, mekan sabit ve taniml bir ¢evre
olmaktan ¢ikarak Deleuze (1997)’lin zaman-imge yaklasimindaki akiskan diizleme yonelmektedir.
Foucault (1995)’un disiplin toplumlarindaki sabit kapali mekan kurgusu, artik yerini denetimin digsal
bir mekanizma olmaktan ¢ikip akigkan bir yapiya biiriindiigli modiilasyon kavramina birakmaktadir.
Kent, siireklilik baglamimdan oteye gegerek her an yeniden yazilabilen gegici bir yiizeye
evrilmektedir. Perspektif diizleminde geleneksel kagis noktalarinin biikiilmesiyle mekanin derinlik
algis1 parcalanirken, dogrusal gerceklik deneyimi zayiflar ve 6zne kronolojik siirekliligin kirildig:
bir zaman algis1 iginde konumlanir. Mekansal 6lgek ise insan bedeniyle kurulan oran {izerinden degil,
kentte siirekli degisen esnek bir modiil lizerinden tanimlanmaktadir. Bu devingen diizende, tas ve
beton gibi sert yiizeyler, akigkan bir kurgu icerisinde gerceklik algisimi belirsizlestirmektedir.
Dolayisiyla doku artik giiven veren maddesel siireklilik yerine her an degisebilen kirillgan bir
simiilasyona isaret etmektedir. Bu baglamda sahne, mekansal katarsis Oncesindeki en yogun
catismayi, 0znenin yasadig1 kriz {izerinden derinlestirerek katartik doniisiimii tetikleyecek olan
mutlak yabancilagsma esigini temsil etmektedir (Gorsel 2).

Bellek ve Mekan

Sekansin birincil okuma diizlemi Deleuze’iin kristal imge ve zamansal kirilma kavramlaridir.
Ikincil diizlem olarak Foucault'nun disipliner denetim yaklagimi islev gérmektedir. Dark City’de
“Bellek ve Mekan” sekansi, gegmisin digsal miidahalelerle {iretilen kurgusal imgelerden beslendigini
yansitmaktadir. Bu siiregte bellek, 6znenin gegmis algisini, kimligini, mekanla olan etkilesimini,
iktidarin denetim mekanizmasiyla siirekli olarak yeniden kurulan bir yapiya doniistiirmektedir.
Mekan, karakterlerin anilarini pargali bir aidiyet diizlemine yerlestiren sinematografik bir aygit islevi
tagimaktadir. Boylece hatirlama, mekanin sundugu doku ve kurgu tizerinden anlik olarak tretilen
kolektif bir simiilasyona, 6zne ise, bu sinematografik kurguda kendi gegmisine yabancilasan bir
denege doniismektedir (Gorsel 3).
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Gorsel 3. Bellek ve Mekan Sekansi

Gorsel 3°te gosterilen ilk sahnede, The Strangers’in uyku halindeki karakterlere bir siringa
ile yeni anilar enjekte etmesi sonucunda bellek dogal zaman akiginin iiriinii olmaktan ¢ikarak
disaridan programlanabilen yapay bir zamansalliga doniistiiriilmektedir. Deleuze (1997)’iin zaman-
imge yaklagimina gore bu an, zamanin hareketin bir sonucu olmaktan ¢iktigi, dogrusal akisini
kaybettigi ve 6znenin deneyimden koparildig: bir temsildir. Artik bellek, 6znenin igsel birikimiyle
degil, miidahale sonucu parcalanip yeniden birlestirilen bir modiil isleviyle hareket etmektedir.
Kronolojik stirekliligin bu sekilde kirilmasi ile neden-sonug iliskisi ortadan kalkmakta ve 6zne
kendini sahte bir ge¢misin icinde bulmaktadir. Foucault (1995) acisindan degerlendirildiginde,
sahnedeki yiiksek kontrastl 151k hakimiyeti ve enjeksiyon anindaki mekanik doku, iktidarin, beden
iizerinde tam bir denetim kurarak onu biyopolitik bir nesneye indirgeyisini belirginlestirir. Uysal
beden olarak 6zne artik gevresiyle anlamli bir bag kuramaz hale gelir; dolayisiyla modiile edilmis
bellek, yerin ruhunu hissedemeyecek sekilde iktidar mekanina hizmet etmeye baglamaktadir.

Ikinci sahne, Deleuze (1997)’iin kristal imge kavraminin mekansal karsiligi olarak
okunabilir diizeydedir. Murdoch’in gegmisine ait oldugunu diislindiigii eski fotograflara egildigi an,
simdiki zamanin fiziksel gercekligi ile kurgusal gegmis arasindaki sinirin gegirgenlestigi noktayi
temsil eden bir kristalize andir. Karakterin kadraj i¢indeki egik durusuyla fotograflara odaklanan
perspektif kurgusu, bakisin yiizeye sabitleyerek, bellegin kisisel deneyimlerin izi olmadigini, tam
tersine maddi nesneler araciligiyla olusturulmus digsal bir kurgu oldugunu anlamasmi saglar.
Karakterin i¢inde bulundugu oda ise, kentin geri kalani gibi her gece degisen bir modiildiir. Masanin
ustiindeki fotograflarin yipranmis dokusu, bu mekana sahte bir yerin ruhu eklemlemeye caligsa da,
karakterin sorgulayici beden hareketi mekanin bu yapayligim1 hissettirmektedir. Lambanin
gerceveleri aydinlatma bigimi, iktidarmm kentin yani sira anmilart da birer denetim nesnesine
doniistirdiigiini ¢agristirir. Isik burada mekani aydinlatmak yerine enjekte edilmis bellegi gostermek
icin kullanilir. Dolayisiyla mekan, Deleuze (1997)’ln ifade ettigi lizere, duygularm yankilandig: bir
yanki odasina doniismektedir (Gorsel 3). Baski mekanizmalarinin siirdiigii bu yanki odasinda,
yapayligin doku ve 1s1k tizerinden desifre edilmesi mekansal katarsisin heniliz uzaginda olunsa da,
arinmay1 tetikleyecek olan zihinsel uyanisin ve ilk duyusal katarsis izinin bu sahnede agiga ¢iktigim
gostermektedir.
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Shell Beach reklam panosunun gosterildigi {i¢iincii sahne, kentin kirli ve karanlik dokusu
icinde parlak bir ylizeyin ac18a ¢iktig1 esik anlardan biridir. Bu ilan sahnesi, simdiki zamanin karanlik
kentsel gergegi ile gegmisin aydinlik imgesinin ayni diizlemde ¢akistig1 bir kristal imge O6rnegi
sunmaktadir. Karakter i¢in bu imge, bellegin gecmisine ait bir islev tasimasina ragmen erisilemez
olusu nedeniyle ayn1 zamanda kronolojik siirekliligin kirilmasini da géstermektedir. Reklam panosu,
perspektifte yarattigi hayali ufuk ¢izgisiyle karaktere bir yonelim duygusu vermeye calisir, ancak bu
etkinin ardindaki iki boyutlu yapaylik kentsel simiilasyonun bir parcasi olarak farkedilir. Dolayisiyla,
0znenin ¢evresiyle kuramadigi somut bag nedeniyle, Norberg-Schulz (1980) un anlamli varolus i¢in
gerekli gordiigli yon bulma kavrami askiya alinmaktadir. Panonun yaydigi 1s181in kentsel golgelerle
kurdugu keskin karsitlik iizerinden Deleuze (1997) perspektifinde okunan kent, 6znenin gerceklik
algisin siirekli yeniden bi¢imlendiren, bellegi ve kimligi kesintisiz bicimde sinayan bir denetim
aygiti olarak islev gérmektedir (Gorsel 3). Buna karsin, yapay ufuk ¢izgisinin ve sahte dokunun 6zne
tarafindan bir simiilasyon nesnesi olarak desifre edilmesi, mekansal baskiy1 sarsarak nihai armmay1
hazirlayan bir zihinsel katarsis izi olarak islev gérmektedir.

The Strangers’in kenti ayarlarken bir ailenin sinifsal statiisiinii ve bellek yapisini degistirdigi
dordiincii sahne, mekansal modiilasyonun oldukga etkili bir sekilde okundugu temel anlardan biridir.
Buradaki doniisiim Deleuze (1997)’1iin akigskan kontrol toplumlarina gegisi yansitmaktadir. Bu
anlamda 6zne artik sabit bir kimlik tasimadig: gibi, yerlestirildigi mekanin mimari modiilasyonuna
gore hareket etmek zorunda birakilmaktadir. Dolayisiyla karakter kim oldugunu hatirladig: icin o
mekanda bulunmamakta, degisen modiiliin sundugu yapay doku nedeniyle o kisiye doniismektedir.
Kadrajin tam tepe noktadan c¢erceveledigi simetrik perspektif ile, karakterler bir denetim
laboratuvarmin denekleri olarak gosterilir. Masanin geometrik diizeninde karakterlerin dizilisi,
Foucault (1995) baglaminda bireyin yonetilebilir bir disiplin altinda tutulduguna isaret etmektedir.
Ayni zamanda Norberg-Schulz (1980)’un tanimladigi anlamli yer kavraminin aksine, mekandaki
donatilarin yarattigi doku etkisi, yapay bir yasanmiglik hissi olugturmaktadir. Doku ve perspektif
kesisiminde karakterlere dayatilan siifsal kimligin, kisisel bir ge¢misle iligkili olmadig1 agiga
cikmaktadir (Gorsel 3).

Labirentte Yonelim

Norberg-Schulz’un yonelim kaybi ve yersizlesme fenomenolojisi, bu sekansin birincil
diizlemini tanimlarken, ikincil diizlemde Deleuze’iin (1986) herhangi bir mekan kavrami islev
gormektedir. Dark City’de labirent olgusu, fiziksel mekan karmasasinin yani sira, 6znenin varolugsal
koordinatlarini sorgulatan deneyim aygiti olarak yapilanmaktadir. “Labirentte Yonelim” sekansi,
mikro Olgekten makro Olgege uzanan bir kapsama agi sunmaktadir. Sinematografik gostergeler
araciligryla baglamsizlagan kent yapisi, yonelimi ortadan kaldiran ve iktidar tarafindan kurgulanmis
yapay bir gergeklik olusturan bir labirent simiilasyonuna doniismektedir (Gorsel 4).
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Gorsel 4. Labirentte Yonelim Sekansi

Gorsel 4’teki ilk sahne, Murdoch’in otelden kagmaya calistigi sekansin bir parcasidir;
koridorlar, merdiven bosluklar1 ve c¢ikigsiz gegisler dongiisiinde tekrar eden dikey bir labirent
kurgusunu yansitmaktadir. Norberg-Schulz (1980)’a goére insanin g¢evresiyle anlamli bir bag
kurabilmesi i¢in varolugsal yonelim algisinin olugsmasi gerekmektedir. Ancak bu sekansta goriilen
kararsiz i¢ mekan kurgusu, 6zneye korunaklilik ve aidiyet hissi saglayamamaktadir. Kadrajdaki
dikey duvar perspektifi, bu kararsiz yapiya yol agan baglantisiz gegisleri temsil eden bir kurgudur.
Mekanin siirekliligini kaybettigi bu diizende karakterin karanlik silueti, Deleuze (1986)’tin herhangi
bir mekan kavraminda tanimladig1 gibi, belirli bir yere ait olmayip, yonsiiz ve baglamsiz bir hareket
alani i¢inde varlik gdstermektedir. Mekandaki lokal aydinlatmalar, mekansal siirekliligi desteklemek
yerine parcalayarak keskin kontrastlar olusturmaktadir. Bu parcali 151k etkisiyle 6znenin yon bulma
duygusu daha da azalir. Disipliner diizenin gériinmez halde sunuldugu bu i¢ mekan kurgusunda, 6zne
stirekli hareket halinde olmasina ragmen hangi sistemin i¢inde konumlandigimi dogrulayamaz.
Boylelikle mekan bedeni saran bir mikro iktidar labirentine doniigmektedir. YOonelimin
imkansizlagtirildigi bu mikro labirent kurgusu, 6znenin biitiiniiyle mekansal sikigma yasadigini
gostererek, arinma ve 6zgiirlesmeyi saglayan mekansal katarsis olgusunun uzaginda negatif bir esik
olusturmaktadir.

The Strangers’in laboratuvarda dairesel kent maketi etrafinda toplandigi kompozisyonu
yansitan ikinci sahne, labirent ve yonelim iligkisine dair hiyerarsik diizeni temsil etmektedir (Gorsel
4). Yonelim, 6znenin yeryiizii ve gokyiizii arasinda kurdugu organik bag ile gerceklesen bir kavram
iken (Norberg-Schulz, 1980), bu bagin koparildig1 durumda kent, iktidar tarafindan kurgulanmis bir
simiilasyon alanina donlismektedir. Sinematografik perspektif, yerdeki radyal ¢izgiler ve
karakterlerin dizilimi ile bakisi dogrudan dairesel masanin merkezine ve kontrol odagina yonlendirir.
Bu noktada kiigiik 6lgekli bir nesnesin biiyiik ol¢ekli bir denetim mekanizmasina evrilisi hissedilir.
Yesil-soguk 151k ile beliren yapay aydinlatma, kentsel labirenti yasantisal boyutundan arindirarak
steril bir laboratuvar nesnesine indirgemektedir. Bu labirentte yonelimini kaybeden 6zne, iktidarin
dayattig1 yapay gerceklige eklemlenmektedir.

Ugiincii sahne, kentsel labirentin 6zne bellegi iizerindeki olumsuz etkilerinin ag13a ¢iktig1 bir
psikolojik ¢oziilme evresini yansitmaktadir. Kentteki yonelim kaybi ve yersizlesme deneyimleri
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dogrultusunda i¢ mekan, 6znenin varolugsal sorgulamalar iirettigi bir hafiza mekani olarak yeniden
yapilanmaktadir. Fenomenolojik yerlesme kuraminda ev kavrami, insanin yeryiiziinde kok
salabilecegi ve dis diinyanin kaotik yapisina karst kendini glivende hissedecegi bir barinaktir
(Norberg-Schulz, 1980). Ancak bu sahnede koruyucu niteligini kaybettigi anlasilan ev, kentsel
labirentin klostrofobik bir uzantisi gibidir. Karakterin duvarlara ve tavana kazidigi sarmal ¢izimler,
mekandaki basik ve dar 6lgek kurgusuyla birleserek, kentsel morfolojide akiskanligin yerine dairesel
cikigsizliklarin olduguna isaret etmektedir. Sinematografik perspektif, odagin siirekli merkeze
cekilip ardindan yeniden yiizeye yerlestigi bir gorsel sikisma yaratir. Dolayisiyla okunabilirlik
saglamayan bir mekan perspektifinde, karakterlerin ¢izimler tarafindan yutulmasi s6z konusudur. Bu
yutulma hissi, parcali ve diisiikk yogunluklu 1s1k etkisiyle belirginlesir. Kadrajin sagindan gelen sert
yapay aydinlatma, karakterin el hareketlerini 6n plana ¢ikarirken, odanin geri kalanin1 gdlgede
birakir. Boylelikle Deleuze’iin herhangi bir mekan kavramindaki gibi mekanin islevsel ve biitiinciil
yapist par¢alanarak, karakterler yonelimlerini kaybettikleri belirsiz ve karanlik bir gorsel boslugun
icinde kalirlar. Psikolojik ¢o6ziilmenin okundugu bu sahnede mekan, kentsel labirent diizenini
farkeden bir dedektifin iktidar tarafindan izole edildigi ve bellek-denetim-yonelim krizinin i¢ ice
gectigi bir izdisiim olarak islev gormektedir (Gorsel 4). Bu baglamda sahne, 6znenin mekansal
denetim desifre ederek katarsise dogru kararli bir uyanis baslattig1 en giiclii negatif katarsis izini
temsil etmektedir.

Dordiincii sahnede, kentin uzay boslugunda asili dairesel formunun genel 6l¢ekte agiga
ciktig1 kompozisyon gosterilmektedir. Ufuk ¢izgisinin tamamen yok oldugu bir kurgu ¢ercevesinde
yerylizii ve gokyiiziiniin anlamini biitiiniiyle kaybettigi goriilmektedir. Dolayisiyla karakterlerin
mekansal aidiyet gelistirebilecegi dogal koordinatlar silinirken, kent varolugsal zeminden koparilmig
sonsuz bir yonsiizliik mekanina doniismektedir. Kentin mikro labirent kurgusu, perspektif ve 6l¢ek
etkisiyle, burada makro diizeyde hissedilir. Boylece kent, disaridan gozlemlenen kapali bir deney
diizenegi olarak algilanmaktadir. Yapayligin ortaya ¢ikis ani, Foucault’nun (1995) disipliner iktidar
kurami agisindan, panoptik mekanizmanin en dis geperinin par¢alanmasi olarak okunmaktadir. Kent
ylizeyindeki diisiik yogunluklu aydinlatmalar, yasam hissi yerine denetlenen bir mekanizma
kurgusunu giiglendirici etkidedir (Gorsel 4). Boylelikle yeniden iiretilen bu yonsiizliik hali, panoptik
¢eperin parcalanarak yapayligin makro Ol¢ekte aciga ¢ikmasiyla birleserek, 6zneyi deneklikten
mekansal katarsise tagiyacak olan en radikal fiziksel kirilma ve kurtulus esigini temsil etmektedir.

Shell Beach ve Katarsis

Bu sekansin birincil okuma diizlemi Norberg-Schulz’un fenomenolojik yeniden yerlesme
kurami lizerinden okunurken, ikincil diizlemde Deleuze’lin zaman-imge yaklagimi tizerinden okunan
zamansal o6zgiirlesme ile Foucault’nun panoptik ¢eperin ¢oziilmesi birlikte islev gérmektedir. Dark
City (1998)’nin kirilma noktasimi1 olusturan “Shell Beach ve Katarsis” sekansi, kentsel labirentin
sinirlariin ¢oziilerek 6zgiirlesmenin mekansallastigi ana odaktir. Buradaki mekansal katarsis, kent
ceperinin kirilmasiyla baglayan, Oznenin zihinsel iistiinliigii karsisinda panoptik denetimin
biikiilmesiyle siiren ve kente ilk kez giin 1s181nin yansimasiyla tamamlanan asamali bir arinma
stirecidir. Bu siliregte yapay kent mekani, yerlesme ve yonelim kavramlarinin yeniden olustugu
fenomenolojik bir evrilme yasamaktadir (Gorsel 5).
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Gorsel 5. Shell Beach ve Katarsis Sekansi

Gorsel 5’teki ilk sahne, Shell Beach’e ulasmak adina kentin en dig sinirindaki sahte ilan
posterinin yirtilmasi ve arkasindaki tugla duvarin baltayla kirilmasiyla kentsel yapayligin mekansal
diizeyde son buldugu kurtulus animi temsil etmektedir. Foucault (1995) baglaminda irdelendiginde
bu an, disipliner iktidarin 6zneyi uysallastirdig1 panoptik kabugun fiziksel olarak pargalanmasidir.
Dolayisiyla iktidarin mekansal siirlarinin ilk kez asilmasi s6z konusudur. Duvarin tugla ve kagit
katmanlarinin yarattigi piiriizlii doku, yapay kentlesmeyi agiga ¢ikarirken, duvarm arkasindan sizan
sonsuz uzay boslugu perspektifi, Deleuze (1986)’iin herhangi bir mekan yaklagimindaki yonsiiz
diizlemi acgiga ¢ikarmaktadir. Karakterlerin siluetleri, Norberg-Schulz (1980)’un tanimladigi insan
Olcegi ile makro Olgek arasindaki asimetriyi vurgular. Ancak bu asimetriklik, bir ezilme anini degil,
sahte koordinatlardan 6zglirlesme deneyimini sunmaktadir. Dolayisiyla bu sahne, kentsel labirent
ceperinin kirilmasi ve simiilasyonun biitliniiyle sarsilmasi tizerinden, mekansal katarsisin en somut
fiziksel gostergesine doniiserek nihai arinma ve dznelesme evresini baglatmaktadir.

Ortak zihin ve “Tuning” savasi iizerinden bi¢imlenen ikinci sahnede, kolektif iktidar giicti
ile 6znenin zihinsel {istiinligli kars1 karsiya gelmektedir. Bu karsilasmada iktidarin bakisina maruz
kalan uysal beden, artik mekansal giicii elde ederek panoptik denetim mekanizmasinin fiziksel olarak
biikiilerek par¢alanma siirecini baglatmaktadir. Kadrajin merkezine yerlesen Murdoch’in bedeninden
yayilan devingen yogun 151k dalgalari, kentsel labirentin karanlik ve statik dokusunu yikmaktadir.
Insan dlgeginden iiretilen zihinsel dalga karsisinda iktidarn tiim kenti saran makro Slcekteki ezici
giicli yok olmaya baslamaktadir. Bu mekansal kirilma, Deleuze (1997)’iin zaman-imge yaklagimi
dogrultusunda, zamanin hareketten bagimsizlagarak dogrusal ve kronolojik akisim yitirdigi kristalize
bir an {iretmektedir. iktidarin bellek ve mekan iizerinde kurdugu neden-sonug iliskileri zayiflarken,
O0zne pargalanmis sahte gerceklik deneyiminden arinarak saf bir zamansallik i¢inde
konumlanmaktadir. Bu dogrultuda sahne, iktidarin dayattigi rasyonel geometrik kentsel formun,
Oznenin zihinsel Ustiinliigiiyle biikiiliip par¢alanisi iizerinden, edilgen bedenin mekan1 yeniden iireten
kurucu 6zneye doniistiigli akiskan bir mekansal katarsis deneyimi sunmaktadir (Gorsel 5).

Ucgiincii sahnede kente ilk kez giines 15181 dogmakta ve mekansal denetim yerini 6znelesmeye
birakmaktadir. Norberg-Schulz (1980)’un anlamli varolus i¢in tamimladig1 yeryliizii ile gokyiizii
arasindaki organik bag, dogal giin 15181yla birlikte sonunda yeniden kurulurken, 6znenin mekandaki
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varolussal yonelim duygusu da gergek bir zemine ulasmaktadir. Sinematografik diizlemde 11k
gostergesi, iktidarin kenti denetlemek igin kullandigi bir ara¢ olmaktan c¢ikip, mekanin
okunabilirligini saglayan biitiinciil bir 6znelesme gostergesine doniismektedir. Gorsel
kompozisyonda kentin o ana kadar 6zneyi saran sinirlt 6lgek yapisi, ufuk ¢izgisinde beliren evrensel
makro Olgek karsisinda genisleyerek ozgiirlesmektedir. Foucault (1995)’un disipliner diizeninin
dayattig1 yapaylik, bu 151k kurgusuyla yok olarak yasamsal bir atmosferle biitiinlesen yeni bir
mekansal deneyim agiga ¢ikmaktadir. Karanligin ve zamansal déngiiniin kirildig1 bu nihai sahnede
giin 15181, kentsel labirenti parcalayarak, 6znenin kendi varolussal cografyasini kurabilecegi gercek
bir diizleme doniistiirerek mekansal katarsisi tamamlamaktadir (Gorsel 5).

Doérdiincti sahne, Murdoch’in savasi kazandiktan sonra kentin sinirinda gergek denize ve
iskeleye ulastigi, labirent deneyiminin biitiinliyle asildig1 ve 6znenin yeryliziinde kendi varolussal
mekanini kurdugu bir biitiinlesme evresini yansitmaktadir. Norberg-Schulz (1980)’un fenomenolojik
yerlesme kurami baglaminda bu kompozisyon, insanin diinyada kok salabilmesi igin gereksinim
duydugu dogal cografi referanslarin mekansal olarak gerceklesmesidir. Bu noktada 6zne, ilk kez
sinirlart netlesmis, anlamli bir ¢evreyle bag kurmaktadir. Sinematografik perspektif diizleminde
kadrajin merkezinden kararli bir sekilde uzanan ahsap iskele, yapayliktan gercege gecisi temsil eden
bir mekansallik olusturur. Bu dogrusallik, yapay kente hakim olan dairesel labirent kurgusuna son
verirken, netlesen ufuk ¢izgisi de kentin klostrofobik 6l¢ek yapisini kirmaktadir. Ahsabin ve suyun
dogal ve yasantisal nitelikleriyle beliren doku gostergesi, Norberg-Schulz (1980) perspektifinden
Oznenin yasanabilir bir yer deneyimine ulastigin1 gosterir. Yerin ruhunun bu sekilde acgiga ¢ikisi,
iktidar tarafindan pargalanan 6zneyi kendi varolugsal biitiinliigiine kavusturarak, onu mekani
tilketmek yerine kendi istegiyle yeniden lreten ger¢ek bir 6zneye doniigtirmektedir. Deniz
yilizeyindeki dogal giin 15181 yansimalar1 ve karakterin arkasi doniik silueti, mekani panoptik
gozetlemeden biitliniiyle arindirarak kisisel bir 6zgiirlitk alanina doniistiiriir. Bu final sahne, 6znenin
kendi bellegindeki mekan imgesini fiziksel gergeklige doniistiirerek yonelim sorununu
sonlandirmaktadir. Bu agamada labirentin tiim sinirlar1 ¢oziilmekte ve gergek bir 6znelesme, dingin
bir mekansal katarsis deneyimiyle biitiinlesmektedir.

Sonug¢ ve Oneriler

Bu calismada, sinematografik bir anlatinin mekansal ve zihinsel sinirlarin gatismasi
izerinden {lirettigi yonelim, bellek ve denetim iligkileri, Dark City filmi baglaminda sinematografik
mekan analizi araciligiyla incelenmistir. Elde edilen bulgular cercevesinde, Norberg-Schulz
(1980)’un yerlesme tanimina gore, filmdeki mekanlarin 6znenin ¢evresiyle anlamli bag kurmasini
engelledigi; Deleuze (1986)’lin herhangi bir mekan kavramiyla mekansal siirekliligin par¢alanarak
baglamsiz dolagim ylizeylerine doniistiigii; Foucault (1995)’nun disipliner iktidar yaklagimi
kapsaminda ise kentin goériinmez denetim mekanizmalart araciligryla 6znenin bellegini yeniden
yapilandirdigi siiregler analiz edilmistir. Sinematografik diizlemde 1s1k, perspektif, doku ve 6lgek
gostergeleri, iktidarin kentsel labirent iizerindeki denetiminden, bireyin 6znelesme siirecine uzanan
dogrusal akis1 somutlagtirmistir.

Iktidarin, kenti yapay zaman dongiisii ve klostrofobik makro dlgek araciligryla panoptik bir
labirent alan1 olarak tasarladigi ilk asama, Foucault (1995)’nun disipliner denetim kuraminin
mekansal karsili§1 olarak bicimlenmektedir. Bu siirecte bellegin silinmesiyle 6znenin edilgen bir
tiikketiciye doniismesi, Norberg-Schulz (1980)’un varolussal yonelimine bir karsitlik olusturmaktadir.
Buna karsilik, kronolojik zamanin anlatida siirekli yeniden kirilmasi ve mekanin biikiilmesi, Deleuze
(1997) cergevesinde dogrusal zaman algisin1 bozan zaman-imgeyi somutlastirmakta ve kentsel
labirent, gecmis ile gelecegin, gercek ile simiilasyonun i¢ ice gectigi bir kristal-imgeye
doniismektedir. Bu dogrultuda bulgularda agiga ¢ikan en 6nemli esik, mekansal hakimiyetin mutlak
olmayip, Oznenin zihinsel devingenligi karsisinda biikiilebilir ve parcalanabilir oldugunu
gostermesidir. Bu biikiilme, iktidarin olusturdugu yapay sinirlarin ¢oziilmesini saglayarak 6zneyi
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Ozgiirlestirici bir mekansal katarsis esigine tasimaktadir. Bu baglamda Deleuze (1986)’{in herhangi
bir mekan kavramindan Norberg-Schulz (1980)’un yerin ruhu diisiincesine uzanan ¢oziilme ve
doniisiim aksi, 6znelesmenin ve mekansal katarsisin sinematografik diizlemde a¢iga ¢ikmasi olarak
okunmaktadir.

Dort sekans iizerinden yiiriitiilen analiz, mekansal katarsisin dogrusal ve asamali bir siire¢
olarak isledigini ortaya koymaktadir. “Kentin Ayarlanig1” sekansinda panoptik 151k ve hiyerarsik
Olcek diizeni, 6znenin mekansal koordinatlarindan koparildigir baski evresini somutlastirmistir.
“Bellek ve Mekan” sekansinda kristal imge ve modiile edilmis bellek gostergeleri, zamansal
kirilmanin 6zneyi yapay bir gegmise hapsettigini goriiniir kilmistir. “Labirentte Yonelim” sekansinda
perspektif bozulmalar1 ve parcali 151k diizeni, yonelim kaybinin varolussal bir krize doniistiigilind,
ancak bu krizin ayn1 zamanda zihinsel uyanisi tetikledigini gostermistir. “Shell Beach ve Katarsis”
sekansinda ise dogal giin 15181, agilan ufuk ¢izgisi ve ahsap-su dokusunun birlikteligi, 6znenin mekant
yeniden anlamlandirarak genius loci’yi kurdugu fenomenolojik yerlesme evresini tamamlamistir. Bu
dort sekans bir biitiin olarak degerlendirildiginde, mekansal katarsisin yalnizca bir son sahneye degil,
baski-direnis-6zgiirlesme ekseninde birbirini zorunlu kilan bir silire¢ zincirine dayandigi
anlagilmaktadir. Bu bulgular, mevcut literatiirle karsilagtirildiginda ¢aligmanin 6zgiin katkisi daha
net bicimde ortaya ¢ikmaktadir. Sinema-mimarlik arakesitindeki ¢alismalar katarsisi agirlikli olarak
izleyici deneyimi ve duygusal tepki diizeyinde ele alirken, mekansal ve sinematografik boyutunu
sinirli tutmakta ve 6znelesme siireciyle iliskilendirmemektedir. Bu calisma, s6z konusu boslugu
Foucault’nun panoptik iktidar analizi, Deleuze’iin zaman-imge kurami ve Norberg-Schulz’un
fenomenolojik yerlesme yaklagimini bir arada isleterek kapatmakta ve mekansal katarsisi hem
kavramsal hem de sinematografik gdstergeler diizeyinde sistematik bigimde temellendiren 6zgiin bir
okuma modeli sunmaktadir. Bu baglamda ¢aligma, mekansal katarsisin varligin1 sinamak yerine
onun sinematografik mekanda nasil isledigini ortaya koymay1 amaglamaktadir. Bu tercih, agiklayici
nitel arastirma paradigmasiin bilingli bir yansimasidir (Denzin & Lincoln, 2011). Calismada
edinilen temel ¢ikarim, bulgularin senteziyle birlikte mekansal katarsis kavramimin kuramsal
diizlemde yeniden tanimlanmasidir. Bu baglamda sinemada mekansal katarsis, 6znenin kendi
bellegiyle baskict bir mimari diizeni asarak, mekani yeniden {iireten bir kurucu rol iistlenmesi,
dolayisiyla 6znelesmesiyle tamamlanan bir siirectir. Bu dogrultuda calisma, kavrami psikolojik
arinmanin Otesine tastyarak, sinematografik anlati lizerinden varolussal yonelim, fenomenolojik
yerlesme ve Oznelesme zemininde yeni bir mekansal katarsis okumasi yapilabilecegini ortaya
koymaktadir.

Mekansal katarsis kavraminin sinematografik gostergeler (1s1k, 6lgek, doku, perspektif)
iizerinden somutlastirilmasi, film analizlerinde mekanin duyusal boyutlarinin okunmasi adina
metodolojik bir oneri olusturmaktadir. Gosterge-kuram iligkisi {izerinden kurulan bu okumanin,
farkli sinematografik tiirlerdeki kentsel distopyalarin ve siber mekan tasarimlarinin ¢éziimlenmesi
iizerinden gelistirilmesi miimkiindiir. Bu kapsamda mekansal katarsis ve 6znelesme siirecleri, gorsel
gostergelere eklemlenen isitsel gostergeler baglaminda da ele alinarak ¢ok modlu semiyotik
analizlerle derinlestirilebilir. Calisma, distopik kent temsillerinin gorsel atmosfer liretmekle birlikte
ayni zamanda bireyin gerceklik algisi, bellek kurgusu ve aidiyet iligkileri lizerinde belirleyici etkiler
kurdugunu ortaya koymaktadir. Bu yoniiyle calisma, mekansal katarsisin baski, direnis ve
fenomenolojik yeniden yerlesme evreleri lizerinden isleyen asamali bir siire¢ oldugunu ortaya
koyarak sinema-mimarlik arakesitindeki kavramsal boslugu doldurmakta; sinema-mimarlik iligkisi,
fenomenolojik mekan g¢aligmalar1 ve distopya arastirmalart agisindan 6zgiin bir disiplinlerarasi
okuma modeli sunmaktadir.
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