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Abstract: Centered on Elisabeth Sparkle’s grotesque corporeal transformation, Coralie Fargeat’s The
Substance (2024) critically explores contemporary society’s pathological obsessions with youth, beauty, and
absolute visibility. Utilizing the body horror genre as a potent socio-philosophical medium, the film delves into
the severe psychological and physical collapse triggered by the neoliberal imperative to continuously optimize
and maintain an idealized self-image. Sparkle’s desperate quest to produce a younger, flawless iteration of
herself leads her to undergo a black-market medical procedure known as “The Substance.” This process
allegorizes Jacques Lacan’s concept of objet petit a the inherently unattainable object-cause of desire that,
rather than providing ontological fulfillment, progressively fragments the subject and deforms the body into a
monstrous, grotesque anomaly. This article interprets Sparkle’s self-destructive trajectory through Byung-Chul
Han’s cultural diagnostics, specifically employing his formulations of ‘the violence of sameness,’ ‘the ideology
of transparency,” and the self-exploitative ‘achievement-subject.” Under the relentless systemic pressure for
hyper-visibility and commercial relevance, Sparkle aggressively commodifies and cannibalizes her own body,
emerging as both the active executor and the ultimate victim of neoliberal violence. Her motivation transcends
mere physical rejuvenation; it represents a desperate drive to embody the desire of the Other nternalizing
society's panoptic gaze and normative expectations. In Lacanian terms, this dynamic exposes the subject’s
tragic struggle to mirror the Other's demand. The emergence of Sue an entity expelled directly from Sparkle’s
physical organism symbolizes the destructive manifestation of the imaginary ideal rooted in Lacan’s mirror
stage. Ultimately, instead of saturating desire, the procedure triggers a self-replicating structural lack that
endlessly perpetuates itself. The Substance thus operates as a highly stylized, bleak allegory of the
contemporary subject’s systemic tragedy offering not a narrative of realized ambition, but a profound exposure
of the proliferating absence and alienation residing at the core of human desire.
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1788 Sefik Ozcan

Oz: Elisabeth Sparkle’mn grotesk bedensel doniisiimiinii odagma alan Coralie Fargeat imzah The
Substance (2024), ¢agdas toplumun gengclik, estetik kusursuzluk ve mutlak goriiniirliik saplantilarini felsefi ve
psikanalitik bir perspektiften tartigmaya agmaktadir. Beden korkusu (body horror) estetigini toplumsal
elestirinin aract olarak kullanan film, neoliberal diizenin bireye dayatti§i benligi siirekli optimize etme
zorunlulugunun yol ac¢tig1 ruhsal ve bedensel ¢okiigii goriiniir kilmaktadir. Sparkle’n kendisinin daha geng ve
kusursuz bir versiyonuna ulasma istegi, onu "The Substance" adl1 yeralt1 prosediiriine yonlendirmektedir. Bu
stireg, Jacques Lacan’in objet petit a kavrami baglaminda, 6zneye vaat edilen ontolojik biitiinliigii hi¢cbir zaman
saglayamayan; aksine 6zneyi giderek parcalayan ve bedenini grotesk bir varlia doniistiiren imkansiz arzu
nesnesinin alegorik bir temsilini olusturmaktadir. Bu ¢alisma, Sparkle’m 6z-yikici doniisiimiini Byung-Chul
Han’1n "ayninin siddeti", "seffaflik ideolojisi" ve "performans dznesi" kavramlari ekseninde ¢éziimlemektedir.
Siirekli goriiniir olma, hiper-goriiniirliik ve piyasa agisindan degerini koruma baskisi altinda Sparkle, kendi
bedenini metalagtiran, somiiren ve tiikketen bir 6zneye doniiserek neoliberal siddetin hem faili hem de magduru
hiline gelmektedir. Onun yoneldigi hedef yalmzca biyolojik bir genclesme degil, Oteki’nin arzusunu
bedeninde cisimlestirerek toplumun panoptik bakisini ve normatif beklentilerini i¢sellestirmektir. Lacanci
acidan bu durum, 6znenin Oteki’nin talebini kendi arzusu olarak benimsemesi sonucunda varolusunu feda
edisini ortaya koymaktadir. Sparkle’in bedeninden dogan Sue karakteri ise Lacan’in ayna evresi baglaminda
imgesel benlik idealinin tekinsiz ve yikict bir disavurumu olarak degerlendirilmektedir. Miidahale, arzuyu
doyuma ulastirmak yerine siirekli kendini yeniden iireten yapisal bir eksikligi goriiniir kilmaktadir. Sonug¢
olarak calisma, The Substance filminin giiniimiiz 6znesinin sistemik varolussal trajedisini stilize bir alegori
araciligtyla goriiniir kildigini; insan arzusunun merkezinde yer alan eksiklik, yabancilasma ve yikici boslugu
elestirel bir bakisla ortaya koydugunu ileri siirmektedir.

Anahtar Kelimeler: Cevher Filmi, Performans Oznesi, Ayn1’nin Siddeti, Oteki, Arzu.
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Structured Abstract:

Written and directed by Coralie Fargeat, The Substance (2024) offers a powerful critique of the socio-
cultural imperatives shaping contemporary neoliberal society through the aesthetics of body horror. Centered
on Elisabeth Sparkle, an aging television celebrity whose social value declines with age, the film examines
contemporary obsessions with youth, beauty, visibility, and bodily perfection. Rather than presenting bodily
transformation merely as a source of horror, it constructs the body as a site where ideological, psychological,
and cultural conflicts become materially visible. Elisabeth’s decision to obtain a younger and more desirable
version of herself through the illegal procedure known as “The Substance” exposes the destructive
consequences of a social order that equates personal value with perpetual self-renewal. Consequently, the film
functions not only as a critique of beauty culture and ageism but also as an allegory of neoliberal subjectivity
and the impossibility of achieving a complete and stable identity.

This study analyzes The Substance through an interdisciplinary framework combining Byung-Chul
Han’s critique of neoliberal society with Jacques Lacan’s psychoanalytic theory. It argues that the film
visualizes the structural violence experienced by subjects who are governed less by external authority than by
internalized demands for performance, transparency, productivity, and continuous self-optimization. Han’s
concepts of the violence of sameness, the achievement-subject, the society of transparency, the expulsion of
the Other, and psychopolitical self-exploitation provide the principal theoretical framework for explaining how
neoliberal ideology transforms individuals into both the agents and victims of their own domination. These
concepts are examined alongside Lacan’s formulations of the mirror stage, the Other, objet petit a, desire, and
structural lack to demonstrate that the pursuit of an ideal self inevitably intensifies alienation instead of
producing fulfillment.

Methodologically, the study employs qualitative interpretive film analysis. Narrative structure,
character development, cinematography, mise-en-scéne, visual symbolism, body imagery, and grotesque
aesthetics are examined through the complementary perspectives of cultural criticism and psychoanalytic film
theory. Elisabeth Sparkle’s decision to undergo the experimental procedure, the emergence of Sue as her
younger double, and the progressive disintegration of her body constitute the principal focus of analysis. The
film’s corporeal mutations are interpreted not simply as conventions of body horror but as visual metaphors
for the psychological and existential consequences of neoliberal subject formation.

The analysis demonstrates that Elisabeth Sparkle embodies Han’s achievement-subject, whose
identity is organized around endless productivity and self-improvement. Her attempt to create a younger and
more desirable version of herself reflects the neoliberal expectation that individuals must continuously reinvent
and optimize both their bodies and social identities. Instead of attaining freedom, however, Sparkle internalizes
mechanisms of domination and willingly participates in her own exploitation. Her body gradually becomes a
commodity governed by market logic, transforming self-care into self-consumption. The film therefore
illustrates how neoliberal ideology relocates violence from external institutions to the subject’s relationship
with the self.

From a Lacanian perspective, Sue represents the imaginary ideal generated through the mirror stage.
She appears to embody the perfect self capable of eliminating lack and achieving wholeness. Yet, as the
embodiment of objet petit a, Sue remains fundamentally unattainable because desire is structured by lack rather
than satisfaction. Elisabeth’s increasingly destructive relationship with Sue reveals that every attempt to
possess the ideal image only reproduces a deeper sense of incompleteness. The emergence of the hybrid body
“ElisaSue” materializes both Han’s violence of sameness and Lacan’s structural lack. The grotesque body
ultimately symbolizes the collapse of identity under the pressure of conformity, uninterrupted performance,
and impossible ideals of perfection.

The findings further indicate that The Substance extends beyond a critique of beauty standards by
exposing the psychopolitical mechanisms through which neoliberal ideology governs contemporary existence.
Aging, vulnerability, failure, and difference are systematically excluded, whereas youth, visibility, positivity,
and productivity become unquestioned cultural imperatives. Violence consequently emerges not from external
repression but from the subject’s internalized obligation to become permanently successful, attractive, and
visible. The film demonstrates that the pursuit of limitless optimization ultimately produces alienation,
fragmentation, and self-annihilation rather than emancipation.
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1790 Sefik Ozcan

In conclusion, this study argues that The Substance presents a sophisticated cinematic representation
of the existential crisis of neoliberal subjectivity. By bringing Byung-Chul Han’s philosophy into dialogue with
Lacanian psychoanalysis, the article offers an interdisciplinary interpretation of the film’s grotesque aesthetics
and demonstrates that body horror functions as a critical language for exposing the contradictions of
contemporary culture. It concludes that the pursuit of perfect visibility and bodily completeness inevitably
reinforces structural lack, resulting in the fragmentation of identity and the collapse of the subject. Accordingly,
the study contributes to film studies, psychoanalytic criticism, cultural studies, and contemporary philosophy
by proposing an integrated framework for understanding the relationship between body horror, neoliberal
ideology, and the dynamics of desire.

Keywords: The Substance, Byung-Chul Han, Lacanian Psychoanalysis, Violence of Sameness,
Performance Subject, Other, Desire.
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Résumé Structuré:

Ecrit et réalis¢ par Coralie Fargeat, The Substance (2024) propose une critique percutante des
impératifs socioculturels qui fagonnent la société néolibérale contemporaine a travers 1’esthétique de I’horreur
corporelle. Centré sur Elisabeth Sparkle, une célébrité de la télévision vieillissante dont la valeur sociale décline
avec 1’age, le film examine les obsessions contemporaines liées a la jeunesse, a la beauté, a la visibilité et a la
perfection corporelle. Plutot que de présenter la transformation corporelle comme une simple source d’horreur,
le film construit le corps comme un lieu ou les conflits idéologiques, psychologiques et culturels deviennent
matériellement visibles. La décision d’Elisabeth d’obtenir une version plus jeune et plus désirable d’elle-méme
gréce a la procédure illégale connue sous le nom de « The Substance » met a nu les conséquences destructrices
d’un ordre social qui assimile la valeur personnelle a un renouvellement perpétuel de soi. Par conséquent, le
film fonctionne non seulement comme une critique de la culture de la beauté et de I’agisme, mais aussi comme
une allégorie de la subjectivité néolibérale et de I’impossibilité d’atteindre une identité compléte et stable.

Cette étude analyse The Substance a travers un cadre interdisciplinaire combinant la critique de la
société néolibérale de Byung-Chul Han et la théorie psychanalytique de Jacques Lacan. Elle soutient que le
film met en images la violence structurelle subie par des sujets régis moins par une autorité extérieure que par
des exigences intériorisées de performance, de transparence, de productivité et d’auto-optimisation continue.
Les concepts de Han — violence de I’identité, sujet de la réussite, société de la transparence, expulsion de
I’ Autre et auto-exploitation psychopolitique — constituent le cadre théorique principal permettant d’expliquer
comment 1’idéologie néolibérale transforme les individus a la fois en agents et en victimes de leur propre
domination. Ces concepts sont examinés a la lumiére des formulations lacaniennes du stade du miroir, de
I’ Autre, de I’objet petit a, du désir et du manque structurel afin de démontrer que la poursuite d’un moi idéal
intensifie inévitablement 1’aliénation au lieu d’apporter 1’épanouissement.

Sur le plan méthodologique, cette étude recourt a une analyse cinématographique qualitative et
interprétative. La structure narrative, le développement des personnages, la cinématographie, la mise en scéne,
le symbolisme visuel, I’imagerie corporelle et 1’esthétique grotesque sont examinés a travers les perspectives
complémentaires de la critique culturelle et de la théorie cinématographique psychanalytique. La décision
d’Elisabeth Sparkle de se soumettre a la procédure expérimentale, I’émergence de Sue en tant que son double
plus jeune, ainsi que la désintégration progressive de son corps constituent le principal objet d’analyse. Les
mutations corporelles du film sont interprétées non pas simplement comme des conventions du cinéma
d’horreur corporelle, mais comme des métaphores visuelles des conséquences psychologiques et existentielles
de la formation néolibérale du sujet.

L’analyse démontre qu’Elisabeth Sparkle incarne le « sujet de la réussite » de Han, dont I’identité
s’articule autour d’une productivité et d’un perfectionnement de soi sans fin. Sa tentative de créer une version
plus jeune et plus désirable d’elle-méme refléte ’attente néolibérale selon laquelle les individus doivent
continuellement réinventer et optimiser a la fois leur corps et leur identité sociale. Au lieu d’accéder a la libert¢,
cependant, Sparkle intériorise les mécanismes de domination et participe volontairement a sa propre
exploitation. Son corps devient progressivement une marchandise régie par la logique du marché, transformant
les soins de soi en autoconsommation. Le film illustre ainsi comment ’idéologie néolibérale déplace la
violence des institutions externes vers la relation du sujet avec lui-méme.

Dans une perspective lacanienne, Sue représente 1’idéal imaginaire généré par le stade du miroir. Elle
semble incarner le moi parfait, capable d’éliminer le manque et d’atteindre la plénitude. Pourtant, en tant
qu’incarnation de 1’objet petit a, Sue reste fondamentalement inaccessible, car le désir est structuré par le
manque plutot que par la satisfaction. La relation de plus en plus destructrice qu’entretient Elisabeth avec Sue
révele que toute tentative de posséder I’image idéale ne fait que reproduire un sentiment plus profond
d’incomplétude. L’émergence du corps hybride « ElisaSue » matérialise a la fois la violence de I’identité de
Han et le manque structurel de Lacan. Ce corps grotesque symbolise en fin de compte I’effondrement de
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I’identité sous la pression de la conformité, d’une performance ininterrompue et d’idéaux impossibles de
perfection.

Ces résultats indiquent en outre que The Substance va au-dela d’une simple critique des normes de
beauté en mettant a nu les mécanismes psychopolitiques par lesquels 1’idéologie néolibérale régit I’existence
contemporaine. Le vieillissement, la vulnérabilité, I’échec et la différence sont systématiquement exclus, tandis
que la jeunesse, la visibilité, la positivité et la productivité deviennent des impératifs culturels incontestés. La
violence ne découle donc pas d’une répression externe, mais de 1’obligation intériorisée par le sujet de devenir
définitivement performant, séduisant et visible. Le film démontre que la poursuite d’une optimisation sans
limites engendre en fin de compte 1’aliénation, la fragmentation et I’autodestruction plutot que 1’émancipation.

En conclusion, cette étude soutient que 7he Substance présente une représentation cinématographique
sophistiquée de la crise existentielle de la subjectivité néolibérale. En mettant en dialogue la philosophie de
Byung-Chul Han avec la psychanalyse lacanienne, cet article propose une interprétation interdisciplinaire de
I’esthétique grotesque du film et démontre que I’horreur corporelle fonctionne comme un langage critique
permettant de mettre a nu les contradictions de la culture contemporaine. Il conclut que la quéte d’une visibilité
parfaite et d’une plénitude corporelle renforce inévitablement le manque structurel, entrainant la fragmentation
de I’identité et ’effondrement du sujet. En conséquence, cette étude apporte une contribution aux études
cinématographiques, a la critique psychanalytique, aux études culturelles et a la philosophie contemporaine en
proposant un cadre intégré permettant de comprendre la relation entre 1’horreur corporelle, I’idéologie
néolibérale et la dynamique du désir.

Mots-clés: The Substance, Byung-Chul Han, psychanalyse lacanienne, violence de 1’identité, sujet
performatif, Autre, désir.

Resumen Estructurado:

Escrita y dirigida por Coralie Fargeat, The Substance (2024) ofrece una contundente critica de los
imperativos socioculturales que configuran la sociedad neoliberal contemporanea a través de la estética del
«horror corporal». Centrada en Elisabeth Sparkle, una estrella de television que envejece y cuyo valor social
disminuye con la edad, la pelicula examina las obsesiones contemporaneas por la juventud, la belleza, la
visibilidad y la perfeccion corporal. En lugar de presentar la transformacion corporal meramente como una
fuente de horror, la pelicula construye el cuerpo como un espacio en el que los conflictos ideologicos,
psicologicos y culturales se hacen materialmente visibles. La decision de Elisabeth de conseguir una version
mas joven y deseable de si misma mediante el procedimiento ilegal conocido como «The Substance» pone de
manifiesto las consecuencias destructivas de un orden social que equipara el valor personal con la
autorrenovacion perpetua. En consecuencia, la pelicula funciona no solo como una critica a la cultura de la
belleza y a la discriminacion por edad, sino también como una alegoria de la subjetividad neoliberal y de la
imposibilidad de alcanzar una identidad completa y estable.

Este estudio analiza La Sustancia a través de un marco interdisciplinar que combina la critica de
Byung-Chul Han a la sociedad neoliberal con la teoria psicoanalitica de Jacques Lacan. Sostiene que la pelicula
visualiza la violencia estructural que sufren los sujetos, regidos no tanto por una autoridad externa como por
exigencias interiorizadas de rendimiento, transparencia, productividad y autooptimizaciéon continua. Los
conceptos de Han sobre la violencia de la igualdad, el sujeto del logro, la sociedad de la transparencia, la
expulsion del Otro y la autoexplotacion psicopolitica proporcionan el marco tedrico principal para explicar
como la ideologia neoliberal transforma a los individuos tanto en agentes como en victimas de su propia
dominacion. Estos conceptos se examinan junto con las formulaciones de Lacan sobre la fase del espejo, el
Otro, el objet petit a, el deseo y la falta estructural, para demostrar que la biisqueda de un yo ideal intensifica
inevitablemente la alienacion en lugar de producir plenitud.

Desde el punto de vista metodologico, el estudio emplea un analisis cinematografico interpretativo
cualitativo. La estructura narrativa, el desarrollo de los personajes, la cinematografia, la puesta en escena, el
simbolismo visual, las imagenes corporales y la estética grotesca se examinan a través de las perspectivas
complementarias de la critica cultural y la teoria psicoanalitica del cine. La decision de Elisabeth Sparkle de
someterse al procedimiento experimental, la aparicion de Sue como su doble mas joven y la progresiva
desintegracion de su cuerpo constituyen el foco principal del analisis. Las mutaciones corporales de la pelicula
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se interpretan no solo como convenciones del cine de terror corporal, sino como metaforas visuales de las
consecuencias psicologicas y existenciales de la formacion del sujeto neoliberal.

El analisis demuestra que Elisabeth Sparkle encarna al «sujeto del logro» de Han, cuya identidad se
organiza en torno a la productividad y la superacidn personal sin fin. Su intento de crear una version mas joven
y deseable de si misma refleja la expectativa neoliberal de que los individuos deben reinventarse y optimizar
continuamente tanto sus cuerpos como sus identidades sociales. Sin embargo, en lugar de alcanzar la libertad,
Sparkle interioriza los mecanismos de dominacioén y participa voluntariamente en su propia explotacion. Su
cuerpo se convierte gradualmente en una mercancia regida por la 16gica del mercado, transformando el cuidado
de si misma en autoconsumo. La pelicula ilustra, por tanto, como la ideologia neoliberal traslada la violencia
de las instituciones externas a la relacion del sujeto consigo mismo.

Desde una perspectiva lacaniana, Sue representa el ideal imaginario generado a través de la fase del
espejo. Parece encarnar el yo perfecto, capaz de eliminar la falta y alcanzar la plenitud. Sin embargo, como
encarnacion del objet petit a, Sue sigue siendo fundamentalmente inalcanzable, ya que el deseo se estructura
en torno a la falta y no a la satisfaccion. La relacion cada vez mas destructiva de Elisabeth con Sue revela que
todo intento de poseer la imagen ideal solo reproduce una sensaciéon mas profunda de incompletitud. La
aparicion del cuerpo hibrido «ElisaSue» materializa tanto la violencia de la identidad de Han como la carencia
estructural de Lacan. El cuerpo grotesco simboliza, en ultima instancia, el colapso de la identidad bajo la
presion de la conformidad, el rendimiento ininterrumpido y los ideales imposibles de perfeccion.

Los resultados indican ademas que The Substance va mas alla de una critica a los canones de belleza
al poner al descubierto los mecanismos psicopoliticos a través de los cuales la ideologia neoliberal gobierna la
existencia contemporanea. El envejecimiento, la vulnerabilidad, el fracaso y la diferencia quedan
sistematicamente excluidos, mientras que la juventud, la visibilidad, la positividad y la productividad se
convierten en imperativos culturales incuestionables. En consecuencia, la violencia no surge de la represion
externa, sino de la obligacion interiorizada del sujeto de convertirse de forma permanente en alguien exitoso,
atractivo y visible. La pelicula demuestra que la busqueda de una optimizacion ilimitada produce, en ultima
instancia, alienacion, fragmentacion y autodestruccion, en lugar de emancipacion.

En conclusion, este estudio sostiene que The Substance presenta una sofisticada representacion
cinematografica de la crisis existencial de la subjetividad neoliberal. Al establecer un didlogo entre la filosofia
de Byung-Chul Han y el psicoanalisis lacaniano, el articulo ofrece una interpretacion interdisciplinar de la
estética grotesca de la pelicula y demuestra que el «horror corporal» funciona como un lenguaje critico para
poner de manifiesto las contradicciones de la cultura contemporanea. Concluye que la busqueda de la
visibilidad perfecta y la plenitud corporal refuerza inevitablemente la carencia estructural, lo que da lugar a la
fragmentacion de la identidad y al colapso del sujeto. En consecuencia, el estudio contribuye a los estudios
cinematograficos, la critica psicoanalitica, los estudios culturales y la filosofia contemporanea al proponer un
marco integrado para comprender la relacion entre el «horror corporaly, la ideologia neoliberal y las dinamicas
del deseo.

Palabras clave: The Substance, Byung-Chul Han, psicoandlisis lacaniano, violencia de la identidad,
sujeto performativo, Otro, deseo.
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HBHRLH] - E/R#Y (Coralie Fargeat) %l 32 L5 (The Substance) (2024) i#id B A2
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52/R (Elisabeth  Sparkle) JAyH Co———iX A B A5 4 S 1Y KM AL 23 M EAS W7 0 1R 4 30 FEAL B R —— %
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CrpykrypupoBanHoe Pe3iome:

®unem «Cyocmanyusny (2024), cuenapuct n pexuccép Kopamn dapixe, npexacrtasisier coboit
MOIIHYI0O KPUTHKY COIMOKYJBTYpPHBIX HMIIEPATHBOB, (OPMHUPYIONIMX COBPEMEHHOE HEOINOepaIbHOe
0011ecTBO, Yepe3 NPU3MY ICTETHKH «X0ppopa Tenay». B neHtpe crokera — Onuzaber Cnapki, craperomas
TeNe3Be3/la, 4bsl COIMalbHAas LEHHOCTh CHWXKAETCS C BO3pPAacTOM; (HIBM HCCIEAYeT COBPEMEHHYIO
0JIEP)KUMOCTH MOJIOJIOCTBIO, KPACOTOM, MyOIMYHOCTRIO ¥ (PU3UIECKUM COBEPIICHCTBOM. BMECTO TOTO 4TOOBI
NPEJICTABIATh TPaHC(HOPMAIMIO Teja JIHMIIb KaKk MCTOYHUK Y)Kaca, (GHIbM KOHCTPYHUPYET TeNO Kak
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IPOCTPAHCTBO, B KOTOPOM HACONOTHYECKHE, NCHXOJIOTHYECKHE M KYJIbTYPHBIE KOHQIUKTBI CTaHOBSTCS
MaTepHaJIbHO BUANMBIMU. Pemenne Dnm3abeT o6pectn 6oiee MOJIOAYIO M IPHBIEKATEIFHYIO BEPCHIO ceds ¢
NOMOIIBI0 HE3aKOHHOH Ipouenypbl, HU3BeCcTHOH Kak «CyOcTaHuus», OOHaXKaeT pa3pyIIUTEIbHBIC
NOCTICZICTBHS COLIMANIBHOTO IIOPsIKA, KOTOPBIA INPUPAaBHUBACT JIMYHYIO IIEHHOCTh K IOCTOSHHOMY
camooOHOBIeHHI0. CrenoBaTenbHO, (HMIBM BBICTYHNAET HE TOJNBKO KaK KPHUTHKA KyJIbTYpbl KpPacoThl H
JMCKPUMUHAIIMK 110 BO3pAcTy, HO W KaK ajuIeropus HeolnOepaabHOH CyOBEKTHBHOCTH M HEBO3MOXKHOCTH
JOCTHKEHUS MOJIHOW M CTa0MIBHON MJCHTHYHOCTH.

B nmanHoM wuccnenoBaHum mpoBomuTcs aHanu3  uiabMa  «CyOcmanyusy depe3  IpUMY
MEKIUCIUTUIMHAPHOTO MOAX0/Ia, COYCTAIOIIEI0 KPUTHUKY HeodubepanbHoro obmectBa bronr-Uyna Xana c
MCUXOaHANMUTHUeCKOM Teopueii XKaka Jlakana. B HéM yTBepkaaeTcs, 4To QUIEM BU3YAIU3UPYET CTPYKTYPHOE
HACHJIME, WCIBITHIBAEMOE CyOBEKTaMHU, KOTOPHIC MOMYHHSIOTCS HE CTOJBKO BHEIIHEH BIACTH, CKOJBKO
WHTEPHATM30BAHHBIM TpeOOBaHUAIM 3S((GEKTHBHOCTH, MPO3PAYHOCTH, MPOIYKTHBHOCTH W HEIPEPBHIBHOM
camoonrtummsanui. KoHmenmunm XaHa — «HACHIHE TOXKIECTBA», «CYOBEKT JOCTIKECHUSI», «OOIIECTBO
MPO3PavyHOCTHY», «H3THAHHUE J[pyroro» M «IICHXOMIOIHTHYECKAs CAMOJKCIDIyaTallls» — CIy)KaT OCHOBHOM
TEOPETHIECCKOI OCHOBOH [UIS OOBSCHEHHUS TOTO, KaK HeoMnOepaabHas HCOIOTHs IPEBpaIlacT HHANBHIYYMOB
OTHOBPEMEHHO B arc¢HTOB W JKEPTB COOCTBEHHOT'O TOCIOACTBA. OTH KOHICHIINH PAacCMATPUBAIOTCS B
corocTaBieHnu ¢ (opmymupoBkamMu JlakaHa o cragum 3epkama, Jlpyrom, objet petit a, XKeTaHUU U
CTPYKTYPHOM HEIOCTaTKEe, YTOOBI MPOJEMOHCTPHPOBATH, YTO CTPEMJICHHE K HICATBHOMY <«s» HEU30EKHO
YCUJIMBAET OTUYKJICHHE, a He IPUBOJUT K cCaMOpeaIu3aluy.

C MeToNOoJOTMYECKOH TOYKM 3pEHUs B  HCCICIOBAaHMM  HCIOJB3YeTCsS  KaueCTBEHHBIH
MHTEpIpEeTaTUBHBIA aHain3 ¢unbma. HappaTuBHas cTpykTypa, pa3BHTHE INEepCOHaXKeH, KuHemarorpadus,
MH3aHCIICHa, BH3yalbHBIH CHMBOJIM3M, OOpa3bl Tejla U OSCTETHKA TIPOTECKa HCCICAYIOTCA uepes
B3aUMO/IOTIONHAIOLINE MIEPCIIEKTUBBI KYJIbTYPHONH KPUTUKU U NCUXOAHAIUTHYECKOH TeOpHH KHHO. PereHue
Omu3abet CHapkil MOJBEPrHy THCS IKCIIEPUMEHTAIBHON Hpolienype, nosiieHrue Chlo B KauecTBe e€ MIIaIIero
JBOMHHKA U TIOCTETICHHAs Ae3UHTErpanus e€ Tea COCTaBIIFOT OCHOBHOH (oKyc aHanmu3a. TenecHble MyTaluH,
NOKa3aHHbIE B (QUIIbME, HHTEPIPETUPYIOTCS HE MPOCTO KaK KIHUIIE )KaHpa «XOppop Telay, a Kak BH3yaJbHbIC
Metadopbl TMCHXOJOTMYECKUX M IK3UCTCHLHANBHBIX IOCISICTBUH (OPMHPOBaHHSA HEONUOEPaIbHOTO
cyOBeKTa.

AHamu3 IeMOHCTpHUpYeT, yTo Dnmu3ader CrapKiI BOIDIOMIAET «CYOBeKTa JOCTIDKCHHID M0 XaH, Ubs
WJACHTUYHOCTh TIOCTPOEHA BOKPYT OECKOHEYHOW MPOIYKTHBHOCTH M CaMOCOBEpIIeHCTBOBaHUs. Ee mombiTka
co3aarh Ooyiee MOJIOAYIO M MPUBJIEKATENLHYIO BEPCHIO CaMOi ce0sl OTpa)kaeT HeONHOepaTbHOE OXUIAHHE,
COTJIACHO KOTOPOMY HHUBUIYYMBI IOJDKHBI IIOCTOSTHHO MEPEOCMBICITUBATH U ONTHMHU3UPOBATH KaK CBOM TeJia,
Tak ¥ COIMaNbHbIE UACHTUYHOCTH. OJHAKO BMecTO oOpeTeHuss cBoOOabl CHapkil yCBaMBAaeT MEXaHU3MBbI
TOCIIOJICTBA U JOOPOBOJIBHO YUACTBYET B COOCTBEHHOM IKCIUTyaTalluu. Ee Teno mocTeneHHo npeBpamaeTcs B
TOBap, MOJYMHEHHBIN PHIHOYHOI JIOTHKe, a 3a00Ta 0 cebe — B camomnorpedienue. Takum 00pazom, GUIEM
WILTIOCTPUPYET, KaK HeoMnOepabHasi HACOIOTHS IIEPSHOCHT HACWIIAE M3 BHEITHUX WHCTHTYTOB B OTHOIIICHUS
cyOBeKTa ¢ caMiUM COOOM.

C nakaHoBCKo# Toukd 3peHus Chio TpeacTaBiseT co0oi BooOpaxkaeMblid uiean, chopMUpOBaHHEIH
Ha craanu 3epkana. OHa, Kazanoch Obl, BOIUIOIIAECT HACAIBHOE «s1», CIIOCOOHOE YCTPaHWUTh HEIOCTATOK M
Joctndb nenocTHocTH. OnHako, Oyaydu BoIUiomeHHeM objet petit a, Cplo ocTaeTcs B TPHHIMIIEC
HEJIOCTHXHUMOH, MOCKOJIBKY KelTaHHe CTPYKTypHpYyeTcs HEJOCTaTKOM, a He yJIOBIeTBOpeHHeM. Bce Ooiee
JIeCTPYKTUBHBIE OTHOIIeHHs Dnun3ader ¢ Cplo TOKa3bIBAIOT, YTO KaXk/Ias IOIBITKA 3aBJIaeTh HACAIbHBIM
00pa3oM JHMIIb BOCIPOM3BOAMT Oojiee INIyOOKOe YyBCTBO HEMOJHOTHL. [losBieHHMe TruOpUAHOTrO Tela
«9m3aCplo» MaTepuann3yeT Kak «HACHIIME TOXKAECTBa» XaHa, TaK U «CTPYKTYPHBIN HenocTaTok» JlakaHa.
I'poreckHOE Teno B KOHEYHOM HTOT'€ CHMBOJM3UPYET Kpax MISHTHWIHOCTH IOJ JaBIEHHEM KOH(pOpMHU3MAa,
HETIPEPHIBHOTO CAMOBBIPAXCHUS M HETOCTIKIUMBIX H/I€AI0B COBEPIICHCTRA.

HOJ'Iy‘lCHHLIC PE3YyJbTAThl TAKKE YKa3bIBalOT HA TO, YTO (1)I/IJ'ILM «Cy6cmam4uﬂ» BBIXOOUT 3a paMKHU
KPUTHUKHU CTAHAAPTOB KpPACOTHI, PACKPbIBAA TCHUXOMOJIUTHYCCKUE MEXAaHU3MbI, C TIOMOIINBIO KOTOPBIX
HeOJ'II/I6epaJ'H>Ha$I nuacoJioruda ynpabsi€T COBPEMCEHHBIM OBITHEM. CTapeHI/IC, YA3BUMOCTb, HCYyJauu U
HMHAKOBOCTb CHUCTEMATHUYCCKU HCKIIOYAIOTCA, B TO BpEeMA KaK MOJOAOCTb, BUAUMOCTb, MNO3UTUBHOCTHL U
MNPOAYKTUBHOCTL CTAHOBSATCA HCEOCHOPUMBIMU KYJIBbTYPHBIMU HWMIICpATUBAMU. CJ'IGI[OBaTeJ'H:HO, HaCuJue
MMPOUCTCKAET HE U3 BHCHIHETO IIOJAABJICHUSA, a4 N3 BHYTPEHHE YCBOCHHOI'O CyﬁLeKTOM 00s13aTenLCTBa
IMOCTOAHHO OCTaBaTbCAd YCHCIOHBIM, TPUBJICKATCIIBHBIM W 3aMCTHBIM. Ddunem JEMOHCTPUPYET, HYTO
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CTpeMJICHHE K OE3rpaHNMYHON ONTHMH3ALUK B KOHEYHOM HTOT€ NPUBOAWT HE K OMAHCHIAIMH, a K
OTYY>KACHHUIO, PparMEHTANU ¥ CAMOYHHUYTOXKEHHIO.

B 3akmodeHne B TaHHOM HCCIICIOBAHUH yTBEpKIaeTcs, yTo GpuinbM « Cyocmanyusy NpencTaBIseT
co00#1 CIOXHYI0O KHHEMaTorpaHIecKyl0 pPEelpe3eHTalnI0 3K3UCTCHINAIBHOTO KpU3HCa HEONMHOEpaIbHON
CyOBEKTHBHOCTH. YCTaHaBIHMBasg Jualor Mexny ¢uinocodueii bBronr-Uynma Xana ©u JTaKaHOBCKUM
MICHX0AaHAJIN30M, CTAaThsI PEIaraeT MeXANCIUIUTHHAPHYIO HHTEPIPETAINIO IPOTECKHOI ACTETUKH (QHIIBMA U
JIEMOHCTPHPYET, YTO «XOPPOp TeIa» PyHKINOHUPYET KaK KPUTHUECKHUH S3BIK, PACKPBIBAIOIIUI TPOTHBOPEUUS
COBPEMEHHON KyJbTyphl. B 3akmroueHue fenaeTcs BBIBOJ, YTO CTPEMJICHHE K HJCabHONH 3aMETHOCTH U
TEJICCHOW IEJIOCTHOCTH HEM30€XHO YCyryOnsieT CTPYKTYpHbIH AedUIMT, NpUBOAS K (parMeHTauuu
UJICHTUYHOCTH U KpaxXy cyObekra. COOTBETCTBEHHO, JJAHHOE HCCIJICIOBAHUE BHOCHUT BKJIaJ B KHHOBEICHUE,
NICUXO0AHAINTHYECKYI0 ~ KPHUTHKY, KyJIbTYpOJOTHMIO M  COBpeMEHHyl0  ¢uiocoduio, mpeaiaras
UHTETPUPOBAHHYI KOHLENTYaJIbHYI0O OCHOBY Ui TOHHUMaHMS B3aMMOCBS3M MEXIy XOpPpOpOM Tena,
HEeoJIHOepaTbHON HACOIOTHEH U THHAMHUKOHN JKeTaHus.

KiaoueBbie ciaoBa: «CyOcrannms», bronr-Uxonp XaH, TakaHOBCKHH IICMXOAaHANIH3, HAaCHIIHE
TOXKIECTBA, cyOBeKT-Iepdopmanc, Jpyroi, xemaHue.
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Yapilandirilmis Ozet:

Coralie Fargeat tarafindan yazilip yonetilen The Substance (2024), beden korkusu (body horror)
estetigi aracilifiyla ¢agdas neoliberal toplumun sosyo-kiiltiirel dinamiklerini gii¢lii bir elestirel perspektifle
gorliniir kilan dikkat ¢ekici bir sinematografik yapittir. Film, yaglanmaya bagl olarak toplumsal ve mesleki
degerini giderek yitiren televizyon yildiz1 Elisabeth Sparkle’t merkeze alarak; genclik, giizellik, goriintirliik ve
bedensel kusursuzluk etrafinda sekillenen ¢agdas toplumsal saplantilari sorgulamaktadir. Yapim, bedensel
doniisiimii yalnizca korku tiirline 6zgii gorsel bir unsur olarak sunmakla yetinmemekte; bedeni, ideolojik,
psikolojik ve kiiltiirel gatigmalarin somut bigimde goriiniir hale geldigi elestirel bir temsil alan1 olarak
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kurgulamaktadir. Elisabeth Sparkle’in kendisinin daha geng, daha arzu edilir ve toplumsal agidan daha kabul
edilebilir bir versiyonuna ulasmak amaciyla "The Substance" adli yasa dis1 biyoteknolojik prosediire
bagvurmasi, bireysel degeri siirekli yenilenme ve kendini yeniden iiretme zorunluluguyla o6zdeslestiren
neoliberal toplumsal diizenin yikict sonuglarini agiga ¢gikarmaktadir. Bu baglamda The Substance, yalnizca
giizellik kiiltiiriine ve yas ayrimciligma yonelik bir elestiri sunmakla sinirli kalmamakta; ayni zamanda
neoliberal 6znenin kurulusunu, 6znenin tamamlanmis ve istikrarli bir kimlige ulagma arzusunun yapisal olarak
neden imkansiz oldugunu ortaya koyan gii¢lii bir alegori olarak okunmaktadir.

Bu calisma, The Substance filmini Byung-Chul Han’in neoliberal toplum elestirisi ile Jacques
Lacan’in psikanalitik kuramini bir araya getiren disiplinlerarasi bir kuramsal ¢ergeve dogrultusunda
incelemektedir. Arastirmanin temel savi, filmin, ¢agdas 6znenin artik digsal otorite ya da dogrudan disiplin
mekanizmalart tarafindan degil; performans, seffaflik, iiretkenlik ve kesintisiz kendini optimize etme
zorunlulugu gibi igsellestirilmis neoliberal talepler araciligiyla bigimlenen yapisal siddeti goriiniir kildigidir.
Bu dogrultuda Han’in “ayninin siddeti”, “performans 6znesi”, “seffaflik toplumu”, “6tekinin kovulusu” ve
“psikopolitik 6z-somiirii” kavramlari, neoliberal ideolojinin bireyi nasil es zamanli olarak hem kendi
tahakkiimiiniin faili hem de magduru héaline doniistiirdiiglini agiklayan temel kuramsal cergeveyi
olusturmaktadir. S6z konusu kavramlar, Lacan’m “ayna evresi”, “Oteki”, “objet petit a”, “arzu” ve “yapisal
eksiklik” (structural lack) kavramsallagtirmalariyla birlikte degerlendirilerek, ideal benlige ulagma yoniindeki
stirekli ¢abanin 6zneyi biitiinliige ulastirmak yerine giderek daha derin bir yabancilasma, parcalanma ve

eksiklik deneyimine siiriikledigi ortaya konulmaktadir.

Metodolojik olarak bu c¢aligma, nitel arastirma gelenegi icerisinde yer alan yorumlayici film
¢oziimlemesi (interpretive film analysis) yontemini benimsemektedir. Film; anlati yapisi, karakter gelisimi,
sinematografi, mise-en-scene, gorsel simgesellik, beden temsilleri ve grotesk estetik unsurlar bakimimdan
kiiltiirel elestiri ile psikanalitik film kuraminin birbirini tamamlayan kuramsal perspektifleri dogrultusunda
incelenmistir. Elisabeth Sparkle’in deneysel biyoteknolojik miidahaleye bagvurma karari, Sue karakterinin
onun daha geng bir alter egosu olarak ortaya cikisi ve bedeninin giderek artan bigimde pargalanmasi ile
deformasyona ugramasi, ¢oziimlemenin temel odak noktalarini olusturmaktadir. Filmde bedenin gecirdigi
grotesk doniiglimler, yalnizca beden korkusu tiiriine 06zgli gorsel anlatim bicimleri olarak
degerlendirilmemekte; ayni zamanda neoliberal 6znenin olugum siirecinin yol actig1 psikolojik, kiiltiirel ve
varolugsal sonuglart goriiniir kilan gii¢lii gérsel metaforlar olarak yorumlanmaktadir.

Coziimleme bulgulari, Elisabeth Sparkle’in kimligini bitmek bilmeyen iiretkenlik, performans ve
stirekli kendini gelistirme zorunlulugu etrafinda kuran Han’in “performans 6znesi’nin somut bir temsilini
olusturdugunu goéstermektedir. Sparkle’in kendisinin daha geng, daha ¢ekici ve toplumsal agidan daha arzu
edilir bir versiyonunu yaratma girisimi, bireylerin yalnizca bedenlerini degil, ayn1 zamanda toplumsal
kimliklerini de kesintisiz bicimde yeniden iiretmeleri ve optimize etmeleri yoniindeki neoliberal beklentiyi
goriiniir kilmaktadir. Ancak bu siireg, vaat edilen 6zgiirlesmeyi saglamaktan uzak olup, Sparkle’in tahakkiim
mekanizmalarini igsellestirerek kendi sOmiiriisiine goniilli bigimde katildigi bir 6znelesme siirecine
doniismektedir. Bu dogrultuda beden, giderek piyasa mantig1 tarafindan yonetilen bir metaya doniismekte; 6z-
bakim pratikleri ise 6z-tiilketimin araglart haline gelmektedir. Bdylece film, neoliberal ideolojinin siddeti digsal
baski ve disiplin mekanizmalarindan 6znenin kendi benligiyle kurdugu iliskiye tasiyarak, tahakkiimiin en etkili
bi¢iminin bireyin kendisi araciligtyla isledigini goriiniir kilmaktadir.

Lacanci perspektiften degerlendirildiginde Sue, ayna evresiyle kurulan imgesel 6zdeslesmenin iirettigi
ideal benlik tasarimim temsil etmektedir. Ilk bakista eksikligi ortadan kaldirabilecek ve dzneyi biitiinliige
ulastirabilecek kusursuz benlik imgesi olarak goriinse de, Lacan’n objet petit a kavraminin somutlagmis bigimi
olarak Sue, arzunun doyumdan degil yapisal eksiklikten beslenmesi nedeniyle 6znenin hi¢bir zaman tam
anlamiyla sahip olamayacagi bir nesne konumundadir. Elisabeth ile Sue arasinda giderek yikici bir hal alan
iligki, ideal benligi sahiplenmeye yonelik her girisimin eksiklik duygusunu ortadan kaldirmak yerine daha da
derinlestirdigini gostermektedir. Filmin sonunda ortaya ¢ikan melez beden ElisaSue, Byung-Chul Han’in
“aynimnin siddeti” kavrami ile Lacan’in “yapisal eksiklik” anlayisinin ayni bedende kesistigi simgesel bir
goriinim kazanmaktadir. Boylece grotesk beden, 6zdeslesme baskisi, kesintisiz performans zorunlulugu ve
ulasilamaz kusursuzluk ideallerinin etkisi altinda kimligin ¢oziiliisiinii ve 6znenin pargalanigini goriiniir kilan
giiclii bir gorsel metafora doniismektedir.

Arastirma bulgular1 ayrica The Substance filminin, giizellik standartlarina yonelik bir elestirinin
otesine gecerek neoliberal ideolojinin ¢agdas yasami hangi psikopolitik mekanizmalar araciligryla yonettigini
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goriiniir kildigini ortaya koymaktadir. Filmde yaslanma, kirilganlik, basarisizlik ve farklilik sistematik bicimde
dislanirken; genglik, goriiniirliik, pozitiflik ve iiretkenlik sorgulanmaksizin benimsenen kiiltiirel zorunluluklara
doniistiirilmektedir. Bu baglamda siddet, digsal baski ve disiplin mekanizmalarindan degil; 6znenin siirekli
bagarili, ¢ekici ve goriiniir olma yiikiimliiliigiinii i¢csellestirmesinden kaynaklanmaktadir. Film, sinirsiz kendini
optimize etme arzusunun bireyi Ozgiirlestirmek yerine giderek artan bir yabancilagsmaya, kimligin
parcalanmasina ve 6z-yikima siiriikledigini gostermektedir.

Sonug olarak bu ¢alisma, The Substance filminin neoliberal 6znenin varolugsal krizini sinematografik
diizlemde ¢ok katmanl ve giiglii bir bigimde temsil ettigini ileri siirmektedir. Byung-Chul Han’1n neoliberal
toplum elestirisini Jacques Lacan’in psikanalitik kuramiyla diyalog halinde ele alan bu arastirma, filmin
grotesk estetigine disiplinlerarasi bir yorum getirerek beden korkusu (body horror) estetiginin ¢agdas kiiltiiriin
yapisal ¢eligkilerini goriiniir kilan elestirel bir anlati dili olarak islev gordiigiinii ortaya koymaktadir. Arastirma,
kusursuz goriiniirliik ve bedensel biitlinliige ulagma arzusunun 6zneyi tamamlanmaya degil, yapisal eksikligin
yeniden iiretilmesine yonelttigini; bunun ise kacinilmaz bicimde kimligin pargalanmasina ve Oznenin
¢oziiliisiine yol actigimi gostermektedir. Bu dogrultuda ¢alisma, beden korkusu estetigi, neoliberal ideoloji ve
arzunun dinamikleri arasindaki iligkiyi biitiinciil bir kuramsal c¢ergeve icerisinde ele alarak film calismalari,
psikanalitik elestiri, kiiltiirel caligmalar ve cagdas felsefe literatiiriine disiplinlerarast bir katki sunmayi
amaclamaktadir.

Anahtar Kelimeler: The Substance, Byung-Chul Han, Lacanci Psikanaliz, Aynmin Siddeti,
Performans Oznesi, Oteki, Arzu.
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Introduction

This research aims to examine the film The Substance (Cevher, Coralie Fargeat, 2024)
within the context of the profound analyses and critiques of contemporary societies by South Korean
cultural theorist Byung Chul-Han, a prominent thinker of our time. It focuses on concepts such as
the disappearance of the negative other, transparency as an ideology, the violence of mirroring, and
the performance subject, as well as the notions of Subject and Other from the theoretical frameworks
of Lacanian psychoanalysis. The Substance, which won the best screenplay award at Cannes (2024),
exposes the brutal reality of neoliberal economics and politics in contemporary global culture, where
the exaggerated optimisation of the self within illusory realms of freedom and the relentless desire
to appear perfect in an endless flow are incessantly imposed, alongside the constant need for visibility
and a performance-based existence. In today’s reality, social media platforms, the fashion and
advertising industries, popular culture, and the contemporary art system generate unceasing pressure
to continually transform and improve one’s body and identities by presenting individuals with ideal
self-images that are difficult, if not impossible, to attain. This situation is not solely related to physical
appearance and the body; paradoxically, it also profoundly affects an individual’s mental health, their
perception of themselves and the world, and their social relationships. The anxiety of being visible
and the pursuit of perfection can be understood as expressions of a deeper sense of inadequacy and
exhaustion.

The film The Substance boldly examines the mental state of the individual within the
neoliberal conditions of the contemporary world from a scientific perspective. It follows Elisabeth
Sparkle, a famous and popular screen personality (portrayed by Hollywood star Demi Moore) who
is obsessed with youth and beauty. Expected to retire and leave the screen due to her age, she embarks
on a deadly and ethically questionable procedure to transform herself into a younger, more
beautiful version, thereby violating the protocols of the procedure itself. The Substance focuses on
the body, which is at the forefront of what is commodified in today’s Post-Fordist
and neoliberal economic and political system, imposed by a culture of immaterial symbolic
production and consumption. The body is the primary commodity that must be constantly displayed,
accepted, and developed; this, in fact, isthe darkest area where the terrifying face
of contemporarysocieties becomes visible. The film’s central character, Elisabeth Sparkle,
obsessively idealises her physical self-identity, leading to self-destruction and a fruitless search
for fulfilment. This portrayal dramatically illustrates the dilemmas faced by contemporary
individuals burdened by performance obsessions and the pressure to be transparent. Furthermore, the
film draws on Chul-Han’s critiques of self-exploitation and consequent self-destruction
in modern societies through concepts such as the “other” (with elderly age treated as the “other” to
be expelled), constant performance, self-display, the violence of mirroring, and the ideology of
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transparency—concepts viewed negatively as they disrupt productive fluidity. Simultaneously,
by incorporating the dynamics of self-formation and desire in Lacanian psychoanalysis, the
filmstrikingly demonstrates the exhaustion and loss of self experienced by individuals pursuing
perfectionist ideals in contemporary societies, exemplified by Sparkle’s transformation into a
freak and, ultimately, her disappearance as a fusion. Reason: The text has been revised to improve
clarity, coherence, and flow, while correcting grammar, punctuation, and spelling errors (e.g., British
English spellings such as "idealises" and "fulfilment"). Sentence structures have been refined to
enhance readability and technical accuracy, particularly in the discussion of theoretical concepts. The
use of italics for the film title conforms to academic conventions. Additionally, some phrases have
been reworded to avoid repetition and improve precision without altering the original meaning.

In he preface to his book, “The Transparency Society”, Chul-Han states that ‘in disciplinary
societies, those within the panopticon are isolated from one another for the purpose of more thorough
surveillance and are not allowed to speak to one another’ (Chul-Han, 2021, p. 12). According to him,
the digital panopticon is a reality in today's societies, and its inhabitants ‘[...] engage in lively
communication and willingly reveal everything’ (Chul-Han, 2021, p. 12). Chul-Han writes the
following in the aforementioned book:

“The digital control society exploits freedom intensely. This is only possible
through voluntary self-display and exposure. It exploits freedom. The control society
reaches its peak when its inhabitants communicate not because of external pressure, but
because of their own internal needs—that is, when the fear of sacrificing private and
intimate space succumbs to the need to shamelessly put themselves on display” (Chul-
Han, 2021, pp. 12-13).

The conceptualisation of the performative subject, when examined closely, functions in a
manner not explicitly stated in Lacanian psychoanalysis; rather, it is implied. In Lacanian
psychoanalysis, the mirror stage (6—18 months) explains the formation of the self and the processes
of subjectification, while also implying the psychological basis for the constant pursuit of
performance. That is, the child continuously constructs their self based on the complete image they
see in the mirror. However, this image always carries an illusory dimension, and the individual never
attains a true sense of wholeness regarding themselves and their authentic being. This illusion, which
we may term the search for self, becomes the starting point of the individual's lifelong pursuit of the
ideal self and the desire arising from the missing element, the object petit a. This search for an
idealised self (or, to use Han's argument, the expulsion of the other) is the individual's quest to see
themselves not as they are (a level of reality attained), but as they wish to be (to remain the same
forever, to remain perpetually young, as in Sparkle's example), in the idealised form they have
created. Reason: The text has been revised to improve clarity, coherence, and flow, while adhering
to British English conventions. Minor grammatical and punctuation errors have been corrected, and
vocabulary has been enhanced for precision and academic tone. Hyphenation and spacing have been
standardised (e.g., "conceptualisation," "idealised," en dashes for ranges). The sentence structure has
been refined to improve readability without altering the original meaning.

The character of Elisabeth Sparkle in The Substance lies at the intersection of Han’s critique
of performance society and Lacan’s concept of the ideal self. Even at the height of Hollywood’s
ruthless culture of youth and beauty, Sparkle constantly feels the pressure to be younger, more
beautiful, and more relevant in her career. This pressure is not an overt external prohibition but rather
an internalised “you must be” imposition, reinforced by society’s relentless demands. Sparkle’s
dissatisfaction with her reflection in the mirror, her profound anxiety about the signs of ageing, and
her fear of being eclipsed by the younger generation lead her to view her body and image as an
unfinished project. In this endeavour, she is continually striving to attain her idealised self in the
Lacanian sense; she seeks an image of flawless, smooth, and timeless youth.
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Expelling the Other with the Violence of Sameness: The Substance

Image 1. Birth of the Same: The first visual reference to the proliferation of the ideal self and the
suppression of difference through the metaphor of cellular division (Fargeat, 2024).

The opening sequence of The Substance, a film lasting two hours and twenty-two minutes,
begins with an image of a broken egg on a pale, dull blue surface. The egg white is scattered across
the surface, and the intact yolk lies near the centre of the scattered white, on the left side. Upon closer
inspection, the image of the scattered egg white almost resembles the head of an embryo. This
opening sequence continues with a pair of hands in black gloves carefully holding a syringe and
injecting a greenish liquid into the egg yolk scattered on the surface. Within seconds, the yolk begins
to move and splits in two (Image 1). Through the injected liquid, the egg’s full and imperfectly
circular yolk gives rise to a second body, which possesses a striking freshness as well as flawless
circularity. This opening sequence ends with a second egg yolk, or more precisely, a second
embodiment. This scene, as we will see throughout the film, serves as the first metaphor for the
search for the ideal self, revolving around youth and beauty. The first sequence concludes with the
screen fading to black, and after a few seconds, the second sequence begins. The second sequence is
woven with much stronger metaphors and floating signs. We will explore the layers of meaning these
signs point to within the overall narrative of the film. In the second scene, we closely examine the
floor of a public space where people come and go. It is a public area covered with square tiles, black
and adorned with white textures. However, the space where a square tile should be is empty, situated
in the very centre of the scene. This suggests that something else is intended to be displayed in that
empty space. Shortly afterwards, three workers enter the scene. Holding chrome metal rods, they
create a star shape within the square outline. Using pre-prepared, chrome-coloured metal letters, they
inscribe the name Elisabeth Sparkle in large letters inside the star. Below the name, they place a
round metal plate, also made of the same metal, bearing an image of a film camera. The workers then
cover this meticulously prepared scene with a pre-prepared, star-shaped mould. All that remains is
to pour mortar over the areas outside the star shape, ensuring it does not disrupt the overall texture
of the ground. Once these steps are complete, the star-shaped mould is removed, and the ground is
cleaned. The result: the name of a film star, ELISABETH SPARKLE, engraved in gold lettering on
the ground of a public space (Image 2).
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ELISABETH SPARKLE

Image 2. Under the Gaze of the Other: Star tile placed in honor of Elisabeth Sparkle; symbolic
representation of recognition, visibility, and the entry of desire into social circulation (Fargeat,
2024).

This scene is briefly interrupted by a short sequence. A black square, containing a star shape
and the iconic star name, is surrounded by a red carpet. At the centre of the square stands Elisabeth
Sparkle. She is surrounded by journalists, cameras, photographic equipment, and flashes imege 2).
Behind them is a crowd of fans we cannot see, but whose voices we hear. "Elisabeth... Elisabeth,"
they call out. "We love you, Elisabeth," they shout. One person yells, "Look here, please..." Another
exclaims, "Oh my God, we love you, Elisabeth!" This sequence is kept brief. We then return to the
previous scene. People visit the pavement inscribed with Elisabeth Sparkle's name. They take
photographs of the pavement, squat down, and take selfies with the name. As they touch it, they say,
"My favourite star." They step on it, they jump over it. All this is done for the sake of being
photographed. Subsequently, the pavement inscribed with the star's name becomes merely an object
passed by and glanced at briefly. Time passes. The square pavement bearing the star's name begins
to succumb to the effects of time. Cracks are now visible in the ground. A yellowed, dried leaf drifts
across the pavement, lingering briefly before continuing to drift. People now ask each other, "Do you
remember it?" as they pass by the name. Rain falls, snow falls. The ground continues to crack. People
walk over it, and the ground bearing the star's name is no different from any other ground now. One
of the most poignant moments of this second scene occurs when a young man walking with a
hamburger package drops it as he approaches the square ground bearing the star's name. The ketchup
and scattered pieces of meat that fall with the hamburger stain the floor. The young man tries to clean
the floor, but the spilled ketchup makes it look even more appalling. He gives up and continues
walking. The camera zooms in on the square ground. We now see the name Elisabeth Sparkle, stained
with ketchup that resembles congealed blood (Image 3). Reason: The text has been edited to improve
clarity, flow, and vocabulary, using British English spelling and conventions. Punctuation and
sentence structure have been refined for readability and technical accuracy. Redundant phrases have
been streamlined, and some expressions have been made more precise and formal to suit an academic
or descriptive context
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Image 3. The Collapse of Visibility: The erosion of Elisabeth Sparkle's star; a scene that makes
visible the transience of the performance subject and her fall from the desire of the Other (Fargeat,
2024).

In both sequences, the camera’s perspective is fixed from above, commanding the viewer’s
gaze. Why this demand? It can be argued that The Substance expresses the neoliberal conditions that
shape contemporary societies, where desires for one’s own physical body and self are continually
moulded by the pressures of media and advertising. These conditions are harsh and fundamentally at
odds with the essence of human existence. Therefore, they are amenable to theoretical analysis; in
other words, they can be understood. In this respect, the film warrants the conceptual frameworks of
thinkers who critique the contemporary world. Having considered these two sequences, we can now
turn to the film’s overarching theme. To reveal the film’s overall coherence, a title has been assigned
to its general theme, beginning with the third scene.

Method

This study employs a qualitative research approach based on interpretive film analysis. The object of
analysis is The Substance (2024), directed by Coralie Fargeat. The film was examined in terms of its narrative
structure, characterisation, visual symbolism, and representations of the body. The analytical framework was
informed by Byung-Chul Han's critiques of contemporary society and the theoretical concepts of Lacanian
psychoanalysis.

The analysis draws upon Han's concepts of the "violence of sameness," the "performance subject,”
the "transparency society," and the "expulsion of the Other," as well as Lacan's concepts of the "mirror stage,"
the "Other," and desire. Key scenes and visual metaphors in the film were interpreted through these theoretical
perspectives and evaluated in relation to the neoliberal subject's experiences of identity, embodiment, and
desire.

Adding Sparkle to Your Life with Elisabeth

First, it should be noted that the film The Substance is replete with linguistic, object, and
image signifiers from the very beginning. The ‘things’ these signifiers denote add depth to the
film’s themes, imbued with theological and mythical connotations. This will be one of the points at
which our gaze is provoked, as the primary aim of this text is to render the film visible in all its
layers of meaning. Let us begin this process by exploring the meanings contained in the name(s) of
the Oscar-winning Hollywood star Elisabeth Sparkle.

The word “Sparkle” literally means "sparkle" in English, clearly reflecting the
film’s plot and the life of E. Sparkle. In contrast, the name Elisabeth warrants a more detailed
examination. Etymologically, Elisabeth is of Hebrew origin andappears in the Old Testament
(Exodus 6:23) as Elisheba (El — God, Sheba — Oath). In the New Testament, the name Elisheba
appears as Elisabeth in Luke 1:5 and 1:36. According to James Strong’s Dictionary
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of Bible Words, the meaning of this name is: “472 ‘Eliysheba’ (1) God of (the) oath [God is my
oath]”(Strong, 1996, 472). Abarim Publications (https://www.abarim-
publications.com/Meaning/Elisheba.html) provides the following interpretations of the name
‘Elisheba’: “God is an Oath, God of Oathing, God of Seven.” These expressions reveal the
multifaceted nature of the name. The phrase "God is an Oath" implies both "God is an oath" and
"God is my oath," signifying God’scommitment to His promise. "God of Oathing," with its more
poetic tone, refers to God as both the one who makes the oath and the one to whom the oath is made.
The expression "God of Seven" symbolises God’s sacred order, representing wholeness and
holiness (as in the seven days of creation). In the context of the film, the name Elisabeth carries
an ironic undertone, disrupting God’s sacred order and signifying Elisabeth Sparkle’s deadly quest
for youth in defiance of old age.

After the two sequences mentioned above, the general flow of the film continues as follows.
The scene begins with a shot of E. Sparkle presenting a gymnastics programme on screen. Sparkle,
along with four women who also appear to be in their fifties, directs gymnastic
movements, attempting to boost the programme's ratings with her lively, dynamic image and
motivational words ("Feel the power, ladies... Imagine yourselves in bikinis... Would you like to
see yourselves as giant jellyfish on the beach?"). The slogan "Sparkle your life with Elisabeth"
is displayed on the back wall of the studio. The programme ends with the stage lights being turned
off. Sparkle walks out of the studio into a long corridor. The side walls of the corridor
are adorned with large photographs of Sparkle from her youth. She passes her own photos on her
way to the restroom. A couple of people she encounters in the corridor wish her a happy birthday.
These birthday celebrations serve as a harbinger of the tension to come with advancing age. Finding
the women's restroom out of order,she decides to use the men's. After ensuring no one is inside, she
enters. However, immediately afterwards, Harvey (Dennis Quaid), Reason: Corrected spelling to
British English (programme, afterwards), improved sentence structure for clarity and flow, replaced
informal phrases with more formal equivalents, and enhanced vocabulary for precision and
readability.

The owner of the TV channel enters the restroom, speaking rudely on the phone. He tells
the person on the other end, "Let me be frank. She needs to be young. She needs to be sexy. We need
someone like that right now. I can't believe this old woman has been doing this for so long."
He mocks Sparkle's Oscar win (When was that? The 1930s? For her role in King Kong?).
Harvey gives very specific instructions to the person on the phone: he wants Sparkle fired and
replaced by someone young, beautiful, and sexy. Harvey’s words, "This is a television network, not
a charity," reveal the harshness of the entertainment industry. We then see the man leave the
restroom, making rather nonchalant and indecent remarks. Sparkle subsequently emerges, devastated
by what she has overheard. Her eyes fixate on her reflection in the mirror. The scene fades to black.
On the screen, the name ‘ELISABETH’ appears in white block letters on a black background. In the
next scene, Elisabeth Sparkle is having dinner with Harvey, the owner of the television channel. Or
rather, Harvey is eating, while Sparkle merely watches and listens. Harvey’s manner of eating in
this scene is particularly striking. When considered alongside Byung-Chul Han’s observations in the
"Pornographic Society" chapter of his book “TheTransparency Society”, it becomes clear how
he exposes the pornographic transformation of images in today’s media-image industry. The
camera shows a close-up of Harvey eating lobster. We see how he takes the lobster in both hands,
tears it apart, brings it to his mouth, and chews, almost revealing the inside of his mouth. The sauce
coating the lobster pieces leaves all his fingers covered. It isa rather crude
scene, entirely unsuitable by modern cultural standards. However,the issue extends beyond mere
crudeness: Han argues, ‘If culture consists of certain patterns, expressions, gestures, narratives, and
actions, then the pornographication of the visual (including moving images) occurs today as a form
of de-culturalisation’ (Chul-Han, 2021, p. 45). In Harvey’s dinner scene, the pornography that aims
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to expose everything in contemporary societies under a glaring light is unmistakable. ‘Pornographic
images turn everything outward, expose everything. Pornography has no interiority, no secrecy, no
mystery’ (Chul-Han, 2021, p. 43). This scene displays an obscenity that does not even attempt to
conform to cultural norms, aiming solely to show and display. ‘Transparency that covers nothing,
hides nothing, and makes everything open is obscene’ (Chul-Han, 2021, p. 43). This scene, which
shows the viewer exactly what Harvey ate and how he ate it under a blatant light, is nothing short
of pornography (Image 4). Reason: The text has been corrected for grammar, punctuation, and
spelling, with British English conventions applied (e.g., ‘de-culturalisation’). Vocabulary and
sentence structure have been refined to improve clarity, flow, and readability. Technical accuracy
has been enhanced by ensuring precise references to Han’s work and by clarifying the analysis of the
scene. The overall tone has been made more formal and academic, appropriate for scholarly writing.

Image 4. Aesthetics of Pornographic Visibility: Harvey's eating scene; Representation of
the cultural regime based on making everything visible in the context of Han's concepts of
transparency society and pornographic display (Fargeat, 2024).

Harvey talks incessantly. His style, even the words he uses, are obscene. Elisabeth Sparkle
stares at Harvey, listening intently. In passing, Harvey says, "When you reach fifty, it's over." Sparkle
immediately asks, "What’s over?" Harvey does not answer. He merely mumbles a few meaningless
words while ostentatiously shaking the piece of lobster he holds between his fingers. Harvey finishes
his self-contained monologue, which he has been delivering throughout the meal, and abruptly rises
from the table. He is in a hurry. Sparkle remains slumped in her chair, frozen in place. She is
thoughtful, bewildered, and angry. Her eyes fall on the wine glass on the table. A large fly is fluttering
in the full glass. The camera zooms in, focusing on the wine glass and the fluttering fly. In the next
scene, we see Elisabeth Sparkle driving absentmindedly. As she turns at an intersection, her eyes fall
on workers removing advertising photos from billboards. This sight distracts her, and she has an
accident. Sparkle is in hospital. The doctor says all her X-rays have been taken and there are no
problems. ‘Vaccinations are complete. No medication used. So you are healthy,” he says, adding,
‘My wife is a big fan of yours.” As the doctor examines her medical record, he is about to say, ‘It’s
your birthday today. Happy birthday,” when Sparkle starts to cry. Her fiftieth birthday has been a
terribly awful day for her. The doctor leaves the room due to an emergency call. Just as Sparkle is
about to get up, the young assistant in the room stops her and says one more test will be done, and
with a sudden movement, listens to Sparkle’s back with a stethoscope. He checks his spine with his
fingers. Sparkle asks, "Is there a problem?" The young assistant replies, "No. Perfect, nothing
wrong," and adds, "You’re a good candidate." This surprises Sparkle. The young assistant feels the
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need to correct himself. "So you’re healthy." The assistant goes to get Sparkle’s clothes. Meanwhile,
the camera shows a large black spot on the upper part of the young assistant’s left wrist. Sparkle
notices it too.

Sparkle leaves the hospital. As she walks, she notices something in her coat pocket. She stops
and takes it out. Inside is a USB drive wrapped in graph paper, labelled "The Substance." On the
back of the USB is a phone number. As Sparkle tries to make sense of this, she notices a note written
on the paper that reads, "It changed my life."

Elisabeth Sparkle returns home and plugs the USB into the television. The screen lights up,
displaying a yellow graphic on a black background that resembles cell division. Then, the following
words appear: ‘Have you ever imagined being a better version of yourself? Younger. More beautiful.
Closer to perfection. A single needle will activate your DNA. It will initiate a new cellular division,
giving rise to another version of you. Here is the gem. You are the source. Everything comes from
you. Everything belongs to you. It’s just a better version of you. The only rule is to share. One week
in one body, the next week in another. Seven days in each. Perfect balance. There’s only one thing
you must remember. Both are you. You cannot escape yourself.” The phrases ‘seven days’ and
‘perfect balance’ are particularly noteworthy, as they point to the theological background of the
name Elisabeth, derived from ‘Elisheba’. As mentioned above, Eli-sheba symbolises both
God’s oath—His keeping of His word—and the seven days representing perfect balance or sacred
order. Undesirable consequences will arise the moment Elisabeth violates these seven earthly days,
that is, this perfect balance. Reason: Improved sentence flow and clarity by combining related
sentences and varying sentence structure. Corrected punctuation and capitalisation errors. Replaced
‘turns on’ with ‘lights up’ for a more precise description. Used British English spelling
(‘symbolises’). Clarified theological references and improved readability by breaking up long
sentences.

Sparkle finds the words shereadson thescreen utterly ridiculous. She does
not believe them; it seems like a cruel joke. Frustrated, she pulls the USB drive from the TV and
throws itinto the bin. Later, she goes to a bar, drinks heavily, and returns home intoxicated.
Throughout the night, she keeps gazing at a photograph of herself from when she was young and
beautiful. She examines the awards she received for her achievements and reflects on all the
compliments she oncereceived during her youth, beauty, and success. Suddenly, overcome with
rage, she hurls the snow globe she is holding at the photograph that covers the entire wall, shattering
it into pieces. Afterwards, she retrieves the USB drive from the binand dials the phone number
inscribed on it. She states that she wishes to place an order. The voice on the other end asks,
"Address?" Sparkle provides her address. At that moment, the voice also gives an address before
hanging up. The following morning, Sparkle receives an envelope containing the address she must
visit. Inside the envelope is a digital card bearing only the number 503. Sparkle immediately sets out
to find the location. It is a rather dingy, eerie place—literally a basement. Holding the card with the
number 503, she opens the door to this seedy, basement-like space. The door opens halfway, forcing
Sparkle to bend down to enter. This half-open door serves as a metaphor for bowing before a
divine power; one must bow to pass through it. Sparkle walks through eerie, dingy, dark corridors
but eventually emerges into a sterile room illuminated by bright white fluorescent
lights. The room contains built-in cabinets, some of which are numbered (though not all).
Sparkle uses the card with the number 503, sent to her that morning, to open cabinet number
503. Inside the cabinet is the box containing her order.

In the next scene, Elisabeth Sparkle is at home. She opens the box. First, we see a transparent
packet containing the ACTIVATOR in a tube, along with sewing scissors and thread. Next, there is
anote stating, "For single use only. Discard after use." Then, a packet labelled BALANCER appears,
with "Other Self" written beside it. Thirdly, a packet labelled "CHANGE KIT" is shown. Following
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this, there are packets labelled "Food Source" and "Other Self Food." The procedure is then outlined:
‘Activate it only once. Balance it daily. Make changes every seven days without exception.
Remember, both are you.’ It is worth noting that all these instructions and procedures for creating a
better version of one’s appearance mirror the "be a better version of yourself" messages constantly
bombarded at users on social media platforms today. The individual has reached a point where they
design how they should live and look according to these procedures. Sparkle decides to undergo the
procedure. In the bathroom, completely naked, they make the necessary preparations and inject the
drug into their body. Within a few seconds, the effects begin to manifest. Sparkle becomes dizzy and
collapses, thrashing about. They appear to be in intense pain. However, they immediately become
paralysed, as if under anaesthesia. She remains motionless where she is. In this scene, we see
Sparkle’s back. Something is moving beneath her body. At that moment, something extraordinary
happens. A rupture occurs along Sparkle’s entire spine, from her upper back to her waist. It is a truly
horrifying sight. After a while, we witness the unbelievable: from Sparkle’s body emerges a younger,
more beautiful version of herself. The new version stands up. She needs time to recover, but it does
not take long. She wipes the fogged mirror with her hands and begins to examine her body. Elisabeth
Sparkle is looking at a new version of herself. Then her gaze falls on her old self, lying in a pool of
blood on the ground. The sight makes her nauseous, and she vomits a yellow liquid. The work is not
finished. Using the needle and thread sent in the shipment, she needs to stitch the spinal cord. After
this, she will administer the intravenous fluid (Image 5).

Image 5. The Body of the Ideal Self: Sue's birth from Elisabeth Sparkle's body; a grotesque
reproduction of the Lacanian mirror stage and imaginary identification (Fargeat, 2024).

The new version of Sparkle sleeps in the old version’s bed that night. After showering in the
morning, she greets her new self in the mirror, but then her nose begins to bleed. She has completed
the procedure incompletely—she forgot the balancer, the nutritional supplement. She immediately
takes action. The old version of Sparkle needs to extract some of her spinal fluid and inject it into
her own body; this is the most crucial part of the procedure. After completing the process, all that
remains is for her to audition to replace the old version as the new ‘Elisabeth Sparkle,” and she
secures the role of ‘Sue,’ the new face of the television network. The scene in which Harvey smokes
a cigarette upon meeting Sue is again risqué. This character seems to want everything he does to be
witnessed by all, with no secrets left. Every action, every word is exaggerated. The camera once
more closely focuses on Harvey lighting his cigarette, inhaling the smoke, and then exhaling it. While
Harvey considers how to describe Sue, his assistant Isabella suggests a name. However, Harvey says
he doesn’t have time for such a long name and decides that Sue will be described as Cindy. Cindy is
a shortened form of Cynthia in mythology and another name for the moon goddess Artemis. It means
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‘light bringer.” As Cindy, Sue will bring light to television screens with her youth and beauty (Image
6).
— E——— e
~ T s

g

Image 6. Sue as Performance Subject: The rise of Sue in the media scene as the manifestation of
the ideology of transparency and the neoliberal visibility regime on the body (Fargeat, 2024).

The plot of The Substance can be briefly summarized as follows: Sue, born from Elisabeth
Sparkle's body, is a rising star boosting ratings with her gymnastics program, Pump It Up with Sue.
Sue's youth and beauty have fueled her ambition, and she now wants more. The strict seven-day rule
is no longer enough for her; she demands more time. As time passes, signs of decay begin to appear
in Elisabeth Sparkle's body. Sue's desire spirals almost out of control. Sparkle desperately tries to
break free from this cycle, but there is no turning back. The protocol has been violated. The seven-
day rule has been broken. This violation causes Sue to experience physical reactions. Blood comes
from her nose and ears, and lumps form on her body. Due to Sue's breach of time, the decay in
Elisabeth's body takes on a degenerative form. Day by day, she transforms into a horribly old and
grotesque figure this is not normal aging. Elisabeth is becoming almost monstrous. As a result of
these procedural violations, the situation becomes irreversible and spirals out of control. Ultimately,
we witness the merging of Elisabeth and Sue's bodies into a grotesque creature. The film presents
this transformation on screen as Monstro ElisaSue. This is a vivid metaphor representing the film’s
central themes: imposed youth, beauty, and the search for the ideal self. Monstro ElisaSue shatters
conventional aesthetics of beauty, accompanied by bloody and deeply disturbing imagery on stage.
The audience attacks ElisaSue.

In the final scenes, ElisaSue, having transformed into something resembling Kristeva's
notion of the abject (Kristeva, 2014), flees from the spectators who recoil in horror at her
appearance. She eventually arrives at a public space—the walkway where the name
"Elisabeth Sparkle" is engraved into the pavement. It is upon this very ground, first shown
in the film's opening sequence, that Elisabeth Sparkle, in her final form as Monstro ElisaSue,
ultimately dissolves and disappears (Image 7). In Kristeva's formulation, the abject is that
which threatens the boundaries of the subject and destabilizes the coherence of identity.
Monstro ElisaSue is neither Elisabeth nor Sue; rather, she constitutes a liminal form in which
the distinctions between subject and object, self and other, and human and monster collapse.
Consequently, the grotesque body that emerges at the end of the film renders visible not only
the violence of sameness described by Han, but also Kristeva's notion of abjection. Here, the
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body ceases to function as a coherent and representable whole and instead becomes
fragmented, excessive, and boundaryless. As this analysis suggests, The Substance presents
a critical reflection on contemporary societies in which youth and beauty have been elevated
to the status of cultural ideals through media industries and gendered social pressures. Within
this framework, an ever-expanding market of products, treatments, and technologies
promises the preservation or restoration of youthfulness and attractiveness. At the same time,
the growing normalization of aesthetic interventions contributes to the production of
increasingly standardized bodies, reflecting what Han describes as the violence of sameness.
Furthermore, the endless pursuit of an idealized self transforms personal identity into a
perpetual project of optimization, often generating experiences of anxiety, inadequacy, and
fragmentation. Caught between the fear of ageing and the imperative to remain youthful,
subjects become increasingly vulnerable to forms of psychological distress that reveal the
contradictions and costs of neoliberal performance culture.

Image 7. Monster of the Same — Monstro ElisaSue: The final appearance of the expulsion
of the Other, the insatiable structure of desire, and the grotesque collapse into which the violence of
the same drags the subject (Fargeat, 2024).

The Violence of Sameness and Elisabeth Sparkle

Byung-Chul Han discusses a new regime of oppression arising from the exaggerated
contingency, performance orientation, and demand for transparency characteristic of contemporary
societies, which he terms the Terror of Sameness in his book Expelling the Other. According to Han,
“The times when the Other existed are over. (...) Today, the negativity of the Other is giving way to
the positivity of Sameness. The excessive proliferation of Sameness is causing pathological changes
affecting the social body” (Han, 2024, p. 7). Elisabeth Sparkle, a young and beautiful woman whose
life was relentlessly focused on performance, continually rebelled against the natural norms imposed
on her body. Despite approaching fifty, she remained the face of television, presenting an aerobics
programme. However, the fact that she was now fifty—meaning she was ageing—was brusquely
pointed out by a television executive, and she was forced to retire from her job. Sparkle was
devastated by this and fell into depression. Yet, this depression was not related to being dismissed;
it stemmed from the harsh reality: she was old and needed to accept it. But things did not unfold in
that way. As Han observes, “What sickens the system is not deprivation and prohibition (E. Sparkle’s
dismissal from her job), but excessive communication and excessive consumption (the exaggerated
depictions of the food scenes in the film); not repression and negation, but allowing and affirming
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everything (Sparkle’s desire to implement the secret procedure, his openness to possibility).” From
this perspective, we can identify a narcissistic desire in Sparkle’s character in the film. This
narcissistic desire is reckless in its pursuit of a project to eliminate boundaries, including the violation
of the natural order. It excludes the Other (such as Sparkle’s exclusion of old age). In the film, the
ageing process is portrayed as a deviation; it is not accepted as a new stage of the body, as a
difference. In fact, ageing is depicted as a threat that must be eradicated. From this standpoint,
oppression and violence, as depicted in the film, do not originate from an external source but rather
from within the individual, from an attempt to create an image of the Same—an idealised self.
“Destructive oppression comes not from the other, but from within” (Han, 2024, p. 7).

It can be argued that, under the neoliberal conditions of late capitalism, violence—like
mechanisms of control and surveillance—is no longer overtly visible but is instead inflicted upon
individuals in a more subtle manner, through internal repression, by compelling them to become
objects of exploitation. Pathological changes affecting the social body give rise to pathological
changes within the individual's own body. This is particularly evident today in the internal pressure
to continually transform oneself into an improved version. Concerning this depression associated
with ‘self-reformation’ and ‘self-reinvention’, Chul-Han writes:

“Depression, as an internal pressure, develops characteristics that manifest as self-
aggression. The individual experiencing diminished achievement or performance is, as it
were, worn down or overwhelmed by the self. It is not only the violence of the other that is
destructive. The expulsion of the other triggers a fundamentally different process of
destruction: self-destruction. The dialectic of violence, in general, applies: a system that
rejects the negativity of the other develops characteristics that ultimately lead to self-
destruction” (Chul-Han, 2024, p. 7).

Elisabeth Sparkle, in Han’s words, is worn down by her own depressive pursuit of success
and by herself as a performer. Her suffering does not stem merely from ageing as an ‘other’ and from
confronting the reality of being old. Being old is indeed destructive, but Sparkle seeks to banish it.
Her desire and passion for youth and beauty trigger a different process of destruction: her own self-
destruction. In the film, Sparkle’s transformation into a monstro becomes a central indicator, a
metaphorical representation of this self-destructive process. Sue’s desire to replicate herself as
Elisabeth’s ‘identical’ (the Seven Days violation) initially presents itself as growth and development,
but beyond a certain point, this desire for self-replication becomes deformative. As a monstro,
Elisabeth-Sue, devoid of her dialectical opposite, transforms into a formless mass. In this sense, the
grotesque, formless mass image of Elisabeth and Sue in the film stems from the rejection of the
negativity of the other; that is, Elisabeth and Sue’s rejection of old age (ageing as the other). Monstro
ElisaSue resembles ginger as a single body: similar stems and tubers sprouting from the main stem,
identical ones that seem destined to repeat themselves endlessly. Therefore, in Monstro ElisaSue, “a
juxtaposition of indistinguishables, a growing mass of indistinguishability emerges” (Chul-Han,
2024, p.9).

“The Other is constitutive in terms of the formation of a stable self” (Chul-Han, 2024, p. 31).
In this respect, the negativity of the oppositethat is, the Other belongs to the earthly order, as opposed
to today’s digital order. For example, old age and ugliness, positioned as the opposite poles of youth
and beauty and regarded as negative elements, represent the Other as a particular stage within the
earthly order. However, the ‘world’ is increasingly losing the negativity of the opposite in the digital
age. Digital media accelerates this development. Elisabeth, now a fifty-year-old woman, cannot
accept the reality of ageing (the Other) as a mere stage in the order of the world. She experiences
internal hardship as a performative subject condemned to depressive success. Elisabeth’s situation is
already saturated with stimuli that drive her towards self-destruction: the subject’s unconscious
search for the ideal self and the constant mantras of becoming, creating, and reinventing herself,
incessantly bombarded upon her by the digital world. This provides a stabilising effect on the
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negative, opposing body. In this context, we can contrast youth and old age, thereby creating a
narrative about the self in relation to the order of time and the earth. That is to say, youth and old age
can exist as opposing bodies within their own temporalities. However, “The digital order is causing
the world to become increasingly disembodied” (Chul-Han, 2024, p. 31). Within homogenised social
and individual bodies, we can no longer speak meaningfully of the body. Elisabeth’s inability to
accept old age as an opposite, as a negative negativity, leads her to turn inward—a sign that she is
not in an ideal state. “Because when a person has no opposite, they turn harshly inward. This leads
to self-erosion” (Chul-Han, 2024, p. 51). Elisabeth’s fatal procedure serves as a powerful metaphor
in the film, exemplifying this process of self-erosion. Elisabeth is, in fact, under the pressure of an
internal need for visibility, which constantly pushes her to perceive herself through the gaze of the
Other. Visibility is the absolute value and new form of domination in our digital age. This drive
towards visibility compels individuals to display themselves continually, seeking validation in their
most optimised and latest versions. This entails the blatant exhibition of everything, the explicit
revealing of details. Throughout The Substance, in every scene, we witness this drive for visibility
and the pornographic imagery. In this respect, the film strikingly encapsulates Chul-Han’s words:

“What is important for today’s society is the elimination of all negativity.
Everything is corrected and smoothed out. (...) Negative emotions such as grief (...) are
deprived of any expression (Elisabeth’s expressionless face). Any harm that others might
inflict is avoided (the other represented as ageing in the film). However, this avoidance is
resurrected as self-harm. Here, the general logic that eliminating the negativity of others leads
to a process of self-destruction is confirmed” (Chul-Han, 2024, p. 31).

For Elisabeth Sparkle, ageing is a heavy burden, experienced as a form of depressive
achievement or performance. “She is actually tired of herself, but instead of stepping outside herself
and accepting her otherness, she stubbornly clings to herself, which paradoxically [...] leads to her
inner self being hollowed out” (Chul-Han, 2024, p. 31). As she gives birth to herself from her own
body, with her entire back split open along her spine and a new version emerging from within, we
realise that Sparkle is empty inside. We even doubt she has any internal organs, as she is hollowed
out and emptied. Consequently, the food Elisabeth consumes circulates within Sue's body. While
Sue is rehearsing her programme, a lump suddenly appears on her hip. This lump seems to be forcing
its way out of Sue's flesh. When Sue removes this lump from her navel in the bathroom, she discovers
it is a piece of chicken.

More Than You

(The Substance), when examined through the lens of Lacan's concepts of the Subject
and the Other, reveals the multifaceted aesthetic and volitional dynamics of the scopophilic
drive (in the film, scopophilia functions as a pornographic device that obscenely displays the
obvious). According to Lacan, when the subject engages with the world by observing it as a
spectacle, they begin to pursue not their own desire, but the desire of the Other. In "The
Names of the Father," Lacan writes:

“In the scopic impulse, the subject encounters the world as a spectacle that
possesses it. Here, it becomes the victim of a trap, and what emerges to confront it is not
truth, but its complement: the speculative image. This is what appears to have fallen from,
or been lost by, it. The subject is captivated by the spectacle; it rejoices in it and derives
pleasure from it. Saint Augustine reveals and describes this most sublimely as the lust of
the eyes. The subject believes it desires because it sees itself as desired, yet it does not
realise that what the Other seeks to snatch from it is its gaze” (Lacan, 2014, p. 74).

In the film, the substance referred to simply as "the substance" embodies Elisabeth Sparkle's
passion for the illusion of completion and her quest for the ideal self. Applied as a countermeasure
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against ageing and bodily decay, it promises a reflective image: the illusion of a "complete self."
However, when Elisabeth becomes captivated by the image in the spectacle, she derives pleasure not
from the real object of desire, but from its mirror-substitute. The film depicts Elisabeth's obsessive
relationship with mirrors and the gaze, serving as a metaphor that perfectly evokes the "lust of the
eyes." Elisabeth Sparkle desires to be a woman coveted not merely for her presence, but for her
constant visibility, thereby remaining perpetually desirable. In other words, the subject's object of
desire has become registered in the Other's desire for her. This reveals a traumatic violence as a form
of incompleteness.

In Lacanian thought, the Big Other represents not merely a worldly or mythical-theological
external figure, but the entirety of the network of signifiers—that is, the symbolic order, the processes
of signification, and the social structure. In the film The Substance, the Other is made visible in the
structure of desire shaped by the media and the culture industry. Within this framework, we can
understand the imposition of ideals of youth and beauty. The matter used by Elisabeth Sparkle
functions, in this respect, as a signifier that emerges from the subject, i.e., Sparkle, and becomes
present, shaping desire. In the film, Sparkle’s process of bodily transformation coincides with her
submission to the normative discourse of the Other; the subject (Elisabeth) is no longer visible within
herself but is represented on the stage of the Other (as Sue).

In Lacan’s words, “The Other is the space where the chain of signifiers governs everything
that can emerge from the subject and become present, the realm of that living being in which the
subject must become visible” (Lacan, 2017, p. 216). The body, desire, and pleasure are now re-coded
in the realm of the Other. This leads to the subject losing its own truth and being reduced to an image
in the gaze of the Other. The Substance radically addresses this alienation through the body: the
subject becomes not the subject of desire, but an object in the discourse of the Other. Thus, the film
strikingly stages the Lacanian subject’s perpetual incompleteness and ongoing alienation within the
symbolic order. The proliferation of Elisabeth Sparkle and Sue through cellular division is deeply
connected to Lacan’s notion of incompleteness in the subject. According to Lacan, “two
incompletenesses overlap.” Firstly, it arises from a central defect—because the subject is dependent
on the signifier, and the signifier is initially in the realm of the Other” (Lacan, 2016, p. 217). The
other deficiency is what Lacan calls the real deficiency: the loss of the living being’s own existence
through reproduction. “This deficiency is real because it is related to a reality; this reality is the
condemnation of the living being to individual death, while being the subject of/subject to sexuality”
(Lacan, 2017, p. 217).

This dual deficiency is revealed with the birth of Sue from Elisabeth’s body. Sue represents
not only a cellular division but also Elisabeth’s desire to multiply by diminishing herself from within.
At this point, the presence of Sparkle and Sue relates to the mutual obscuring of deficiencies that
Lacan describes: Elisabeth Sparkle is the illusion of completion that the subject constructs in relation
to the Other; Sue is the grotesque and fragmented result of this illusion. These two figures are both
the objects of the subject’s desires and the expression of its own internal division. The Substance
thus transcends biological division, presenting, on an allegorical plane, the fragmented, incomplete,
and perpetually divided structure of the subject in the Lacanian sense, condemned to division in the
realm of the Other. The film The Substance explores the dialectic of lack and desire, central to
Lacan’s theory of the subject and the Other, through an exemplary narrative structure. Lacan’s
statement, “One lack obscures another” (Lacan, 2017, p. 227), can be interpreted in the film through
both a temporal rupture and the elusive nature of the object of desire. In the film, Elisabeth’s attempt
to cope with time using “matter” demonstrates how a past lack—bodily wear and tear, social
devaluation, loss of the state of being desired—is transformed into a compensatory intervention for
the future. However, this intervention does not directly address desire; on the contrary, it further
postpones the object of desire and produces a structure where lacks overlap. Elisabeth’s desire is not
only to be young and beautiful but also to become a figure desired by the Other—society, the media,
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the gaze. Here, the subject’s desire merges with the Other’s desire, but this merging creates not
satisfaction, but a deeper loss. As Lacan points out, the failure to respond directly to desire ensures
its continuation. Elisabeth’s effort to reproduce herself—that is, the emergence of Sue—does not
lead to attaining the object of desire but triggers a delay mechanism that constantly multiplies it. This
delay is masked by the deficiency created by the earlier time, which in turn corresponds to the
deficiency created by the later time. The body obtained through the needle of youth is not a substitute
for the youth lost in the past but a re-enactment of a deficient temporality included in the present.
Sue’s becoming desirable on stage is a representation that masks, but cannot replace, Elisabeth’s past
deficiency. Therefore, every transformation in the film is interpreted as a symptomatic expression of
a new deficiency. The subject here does not attain the satisfaction of desire but is instead fragmented
within a spectacle constructed upon the impossibility of fulfilment. The object of desire perpetually
remains just out of reach, as its place has been usurped by reflections imbued with deficiency. The
Substance intensifies this Lacanian dialogue between desire and deficiency across the dimensions of
body, time, and self through violent and grotesque imagery. Consequently, the film transforms the
illusion of access to desire into a dramatic tragedy, guiding the viewer not towards the essence of
desire, but to the very core of deficiency.

Lacan's statement, "I love you, but I mutilate you because I inexplicably love something in
you—the objet petit a—more than you" (Lacan, 2017, p. 277), encapsulates the paradoxical
relationship between desire and lack through the subject's destructive act. This assertion finds a
striking resonance in the film The Substance, within the framework of bodily reconstruction and the
slogan "create a new and better version of yourself." In the film, Elisabeth's obsessive passion for
youth and beauty constitutes a form of violence directed not only against herself but also against her
own inner sense of inadequacy. Elisabeth, the subject of desire, does not truly love herself but rather
something she lacks—something that complements her; this, in Lacan's terms, is the objet petit a.
This object of desire can never be fully defined or possessed; it can only be reproduced indirectly,
through representation and imitation. Elisabeth's transformation into Sparkle, and subsequently Sue's
emergence, demonstrates that this process of reproduction is cyclical, diminishing and fragmenting
the subject each time. The subject's attempt to transform itself into a better version ultimately results
in tearing the object of desire away from itself. In Lacan's terms, by mutilating what it loves, the
subject externalises the object of its desire, thereby damaging its own integrity.

The film's aesthetic structure and narrative form visualize this Lacanian paradox: identity,
constructed through values such as youth, beauty, and desirability, can only be sustained through
fragmentation and multiplication. Ultimately, the subject destroys itself through the love it feels for
itself; because what it loves is, in fact, the emptiness within itself — and it is doomed to lose it again
with each acquisition.

Conclusion

The film The Substance is a bodily narrative woven with metaphorical and grotesque
imagery that reveals the tragic condition of the contemporary subject in relation to desires,
vulnerabilities, the search for self, and the demands of performance. This film is not only an example
of science fiction thriller but also a philosophical and psychoanalytic exploration that exposes the
invisible forms of violence in contemporary societies. In this study, a multi-layered analysis of the
film’s thematic structure is undertaken by considering Byung-Chul Han’s cultural critiques alongside
Lacan’s psychoanalysis. Simultaneously, the fundamental conceptual frameworks discussed in the
article are interpreted in relation to the film, culminating in a synthesis of the image of the
contemporary subject as presented by the film.

Byung-Chul Han's concepts of the proliferation of sameness and the expulsion of the other
become central themes in The Substance. As Han asserts, the modern individual has lost the capacity
to encounter difference, condemned to constantly reproduce themselves and multiply sameness.
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Elisabeth Sparkle's bodily transformation—from Sue to a grotesque creature—serves as a
pathological example of this proliferation of sameness. As otherness (represented here by figures
such as old age, ugliness, fragility, and failure) is sought to be eliminated, the subject begins to split
within themselves. When Sparkle's old age is coded as a deviation that must be excluded, the film
does not depict a deficiency to be corrected but an other targeted for complete elimination. However,
according to Han, the other is not merely an opposition but the foundation of the subject's capacity
for self-recognition and for experiencing its limitations. As Sparkle eliminates the other, she turns
inward, and this turning initiates a process of self-erosion. The film makes this internal collapse
visible through the grotesque deformation of the body. According to Lacan, the subject is never
whole; it is always structured around a lack. This lack relates both to being born into language and
to the constant postponement of desire.

Sparkle’s pursuit of youth and beauty is essentially a chase after the unattainable object of
desire, defined as the objet petit a. While the character of Sue appears to embody Sparkle’s ideal self,
this self is not real but imaginary. The fantasy of a complete self that she sees in the mirror causes
Sparkle to cease being the subject of desire and instead become an object of desire shaped by the
gaze of the Other. In the film, Sparkle’s obsessive gaze into mirrors represents not her own desire,
but the desire of the Other. In line with Lacan’s idea that desire is not directly fulfilled but sustained
through postponement, Sparkle enters a cycle in which, with each new version, she deepens her
deficiency rather than resolving it. This cycle ultimately points to the inevitability of self-destruction.
One of the film’s fundamental tensions lies in the source of Sparkle’s internal pressure. Here, Byung-
Chul Han’s critique of performance society offers a crucial conceptual framework. According to
Han, in contemporary societies, pressure is not external but internal; the subject is a project
constructed by themselves, and its success depends on how effectively this project is executed.
Sparkle’s desire to renew her body is not a socially imposed external necessity but an internalised
obligation. The motto of becoming a better version of oneself describes the contemporary form of
violence in the neoliberal era. Sparkle’s creation of Sue is a response to this call for continual self-
versioning. However, this call eliminates spaces of singularity and otherness. This new order, in
which sameness is constantly produced and difference and negativity are eradicated, threatens the
bodily and spiritual integrity of the subject. In the film, the eventual merging of Elisabeth Sparkle
and Sue into a grotesque mass visualises the dimension of this performative multiplication that leads
to collapse and decay. Reason: The text has been edited for clarity, coherence, and flow, with
improvements to vocabulary and sentence structure. British English spelling conventions have been
applied (e.g., ‘internalised’, ‘visualises’). Technical terms and psychoanalytic concepts have been
preserved and clarified where necessary. Punctuation and grammar have been corrected to enhance
readability and precision.

The Substance visualises Byung-Chul Han's critique of the transparency society, not only
thematically but also through its aesthetic expression. According to Han, transparency in modern
society is not merely a politics of visibility but also entails the destruction of privacy, intimacy, and
secrecy. The camera constantly intrudes: bodies are exposed, fluids made visible, stitches, blood, and
spinal cords displayed. Sue’s birth from Sparkle’s spine is a direct act of pornography. These scenes
narrate not only bodily but also existential exposure. Sparkle’s desire is no longer to be herself but
to be desirable, and this desire operates through the illusion that it can only be satisfied by constant
visibility. This exhibitionist aesthetic merges with the scopic impulses that Lacan terms the lust of
the eye, leaving the viewer not with the object of desire but with its very absence. The figure of
Monstro ElisaSue grotesquely represents the body’s battle against time. Throughout the film, the
effects of time on Sparkle’s body—ageing, wrinkles, weakness—are seen as symptoms to be
expelled. However, creating a timeless self is not only impossible but also destructive. Sparkle’s
violation of protocol, her disruption of the sanctity of time and the rhythm of the seven-day cycle,
leads to the collapse of both Sue’s and her own body. This transgression is not only ethical or physical
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but also ontological. The figure of Monstro ElisaSue represents a self that cannot reconcile with time,
transforming into a heap of indifference while attempting to suppress its opposites—old age, death,
lack. The body no longer has boundaries; it becomes a formless, unstable, and subjectless mass. The
structure that Lacan described as the overlapping of two lacks becomes fully visible here: Sparkle’s
past lack (fear of ageing) and her future compensation (Sue) overlap, transforming her into a monster
through the intensity of these lacks. The Substance is a narrative that shows that not only the desired
body but desire itself is an illusion. Sparkle exists within a structure that, in Lacan’s words, can be
described as: “What I love in you is not you; it is the lack in you.” This is a pathological cycle in
which the subject attempts to reach desire by destroying themselves. Sparkle loves not herself but
what is lacking in her, and in trying to compensate for this lack, she begins to mutilate herself. The
transformation of Sue and Sparkle into one another demonstrates how desire drags the subject into a
process of destruction. Throughout the film, Sparkle’s embrace of herself (Sue)—albeit with self-
disgust—is the tragic counterpart to Lacan’s definition of the subject: as the subject refuses to
confront their own lack, that lack grows and eventually consumes them.

The Substance prompts us to reconsider what it means to be a subject in contemporary
society, focusing on the concepts of the body, desire, time, and gaze. The film strikingly explores
themes such as the ideal self, beauty standards, the obsession with youth, and the pressure of visibility
on both theoretical and aesthetic levels. In this context, the ideas of Chul-Han and Lacan serve not
merely as interpretive tools but also as dispositifs that reveal the film’s inherent structural logic.
Sparkle’s transformation is not simply an individual crisis but a structural pathology. This pathology
comprises the denial of lack, the expulsion of difference, and the violence of sameness
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Cogalan ‘Aynr’nin Siddeti: Substance (2024) Filmi Uzerine Byung Chul-Han’n
Kavramlastirmalari ile Lacanci Psikanalizin Isiginda Bir Co6ziimleme

Giris

Bu arastirma The Substance (Cevher, Coralie Fargeat, 2024) filmini, ¢agimizin 6nemli
diistiniirlerinden Giiney Kore’li kiiltiir kuramcis1 Byung- Chul Han’1n giliniimiiz toplumlarina iliskin
derinlikli ¢oziimlemeleri ve elestirileriyle dikkat ¢eken olumsuz 6tekinin kaybolusu, bir ideoloji
olarak seffaflik, ayninin siddeti, performans o6znesi gibi kavramlastirmalartyla ve Lacanct
psikanalizin kuramsal cercevelerinden olan Ozne ve Oteki kavramlariyla birlikte tartismay:
amagclamaktadir. Cannes (2024)’da en iyi senaryo Odiiliinii alan The Substance filmi ¢agdas diinya
kiiltiirtinde benligin yanilsamal1 6zgiirliik alanlari igerisindeki abartili optimizasyonunu ve sonsuzca
akista olan miikemmel goriinme arzusunun zorbaca bir hal aldigi, siirekli goriiniir olmanin ve
performansa dayali bir yasamin amansizca dayatildigi Neo-liberal ekonomi politigin acimasiz
gercekligini ortaya koyuyor. Giiniimiiz gercekliginde sosyal medya platformlari, moda ve
reklamcilik sektorti, popiiler kiiltiir ve ¢agdag sanat sistemi bireylere ulasilmasi gii¢, dahas1 miimkiin
olmayan ideal benlik imajlar1 sunarak kendi bedenleri ve kimlikleri {izerinde bitmek bilmeyen bir
stirekli doniistiirme ve iyilestirme baskisi yaratmaktadir. Bu durum salt fiziksel goriiniisle, bedenle
iligkili olmay1p, ¢eligkili olarak, bireyin ruhsal zihinsel sagligini, kendine ve diinyaya iligkin algisin
ve toplumsal iligkilerini de derinden etkilemektedir. Goriiniir olma kaygisi ve mitkemmellik arayisi,
daha derin bir eksikligin ve tiikkenmisgligin ifadesi olarak ele alinabilir.

The Substance filmi ¢agdas diinyanin Neo-liberal kosullarinda bireyin ruhsal durumunu
kurgu bilimsel bir zeminde oldukga ciiretkar bir sekilde ala almaktadir. Film, Hollywood yildizi
Demi Moore’un hayat verdigi genclik ve giizellik takintisinin pengesinde kivranan iinlii ve popiiler
ekran ylizii Elisabeth Sparkle’m artik yaslandigi icin emekli olup ekranlara veda etmesi beklenirken,
kendisini daha geng ve daha giizel bir versiyonuna doniistiirmek i¢in 6liimciil ve etik agidan tartigmali
bir prosediire girismesini ve bu prosediiriin protokollerini ihlal etmesini konu edinir. The Substance
filmi, giiniimiiz Post-Fordist ve Neo-liberal ekonomi politiginde, gayri maddi sembolik iiretim ve
tiikketim kiiltiiriiniin dayattig1 meta-lastirilanlarin neredeyse en basinda gelen bedeni konu edinir.
Beden, siirekli sergilenmesi, kabul gormesi ve gelistirilmesi gereken temel metadir ve aslinda bu
glinimiiz toplumlarinin dehsetengiz ylziiniin goriniir oldugu en karanlik alandir. Filmin ana
karakteri Elisabeth Sparkle’in takintili bir sekilde idealize ettigi fiziksel benlik-kimlik arayigimin yol
actig1 6z-yikim ve sonugsuz kalan tatmin arayisi, giiniimiiz bireyinin performans takintismin ve
seffaflik dayatmasimin altinda yasadigi agmazlar1 dramatik bir dille ortaya koymaktadir. Bunun
yaninda film, Chul Han’in olumsuz olarak goriilen, yani verimli akiskanlig1 sekteye ugratan oteki
(filmde yaglilik, kovulmasi gereken 6teki olarak ele aliniyor, denilebilir), stirekli performans, kendini
sergileme, ayninin siddeti ve seffaflik ideolojisi kavramlart araciligiyla giiniimiiz toplumlarinda
bireyin kendi benligine yonelik 6z-somiiriisiine ve dolayisiyla 6z-yikimma yodnelik elestirileri
merkeze alirken, aynm1 zamanda Lacanci psikanalizde benligin ve arzunun olusumunda rol oynayan
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dinamikler ¢coziimlemeye dahil edilerek, giiniimiiz toplumlarinda mitkemmelliyetci idealler pesinde
kosan bireyin yasadigi tilkenmislik ve benlik kaybini (Sparkle’in bir ucubeye doniisiip, sonugta bir
eriyik olarak ortadan yok olup gitmesi) carpici bir sekilde gostermektedir.

Chul Han, Seffaflik Toplumu adli kitabinin 6n soziinde, ‘disipline edici toplumlarda
panoptikonda bulunanlar daha etrafli bir gbzetim amaciyla birbirlerinden yalitilir ve aralarinda
konusmalarina izin verilmez’ (Chul Han, 2021, s.12) der. Ona gore, gliniimiiz toplumlarinda dijital
panoptikon gercekligi s6z konusudur ve bu yeni durumun sakinleri, ‘[...] canlt bir iletisime girer ve
kendi arzulartyla her seylerini agik ederler’ (Chul Han, 2021, s. 12). Chul Han, ad1 gecen kitapta
sunlar1 yazar:

“Dijital kontrol toplumu 6zgiirliigii yogun bir bigimde kullanir. Bu da
kendini goniillii olarak isiklandirma ve ortaya cikarma sayesinde miimkiindiir
sadece. Ozgiirliigii sémiiriir. Kontrol toplumu, sakinleri dis bask1 nedeniyle degil,
kendi i¢ ihtiyaglar1 nedeniyle iletisime gectigi zaman miikemmellige ulasir-yani
0zel ve mahrem alani feda etme korkusu kendini utanmazca vitrine koyma
ihtiyacina yenik diistiigiinde” (Chul Han, 2021, s. 12-13).

Han, kendini goniillii olarak isiklandirma ve ortaya g¢ikarma ifadesiyle gilinlimiiz
toplumlariin performans toplumlarina doniistiigiinii iddia eder. Bu yeni paradigmada, bireyler
disardan dayatilan yasaklarla sinirlandirilmaz. Tam aksine, igsel bir dayatmanin geregi olarak, bir
yapabilirsin araciligiyla siirekli bir kendini agsmaya, en olaganiistii versiyonuna ulagmaya, kendini
stirekli gelistirmeye ve daha fazlasini bagsarmaya tesvik edilir. Bu, basarabilirsin yanilsamasi altinda
islev goren yeni bir tahakkiim rejimidir ve bu yeni tahakkiim rejiminde birey bu sonsuzca siirmesi
beklenen performans dongiisii igerisinde kendi 6z-yikiminin performatif 6znesi haline gelir.
Performatif 6zne kavramlastirmasi eger iizerinde biraz duracak olunursa, Lacanci psikanalizde
acikca belirtilmeyen olarak islev goriir. Yani bir ima edis s6z konusudur. Soyle ki; Lacanci
psikanalizdeki ayna evresi (6-18 ay), benlik olusumunun ve 6znelesme siireglerinin agiklayicisiyken,
ayni zamanda siirekli performans arayigmin da psikolojik temelinin ima edicisidir. Yani, ¢ocuk
aynada gordiigii biitiinliiklii imgesinden yola ¢ikarak benligini siirekli insa edecektir. Ancak bu imge
stirekli yanilsamal1 bir boyut tasiyacak ve birey kendisine, kendi olmakligina iliskin gercek bir
biitiinsellige asla ulasamayacaktir. Benlik arayisi diyebilecegimiz bu yanilsama, bireyin yasami
boyunca pesinden kosacagi ideal benlik arayisinin ve eksik 6geden kaynakli arzunun, object petit
a’nin baglangi¢c noktasi olacaktir. Bu idealize edilmis benlik arayisi (Han’in argiimanlariyla ele
alirsak; otekinin kovulusu), bireyin kendisini (gergekligin gelinen bir diizeyi olarak) oldugu
bigimiyle degil, olmak istedigi (slirekli ayn1 kalmak, Sparkle 6rneginde oldugu gibi siirekli geng
kalmak), idealize ettigi haliyle gérme arayisidir s6z konusu olan.

The Substance filmindeki Elisabeth Sparkle karakteri, Han'in performans toplumu
elestirisi ile Lacan'i ideal benlik anlayisinin kesisim noktasinda yer alir. Hollywood'un acimasiz
genclik ve giizellik kiiltiirli icinde zirvedeyken bile, Sparkle stirekli olarak daha geng, daha giizel ve
kariyerinde daha ilgili olma baskisin1 derinden hisseder. Bu baski, disaridan gelen agik bir yapma
yasagindan ziyade, kendi i¢sellestirdigi ve toplumun siirekli pompalamasiyla giiglenen bir olmalisin
dayatmasidir. Sparkle'in aynadaki yansimasina duydugu hosnutsuzluk, yaslanma belirtilerine karsi
duydugu derin kaygi ve geng nesil tarafindan modasinin gegmesi korkusu, onun kendi bedenini ve
imajin1 bitmeyen bir proje olarak gérmesine yol agar. Bu projede, siirekli olarak Lacanci anlamda
idealize edilmis benligine ulasma pesindedir; kusursuz, piiriizsiiz ve zamansiz bir genglik imgesini
arar.
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Aynr’mn Siddetiyle Otekini Kovmak: The Substance

™ B

Gorsel 1. Ayni'nin Dogusu: Hiicresel boliinme metaforu araciligryla ideal benligin ¢ogaltilmasi ve farkliligin
bastirilmasina yonelik ilk gorsel gonderme (Fargeat, 2024).

Iki saat yirmi iki dakika siiren The Substance filminin giris sekansi, agik ve donuk mavi bir
ylizey iizerine kirilmis bir yumurtanin goriintiisiiyle baslar. Yumurtanin aki yiizey iizerinde
dagilmistir ve yumurtanin bi¢imi bozulmamais sarisi yiizeye yayilan akin orta merkezine yakin, sol
tarafinda durmaktadir. Dikkatlice bakildiginda, yiizeye yayilan yumurtanin goriintiisii neredeyse bir
embriyonun bas kismini ¢agristirmaktadir. Bu ilk sekans, goriintiiye giren siyah eldivenli bir ¢ift elin,
dikkatlice tuttugu enjektoriin icindeki yesilimsi bir siviy1 yiizeye dagilmis yumurtanin sarisina
enjekte etmesiyle devam eder. Saniyeler i¢inde yumurtanin sarist hareket etmeye baslar ve ikiye
boliiniir (Bknz: Gorsel 1). Enjekte edilen sivi aracilifiyla yumurtanin dolgun ve kusursuz
denilemeyecek dairesel sarisi, kendi bedeninden ikinci bir beden ortaya ¢ikarmistir ve bu yeni
bedenin daireselligi kusursuz oldugu kadar gdz alici bir tazelige sahiptir. Bu agilig sekansi ikinci bir
yumurta saristyla, daha acikcasi ikinci bir bedenlesme ile birlikte sona erer ve bu sahne filmin akisi
icerisinde gdrecegimiz gibi genglik ve giizellik etrafinda donen ideal benlik arayiginin ilk metaforu
gibidir. 11k sekans ekranin kararmastyla son bulur ve birkag saniyenin ardindan ikinci sekans baslar.
Ikinci sekans ¢ok daha giiclii metaforlarla, yiizer-gezer gdstergelerle oriiliidiir. Bu gostergelerin ne
tiirden anlam katmanlarina isaret ettigini filmin genel anlatisi igerisinde gorecegiz. Ikinci sahnede
insanlarin gelip gectigi, yiirilylip gittigi kamusal bir alanin yer zeminini yakin markajda goriiriiz.
Siyah ve tizerleri beyaz dokularla bezenmis kare formunda fayans doseme kapli kamu alani. Ancak
sahnenin hemen merkezinde kare fayans dosemenin olmasi gereken yer bos. Demek ki o boslukta
baska bir seyin sergilenmesi diisiiniilityor ki; az sonra sahneye {i¢ is¢i girer. Ellerindeki krom metal
cubuklarla kare formun igine bir yildiz formu yaparlar. Daha 6nceden hazirlanmig yine krom
rengindeki metalden harflerle, yildizin igine biiyiik harflerle Elisabeth Sparkle adini yerlestirirler.
Ismin altinda da yine aym metalden iizerinde sinema kameras1 goriintiisii olan yuvarlak bir metal
plaka yerlestirirler. Isciler tiim bu dikkat ve 6zenle hazirladiklar1 sahneyi, yine énceden hazirlanmus,
yildiz formundaki bir kalipla kapatirlar. Geriye sadece yi1ldiz formunun diginda kalan alanlara genel
zeminin dokusunu bozmayacak bir har¢ dokmek isi kalir. Bu islemler bittikten sonra, yildiz
seklindeki kalip kaldirilir. Zeminin temizligi yapilir. Sonug; kamusal bir alanin zemininde bir sinema
yildizinin altin yaldizli harflerle kazinan ismidir. ELISABETH SPARKLE (Bknz: Gorsel 2).
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ELISABETH SPARKLE _ R

Gorsel 2. Oteki'nin Bakisi Altinda: Elisabeth Sparkle adina yerlestirilen y1ldiz dosemesi; taninma,
goriiniirliik ve arzunun toplumsal dolasima giriginin simgesel temsili (Fargeat, 2024).

Bu sahne kisa bir sekansla kesilir. I¢inde yildiz formunun ve asla unutulmayacak yildiz
ismin bulundugu siyah karenin etrafi kirmiz1 bir haliyla ¢evrilidir ve karenin ortasinda Elisabeth
Sparkle vardir. Etrafinda gazetecilerle ¢evrilidir. Kameralar, fotograf makineleri ve flaslar (Bknz:
Gorsel 2). Tiim bunlarin gerisinde gérmedigimiz ama seslerini duydugumu hayran toplulugu vardir.
Elisabeth...Elisabeth, diye seslenirler. Seni seviyoruz Elisabeth, diye haykirirlar. Biri, Buraya bak,
Liitfen...diye bagirir. Aman tanrim, seni seviyoruz, Elisabeth, der bir digeri. Bu sekans kisa tutulur.
Tekrar bir dnceki sahneye doneriz. Insanlar Elisabeth Sparkle’n isminin yazildig1 ddsemeyi ziyaret
ederler. Dosemenin fotografim cekerler. Yere ¢omelip ismin yazildigi dosemeyle 6z c¢ekimler
yaparlar. Elleriyle dokunurlarken, benim favori yildizim, derler. Ayaklariyla basarlar, Uzerinden
atlarlar. Tiim bunlar fotograflanmak icin yapilir. Sonra sadece yanindan gelip gecilen ve soyle bir
g6z ucuyla bakilan bir nesneye doniisiir yildizin adiin kazindig1 yer désemesi. Ve zaman geger.
Yildizin adimin yazili oldugu kare déseme zamana yenik diismeye baslamistir. Zeminde ¢atlamalar
goriiliir artik. Sararip kurumus bir yaprak dosemeye siiriiklenir. Kisa bir siireligine oyalanip,
siiriiklenmeye devam eder. insanlar artik ismin yanindan yéresinden gegerken hatirladin mi diye
sorarlar birbirlerine. Yagmurlar yagar, karlar diiser. Zemin ¢atlamaya devam etmektedir. Insanlar
iizerinden dylece gecip gitmekte, yi1ldizin adinin yazili oldugu zeminin, diger zeminlerden pek farki
yoktur artik. Bu ikinci sahnenin en can alici anlarindan birisini elindeki hamburger paketi ile yiiriiyen
gen¢ bir adamin yildizin isminin oldugu kare zeminin iizerine geldiginde hamburgeri diisiirmesi
olusturuyor. Hamburgerle birlikte diisen ketcap ve dagilan et parcalart yildizin isminin oldugu
dosemeyi batirtyor. Geng adam zemini temizlemeye ¢alisiyor. Ancak dagilan ketgapla zemin daha
korkung bir hale geliyor. Adam vazgegip yiirimeye devam ediyor. Kamera kare zemine zoom
yapiyor. Elisabeth Sparkle adini, iizerinde yogunlasmis kani andiran ketcap lekesiyle birlikte
goriiyoruz artik (Bknz: Gorsel 3).
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Gorsel 3. Goriiniirliigiin Cokiisii: Elisabeth Sparkle'n yildizinin aginmasi; performans 6znesinin
gegiciligini ve Oteki'nin arzusundan diisiisiinii goriiniir kilan sahne (Fargeat, 2024).

Her iki sekansta da kameranin bakis agisinin yukaridan sabitlenerek verilmesi, bizlerin, yani
izleyicinin bakisini talep eder. Bu talep ne i¢indir? Denilebilir ki; The Substance filmi, giinlimiiz
toplumlarinin i¢inde kosullandigi, medyanin, reklamciligin istekleri ¢ergevesinde kendi fiziksel
bedenine, benligine yonelik arzunun siirekli sekillendirildigi neo-liberal kosullar1 ifade eder. Bu
kosullar oldukca vahsidir ve insan var olusunun esasina uygun degildir. Dolayisiyla teorize
edilebilirdir, yani anlasilir kilinabilir. Bu agidan, film cagdas giiniimiiz diinyasini ¢éziimleme
yoniinde elestiriler sunan diigiiniirlerin kavramsallagtirmalarini hak ediyor diyebiliriz. Simdi filmin
bu iki sekansindan sonra filmin genel izlegine gecebiliriz. Filmin akisinin genel biitlinliiglinii ortaya
koymak i¢in, ii¢lincili sahneden baslayarak filmin genel izlegine bir baslik vererek devam edilmistir.

Metod

Bu galigma, nitel aragtirma yaklagimina dayanan yorumlayici bir film ¢oziimlemesidir.
Arastirmanin inceleme nesnesini Coralie Fargeat’mm yonettigi The Substance (2024) filmi
olusturmaktadir. Film; anlati1 yapisi, karakter kurgusu, gorsel gostergeleri ve beden temsilleri
bakimindan incelenmis, ¢dziimleme siirecinde Byung-Chul Han’in ¢agdas toplum elestirileri ile
Lacanci psikanalizin kuramsal ¢ergevesinden yararlanilmistir.

EEINT3 299 ¢

Arastirmada Han’1n “ayninin siddeti”, “performans 6znesi”, “seffaflik toplumu” ve “6tekinin
kovulusu” kavramlari ile Lacan’mn “ayna evresi”, “Oteki” ve “arzu” kavramlari temel analiz araglar
olarak kullanilmistir. Filmde 6ne ¢ikan sahneler ve gorsel metaforlar bu kavramlar dogrultusunda
yorumlanarak, neoliberal 6znenin kimlik, beden ve arzu iligkileri baglaminda degerlendirilmistir.

Elisabeth ile Hayatina Isilt1 Kat

Oncelikle sunu belirtmek gerekir; The Substance filmi daha en basindan itibaren dil, nesne,
imaj gostergeleriyle doludur. Bu gostergelerin imledigi ‘seyler’, filmin tematigine teolojik ve mitsel
cagrisimlari olan bir derinlik katar. Bu da bakisimizin kigkirtildigr yerlerden biri olacaktir. Ciinki
bu metnin zaten amacgladigi en temel sey; filmi tiim anlam katmanlariyla goriiniir kilinmaya
calisilmasidir. Bu isleme Oscar 6diillii Hollywood yildiz1 Elisabeth Sparkle’in adinin ve soyadinin
icerdigi/icerdikleri anlamlarla baglayalim.

Sparkle sdzciigii ingilizce’deki en direkt anlamiyla 1s1lt1 anlamma gelir ki; bu soyad1 filmin
konusu ve E. Sparkle’in yagamu iizerine agik bir bilgi verir. Elisabeth ismine gelince, daha derinlikli
bir inceleme yapmak gerekiyor. Etimolojik kdken olarak Ibranice olan Elisabeth kelimesinin 6zgiin
hali Elisheba (El- Tanr1, Sheba-Yemin) olarak Eski Ahit (Exodus 6:23)’te gecer. Yeni Ahit (incil)
de ise Elisheba ismi, Elisabeth olarak Luka 1:5 ve 1:36 ‘da yer alir. James Strong’un Dictionary of
the Bible Words’iinde bu kelimenin anlami sdyle verilir: “472 ‘Eliysheba’ (1) God of (the) oath
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[Tanrt benim yeminimdir]” (Strong, 1996, 472). Abarim Publications (https://www.abarim-
publications.com/Meaning/Elisheba.html) ’da ‘Elisheba’ isminin anlamlar1 ise su sekilde verilir:
“God is an Oath, God of Oathing, God of Seven”. Bu ifadeler ismin ¢ok katmanli yapisin1 ortaya
koyar. God is an Oath ifadesi; Tanr1 bir yemindir anlamiyla birlikte Tanr1 benim yeminimdir anlamin
da igerir ve Tanrinin verdigi soze bagliligini imler. God of Oathing daha poetik bir tiniyla Tanrinin
hem yemin eden hem yemin edilen varlik olduguna gonderme yapar. God of Seven ifadesi ise
Tanrmin kutsal diizenini simgeler. Biitiinliik ve kutsallik imlenir burada (yaratilisin yedi giinii).
Anlasildigr kadariyla filmde Elisabeth ismi bir ironinin tastyicist olarak, Tanrinin kutsal diizenini
bozan bir unsur olarak, Elisabeth Sparkl’in yashliga direnme adina girdigi 6liimciil genglik arayisim
imliyor.

Yukarida soziinii ettigimiz iki sekanstan sonra, filmin genel akist sdyle devam eder. Sahne,
E. Sparkle’in ekranlarda sundugu bir jimnastik programinin goriintiisiiyle baglar. Sparkle, arkasinda
yine ellilerinin iizerinde goriinen dort kadinla birlikte jimnastik hareketlerini yonetmekte, canl
dinamik goriintiisii ve motivasyon dolu soézleriyle, (Giicli hissedin hanimlar...Kendinizi bikinili
hayal edin...Kumsalda kendinizi dev bir denizanasi gibi gérmek istersiniz?) programin da reytingini
yiikseltmeye ¢abalamaktadir. Cekim stiidyosunun arka duvarinda su slogan yazilidir: Sparkle your
life with Elisabeth (Elisabeth ile hayatina 1511t1 kat). Program sahne 1s181n1n kapatilmasiyla son bulur.
Sparkle, ¢ekim stiidyosundan uzun bir koridora ¢ikar. Koridorun yan duvarlari Sparkle’in biiyiik
ebatli genglik fotograflariyla doludur. Kendi fotograflari arasindan tuvalete gitmek i¢in yiiriiyordur.
Koridorda karsilastig1 bir iki kisi dogum giiniinii kutlar. Bu dogum giinii kutlamalar1 aslinda birazdan
yasanacak bir yas geriliminin 6n habercisi gibidir. Kadinlar tuvaleti kullanim dis1 oldugundan
erkekler tuvaletini kullanmaya karar verir. Tuvalette kimsenin olmadigina emin olduktan sonra igeri
girer. Ancak hemen sonra tuvalete Tv kanalinin sahibi Harvey (Dennis Quaid) girer ve telefonda
oldukga kaba bir dille konusmaktadir. Telefonda konustugu kisiye ‘Sana acikca sdyleyeyim. Geng
olmasi lazim. Seksi olmasi lazim. Hemen bdyle biri lazim. Bu yaglh karimin bu kadar uzun siiredir bu
isi yapiyor olmasina akil sir erdiremiyorum’ der. Sparkle’mn Oscar 6diillii olmasiyla dalga gegen
sozler sarfeder (Ne zamandi o? 1930’larda m1? King Kong’daki roliiyle mi?). Harvey, telefonda
konustugu kisiye kesin talimatlar vermektedir. Sparkle’in isine son verilmesini, yerine geng, giizel
ve seksi birinin bulunmasini istemektedir. Harvey’in, ‘Burasi bir televizyon kanali. Hayir kurumu
degil’ sozleri, gosteri diinyasinin tiim kiyiciligim gdzler oniine serer. Sonrasinda adamin, oldukca
lakayt ve edepsizce sozleriyle tuvaletten ¢iktigmmi goriiriiz. Ardindan Sparkle tuvaletten cikar.
Duydugu bu sozlerle yikilmistir. Gozleri aynadaki goriintiisiinii izler. Sahne kararir. Ekranda siyah
iizerine beyaz blok harflerle ‘ELISABETH’ adimi goriiriiz. Bir sonraki sahnede restoranda televizyon
kanalinin sahibi Harvey ile Elisabeth Sparkle yemektedirler. Daha dogrusu Harvey yemek yemekte
ve Sparkle onu sadece izleyip dinlemektedir. Buradaki yemek sahnesinde Harvey’in yeme bi¢imi
cok carpicidir. Byung Chul Han’in Seffaflik Toplumu adli kitabinin, Porno Toplumu bdliimiinde
yazdiklariyla birlikte okudugumuzda gilinlimiiz medya-imaj sektdriinde imgenin porno-
grafiklesmesini nasil ortaya koydugunu gorebiliriz. Kamera Harvey’in yemek yeme sahnesini yakin
¢ekimde gosterir. Harvey istakoz yemektedir ve her iki eliyle istakozu nasil eline alip pargalayisini,
agzina gotiiriisiinii, neredeyse agzinin icini gdstererek nasil ¢igneyisini bize gosterir. Istakoz
parcalari1 buladig1 soslar tlim parmaklarmi sos igerisinde birakmistir. Oldukca kaba, giiniimiiz
kiiltiir gostergelerine hi¢ uymayan bir sahnedir bu. Ama mesele bundan oldukg¢a fazla bir seydir:
Han, ‘Kiiltiir belli kaliplar, mimikler, jestler, anlatilar ve eylemlerden olusuyorsa, gorselin
pornografiklesmesi (hareketli goriintii de dahildir buna) giiniimiizde kiiltirden arinma olarak
gerceklesir’ (Chul Han, 2021, 5.45), der. Harvey’in yemek sahnesinde, glinlimiiz toplumlarindaki her
seyi parlak bir 151k altinda agik¢a gdzler oniine seren, gdstermeyi hedefleyen pornografi bariz bir
sekilde goriiliir. ‘Pornografik goriintiiler her seyi disa dondiiriir, ortaya serer. Pornografinin i¢selligi,
gizliligi, esrar1 yoktur’ (Chul Han, 2021, s. 43). Kiiltiirel bir adaba bile uymay1 gerekli gérmeyen,
gostermeyi ve sergilemeyi hedefleyen bir miistehcenlik gosterilir bu sahnede. ‘Higbir seyi 6rtmeyen,
gizlemeyen, her seyi agik kilan seffaflik miistehcendir’ (Chul Han, 2021, s.43). Harvey’in ne
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yedigini, nasil yedigini apacik bir 151k altinda izleyiciye gosteren bu sahne olsa olsa pornografidir
(Bknz: Gorsel 4).

Gorsel 4. Pornografik Goriiniirliigiin Estetigi: Harvey'in yemek yeme sahnesi; Han'in seffaflik toplumu ve
pornografik teshir kavramlari baglaminda her seyin goriiniir kilinmasina dayali kiiltiirel rejimin temsili
(Fargeat, 2024).

Harvey siirekli konusur. Uslubu, konusurken kullandigi sézciikler bile miistehcendir.
Elisabeth Sparkle, gozlerini Harvey’e dikmis sadece dinliyordur. Harvey, s6z arasinda ‘Elli yasina
geldin mi, biter’, der. Sparkle o anda ‘Ne biter?’, diye sorar. Harvey cevap vermez. Sadece anlam
olmayan birkag¢ sozciigii geveleyip durur. O sirada da parmaklar1 arasinda tuttugu istakoz pargasini
mistehcen bir sekilde sallayip duruyordur. Harvey yemek boyunca kendi kendine siirdiirdiigii
monologu bitirip, apansiz masadan kalkar. Acelesi vardir. Sparkle, sandalyesine gdmiilmiis, oldugu
yerde donup kalmistir. Diislinceli, saskin ve 6fkelidir. Gozleri masanin {izerindeki sarap kadehine
takilir. Dolu sarap kadehinde kocaman bir kara sinek ¢irpinip durmaktadir. Kamera sarap kadehine
ve ¢irpman kara sinege odaklanarak goriintiiyii yaklastirir. Sonraki sahnede, Elisabeth Sparkle’in
dalgin bir sekilde araba kullandigin1 goriiriiz. Kavsaklarin birinden donerken gozleri bilboardlardaki
reklam fotograflarini kaldiran is¢ilere takilir. Bu goriintii dikkatini dagitir ve kaza yapar. Sparkle
hastanededir. Doktor, tiim rontgenlerinin ¢ekildigini ve herhangi bir sorunun olmadigini soyler.
‘Asilar tamam. Kullanilan ilaglar yok. Yani sagliklisiniz’ der ve esim biiyiik hayraniniz, diye de
ekler. Doktor, tetkik kartini incelerken, ‘Bugiin dogum giiniiniizmiis. Dogum giiniiniiz kutlu olsun,
diyecekken, Sparkle aglamaya baslar. Ellinci yas giinii onun i¢in korkung derecede berbat bir giin
olmustur ¢iinkii. Gelen acil ¢agr1 iizerine doktor odadan ayrilir. Sparkle tam dogrulup kalkacakken,
odadaki geng asistan Onu durdurur ve son bir tetkik daha yapilacagini sdyler ve ani bir hareketle
Sparkle’1n sirtini stetoskopla dinler. Omuriligini parmaklariyla kontrol eder. Sparkle, ‘Bir sorun mu
var’, diye sorar. Geng asistan ‘Hayir. Miikemmel hicbir sorun yok’, der ve ‘Iyi bir adaysiniz’ diye
ekler. Bu ifade Sparkle’1 sasirtmistir. Geng asistan diizeltme geregi duyar. ‘Yani sagliklisiniz’.
Asistan gidip Sparkle’in kiyafetlerini getirir. Bu sirada kamera geng¢ asistanin sol bileginin iist
tarafindaki kocaman siyah bir lekeyi gosterir. Sparkle da bunu fark etmistir.

Sparkle hastaneden ayrilir. Yiiriirken mantosunun cebinde bir sey oldugunu fark eder.
Durup, ¢ikarir. Kareli bir defter kagidina sarili bir USB vardir ve iizerinde The Substance (cevher)
yaziyordur. USB’nin arka tarafinda ise bir telefon numarasi. Sparkle bu duruma bir anlam vermeye
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calisirken k&gidin iizerinde de bir notun yazili oldugunu fark eder. ‘It changed my life (Hayatim1
degistirdi)’ yaziyordur.

Elisabeth Sparkle, evine déner. USB’yi televizyona takar. Ekran acilir. ilk gordiigii sey siyah
ekran {izerinde hiicre boliinmesini andiran sar1 renkteki bir bir grafiktir. Akabinde ekranda su
climleler duyulur: ‘Kendinin daha iyi bir versiyonu olmay1 hayal ettin mi hi¢? Daha geng. Daha
giizel. Mitkemmele daha yakin. Tek bir igne DNA’n1 harekete gecirecek. Yeni bir hiicresel boliinme
baslatarak baska bir versiyonunun ortaya ¢ikmasini saglayacak. Karsinda cevher. Kaynak sensin. Her
sey senden geliyor. Her sey sana ait. Sadece daha iyi bir versiyonun bu. Tek kural paylasmak. Bir
hafta bir bedende, sonraki hafta digerinde. Her birinde yedi giin. Miikemmel bir denge. Unutmaman
gereken tek bir sey var. Ikisi de sensin. Kendinden kagamazsin’. Buradaki yedi giin ve miikemmel
denge ifadeleri 6zellikle dikkat cekicidir. Elisabeth isminin ‘Elisheba’ olarak teolojik art alanina
isaret eder. Yukarida belirtildigi gibi, Eli-sheba hem Tanrmin yeminini, yani séze baghiligini, hem
de milkemmel dengeyi, yani kutsal diizeni simgeleyen yedi giinii imler. Elisabeth buradaki, diinyevi
kiliman yedi giinii, yani mitkemmel dengeyi ihlal ettigi anda, ortaya arzu edilmeyen sonuglar
¢ikacaktir ¢linkii.

Sparkle, ekranda duydugu sozleri sagma bulur. Itibar etmez. Kotii bir saka gibi gelir
kendisine ve USB’yi televizyondan ¢ikarip alip ¢ope atar. Bara gidip i¢ki icer ve eve sarhos doner.
Biitiin gece boyunca, geng ve giizel oldugu zamanlardaki fotografina bakip durur. Basarilarindan
dolay1 aldig1 6diilleri inceler. Tiim o geng, giizel ve basarili oldugu zamanlardaki iltifatlar1 diisiiniip
durur. Ani bir 6fke ndbetine kapilir ve elindeki kar kiiresini duvar1 boydan boya kaplayan fotografina
firlatip paramparca eder. Sonrasinda ¢op kovasina attigi USB’yi geri ¢ikarir ve USB’de yer alan
telefon numarasini gevirir. Siparig vermek istedigini sdyler. Telefondaki ses ‘adres’, diye sorar.
Sparkle adresini verir. O an da telefondaki ses de bir adresi verip telefonu kapatir. Ertesi sabah,
Sparkle’a gitmesi gereken adres ile ilgili bir zarf gonderilmistir. Zarfin iginde sadece sadece 503
sayisinin yazildigi bir dijital kart vardir. Sparkle, hemen adresin oldugu yere gitmek i¢in ¢ikar. Adresi
bulur. Oldukga izbe, tekinsiz ve kelimenin tek manasiyla merdiven alti1 denilebilecek bir yerdir
burasi. Elindeki {izerinde 503 sayisi yazili kartla bu izbe, merdiven alti mek&nin kapisini agar.
Mekanin kapisi yariya kadar agilir. Sparkle, egilerek igeri girmek zorunda kalir. Bu yar1 agilan kap1
bir tanrisal giiclin 6niinde egilmenin metaforu gibidir. Kapidan egilerek gegmek zorundasin ¢iinkii.
Sparkle, tekinsiz, izbe, karanlik koridorlardan gecer. Ama oldukga steril, bembeyaz floresanlarla
aydimlatilmig bir odaya ¢ikar. Bu odada duvara géommeli dolaplar vardir ve baz1 dolaplarin iizeri
numaralidir (Hepsi degil). Sparkle 503 numarali dolabi, sabah kendisine génderilmis 503 numarali
kartla agar. Dolabin i¢ginde verdigi siparisin bulundugu kutu bulunmaktadir.

Bir sonraki sahnede Elisabeth Sparkle evdedir. Kutuyu acar. Ik olarak bir tiipiin igerisinde
ETKINLESTIRICI’nin oldugu saydam paketi goriiriiz. Bir dikis makasi ve dikis ipligi ile birlikte.
Akabinde, ‘Tek kullanimliktir. Sonra atiniz’ ibaresi vardir. Ikinci olarak DENGELEYICI olarak
isaretlenen paketi goriiriiz. Yanina ‘Diger Benlik’ ibaresi yazilidir. Ugiincii olarak; DEGISIM KITI,
yazili bir liglincii paket ¢ikar. Devaminda Gida Kaynagi ve Benlik Diger Gida, yazili paketler ¢ikar.
Sonrasinda ise prosediir yazilidir: ‘Sadece bir kere etkinlestir. Her giin dengele. istisnasiz yedi giinde
bir degisim yap. Unutma, ikisi de sensin’. Burada dikkat edilirse; bireyin kendisinin dis gériiniisiiniin
daha iyi bir versiyonu i¢in verilen tim bu talimatlar, uygulanmasi istenilen tiim prosediirler,
gliniimiizde sosyal medya platformlarinda kullanicilarin iizerine siireli boca edilen ‘kendinin daha
iyisi olma’ talimatlartyla aynidir. Birey nasil yasamasi, nasil goriinmesi gerektigini bu prosediirlere
gore tasarlayacak hale gelmistir. Sparkle prosediirii uygulamaya karar verir. Banyoda ¢iril¢iplak bir
sekilde gerekli hazirliklar1 yaparak ilact bedenine enjekte eder. Birka¢ saniye icerisinde etkisi
goriilmeye baglar. Sparkle’in basi doner ve oldugu yere yigilip ¢irpinmaya baslar. Siddetli bir aci
icerisinde oldugu goriiliiyordur. Ancak hemen sonra paralize olur. Anestezi altinda gibidir. Oldugu
yerde hareketsiz kalir. Bu sahnede Sparkle’in sirtim1 goriiriiz. Bedeninin altindan bir sey
kipirdiyordur. O anda olagandisi olan sey gerceklesir. Sparkle’in iist sirtindan beline kadar, tiim
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omuriligi boyunca bir yarilma gerceklesir. Bu gercekten korkung bir manzaradir. Ve bir siire sonra
inanilmaz olana taniklik ederiz. Sparkle’n bedeninden, daha geng, daha giizel bir beden ¢ikar. Yeni
versiyon ayaga kalkar. Kendine gelmesi i¢in zamana ihtiyaci vardir ve ¢ok uzun siirmez. Bugulanmig
aynay1 elleriyle silip, bedenini incelemeye koyulur. Elisabeth Sparkle, kendinin yeni versiyonuna
bakiyordur. Sonra bakislarini1 yerde kanlar i¢inde yatan eski versiyonuna gevirir. Ancak manzara
midesini kaldirir ve sar1 bir sivi kusar. Yapilacaklar bitmemistir. Kargo igerisinde gonderilen igne ve
iplik yardimiyla omuriligi dikmesi gerekiyordur. Bu islemden sonra serum seklindeki gida kaynagini
damar yolundan verir (Bknz: Gorsel 5).

Gorsel 5. ideal Benligin Bedeni: Sue'nin Elisabeth Sparkle'm bedeninden dogusu; Lacanci ayna evresinin
ve imgesel 6zdeslesmenin grotesk bir yeniden tiretimi (Fargeat, 2024).

Sparkle’in yeni versiyonu, o gece eski versiyonun yataginda uyur. Sabah dusunu aldiktan
sonra aynadaki yeni benligine, ‘Merhaba’ der, ancak sirada burnu kanamaya baslar. Prosediirii eksik
tamamlamistir. Dengeleyiciyi yani gida besinini unutmustur. Hemen bunu uygulamaya koyar. Eski
versiyon Sparkle’mm omurilik sivimi alip, kendi bedenine enjekte etmesi gerekiyordur ki; bu
prosediiriin en dnemli kismidir. islemi tamamladiktan sonra artik sira yeni ‘Elisabeth Sparkle’ olarak
eski versiyonun yerini almak i¢in segmelere katilmak kalir ve televizyon kanalinin yeni yiizi ‘Sue’
olarak igi alir. Harvey’in Sue ile tanisma anindaki sigara igme sahnesi yine agik sagiktir. Bu karakter
sanki yaptig1 her seyin apacik goriilmesi, hi¢bir gizinin kalmamasini istiyordur. Her davranisi, her
sOzii abartilidir. Kamera Harvey’in sigaray1 yakisini, dumani i¢ine gekisini, sonra saliverigini yine
¢ok yakin markajda verir. Harvey, Sue’nin nasil tanimlayacagini diisiiniirken asistani Isabella’y1
Onerir. Ancak Harvey bu kadar uzun bir isme zaman1 olmadigint sdyleyerek, Sue’nin Cindy olarak
tamimlanmasina karar verir. Cindy, mitolojideki Cynthia’ nmin kisaltilmis halidir ve ay tanrigasi
Artemis’in diger adidir. Isik getiren anlamina gelir. Sue, Cindy olarak televizyon ekranlarina gencligi
ve giizelligi ile 151k getirecektir (Bknz: Gorsel 6).
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Gorsel 6. Performans Oznesi Olarak Sue: Seffaflik ideolojisinin ve neoliberal goriiniirliik rejiminin beden
iizerindeki tezahiirii olarak Sue'nin medya sahnesindeki yiikselisi (Fargeat, 2024).

The Substance filminin bundan sonrak akisi kisaca soyle Ozetlenebilir: Sue, Elisabeth
Sparkle’in bedeninden dogmus ve yiikselen bir yildiz olarak Pump It Up with Sue adli jimnastik
programiyla reytingleri yiikseltmektedir. Sue’nin gencligi ve giizelligi, tim hirslarim tetiklemis ve
artik daha fazlasini istemektedir. Prosediiriin kesin kural1 yedi giin, ona yetmemekte, artik daha fazla
zaman talep etmektedir. Zaman agimlar1 nedeniyle Elisabeth Sparkle’in bedeninde ¢iirlime belirtileri
goriilmeye baglar. Sue’nin arzusu neredeyse kontrolden ¢ikma noktasina gelmistir. Sparkle ¢aresizce
bu dongiiden kurtulmaya ¢abalar, ancak geri doniis yoktur. Protokol ihlal edilmistir. Yedi giin kurali
cignenmistir. Zamanin bu sekilde ihlal edilmesi Sue’nin de bedensel tepkiler vermesine neden olur.
Burnundan, kulaklarindan kan gelmektedir. Bedeninde yumrular olugsmaktadir. Sue’nin zaman ihlali
ile, Elisabeth’in bedenindeki ¢iirlimeler, zamanlara dejeneratif bir hal alir. Giin gegtik¢e korkung
derecede yaslt ve cirkin bir forma doniisiir. Denilebilir ki; bu normal bir yaslanma bile degildir.
Elisabeth neredeyse bir ucubeye doniismektedir. Prosediirlerin ihlalleri sonucunda, durum artik
icinden ¢ikilamayacak bir hale gelir. Dahas1 kontrolden ¢ikar ve nihayetinde Elisabeth ve Sue’nin
bedenlerinin birleserek grotesk bir yaratia doniisme siirecini izleriz. Film bu doniisiim sonrasini
ekranda bizlere Monstro ElisaSue olarak duyurur. Bu bir metafordur. Filmin konu ettigi, dayatilmis
genclik, giizellik, ideal benlik arayis1 bicimindeki parametrelerini 6zetleyen canli bir metaforu imler.
Monstro ElisaSue, sahnede kanli ve son derece rahatsiz edici goriintiiler esliginde giizelin estetigi
denilebilecek degerleri paramparga eder. zleyiciler ElisaSue’e saldirmaktadirlar.

Son sahnelerde, ElisaSue’nin neredeyse bir abject’e (Julia Kristeva) doniismiis haliyle
izleyicilerden kagtigini goriiriiz. Geldigi yer bir kamu alani olan yiiriiyiis yolundaki, adinin Elisabeth
Sparkle olarak kazindig1 zeminin iizeridir. Elisabet Sparkle, nihai adiyla Monster ElisaSue, Filmin
ikinci sekansinda gordiigiimiiz bu zemin iizerinde yok olup gider (Bknz: Gorsel 7). Kristeva'nin
kavramsallagtirdigi anlamda abject, 6znenin smirlarin1 tehdit eden ve kimlik biitiinliigiini
istikrarsizlagtiran seydir. Monstro ElisaSue, ne Elisabeth'tir ne de Sue'dir; 6zne ile nesne, ben ile
oteki, insan ile canavar arasindaki sinirlarin ¢oktiigii bir ara-formdur. Bu nedenle filmin sonunda
ortaya c¢ikan grotesk beden, yalnizca Han'm ifade ettigi aymmin siddetini degil, ayn1 zamanda
Kristeva'nin abject kavramin1 da goriiniir kilar. Ciinkii burada beden artik temsil edilebilir bir
biitiinliilk olmaktan ¢ikmis, pargcalanmis, tasmis ve sinirlarin1 kaybetmis bir varolusa doniismustiir.
Gorildiugi Goriildiigi gibi, The Substance filmi, giiniimiiz toplumlarinda, medya endiistrisi ve
toplumsal cinsiyet¢i baski araciligiyla genglik ve giizellik bir kiilt haline getirilmistir ve bu durum
gengligi ve giizelligi vaat eden neredeyse sonsuz cesitlilikteki ne oldugu belirsiz {iriiniin
pazarlanmasini ve satigini kolaylagtirmaktadir. Bunun yaninda estetik operasyonlardaki bitmeyen
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istah bireyleri neredeyse birbirinin aynisi -benzeri degil-, Monstro’lara doniistiirmektedir. Bunun
yaninda hi¢ bitmeyen bir ideal benlik arayisi, bir kimlik krizine doniismekte, yaslanma korkusu ile
genglik takintis1 arasinda sikisan bireylerde, psikolojik yarilmalarini gosteren saglik sorunlari ortaya
cikmaktadir.

Gorsel 7. Aymi'min Canavari — Monstro ElisaSue: Oteki'nin kovulusunun, arzunun doyumsuz yapisinin ve
ayninin siddetinin 6zneyi siiriikledigi grotesk ¢okiigiin nihai goriiniimii (Fargeat, 2024).

Aynr’min Siddeti ve Elisabeth Sparkle

Byung- Chul Han, giiniimiiz ¢agdas toplumlarinda goriilen abartili olumsalligin, performans
odakhiliginin ve seffaflik talebinin yarattii yeni bir baski rejiminden s6z eder ve bunu Otekini
Kovmak adli kitabinda Ayni’min Terdrii olarak adlandirir. Han’a gére; “Otekinin var oldugu
zamanlar sona erdi. (...) Bugiin, 6tekinin negatifligi, yerinin ayninin pozitifligine birakiyor. Ayninin
asir1 gogalmasi, toplumsal gévdeyi etkileyen patolojik degisikliklere sebep oluyor” (Chul Han, 2024,
s. 7). Elisabeth Sparkle, genc ve giizel bir kadin olarak ve siirekli performansa dayali yasamiyla
bedeninin norma dayali doga diizenine siirekli bagkaldirmigtir. Elli yasina girecek olmasina ragmen,
hala ekranlarin yiizii olarak bir aerobik programini sunmaktadir. Ancak artik elli yasinda oldugu,
yani yaslandig1 gergegi televizyonun ydneticisi tarafindan miinasebetsizce yiiziine vurulur ve isinden
emekli edilir. Sparkle, bu durum karsisinda resmen yikilmistir. Depresyona girer. Ancak bu
depresyon isten kovulmasiyla ilgili degildir. Gergekligin yiiziine vurulmasiyla ilgilidir. Yani Sparkle
artik yaslhidir. Bunu kabul etmesi gerekir. Ancak durum 6yle gelismez. Han’in da belirttigi gibi,
“Blinyeyi hasta eden sey, mahrumiyet ve yasaklama (E. Sparkle’in isinden kovulmasi) degil, asir
iletisim ve agir1 tiiketim (Filmdeki yemek sahnelerinin abartili gériintiileri); bastirma ve olumsuzlama
degil, her seye izin verme ve her seyi olumlamadir (Sparkle’in gizli prosediirii hayata gecirme
yoniindeki arzusu, olabilirlige agiklig1). Bu ac¢idan bakildiginda, filmde, Sparkle’in sahsinda goriilen
narsistik bir arzudan s6z edebiliriz. Bu narsistik arzu, dogal diizenin ihlalini de iceren bir sinirlar
ortadan kaldirma projesini hayata gecirme konusunda gozii karadir. Oteki’yi dislar (Sparkle’in
yaslilig1 dislamasi gibi). Filmde yaslanma siireci, bir sapma olarak goriilmektedir. Bedenin yeni bir
asamasi olarak, farklilik olarak benimsenmez. Hatta yaslanma ortadan kaldirilmasi gereken bir
tehdittir. Bu acidan; baski ve siddet, filmde ele alindig1 haliyle, digsal bir yerden degil, bireyin kendi
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icinde, idealize edilmis bir benlige doniik olarak, Ayni’ya iliskin bir imaj1 ortaya ¢ikarma ¢abasiyla
ortaya ¢ikar. “Yikici baski 6tekiden degil, igten gelir” Chul Han, 2024, s. 7).

Geg kapitalizmin neo-liberal kosullarinda kontrol ve denetim mekanizmalari gibi siddetin de
artik goriiniir olmadigini, daha incelikli bir bicimde, bireylerin i¢sel-baski araciligryla kendilerini bir
sOmiirii nesnesi haline getirerek kendi kendilerine uyguladiklarini sdylemek miimkiindiir. Toplumsal
govdeyi etkileyen patolojik degisiklikler, bireyin kendi govdesini de etkileyen patolojik
degisikliklere sebep olur. Bunun giintimiizde 6zellikle kendini siirekli daha bir versiyonu haline
getirme yoOniindeki icsel baskidan kaynaklandigin1 soyleyebiliriz. Bu ‘kendini yeniden
bicimlendirme, icat etme’ yoniindeki depresyona iliskini Chul Han sunlar1 yazar:

“I¢sel bask1 olarak depresyon, kendine yonelik saldirganlik sergileyen dzellikler
gelistirir. Depresif basart / performans 6znesi adeta kendilik tarafindan yipratilir veya
bunaltilir. Yikict olan yalnizca dtekinin siddeti degildir. Otekinin kovulusu tamamen
farkl1 biri yikim siirecini harekete gecirir, 6z-yikimi. Genel olarak siddetin diyalektigi
gecerlidir: Otekiligin negatifligini reddeden bir sistem, 6z-yikima yonelik 6zellikler
gelistirir” (Chul Han, 2024, s. 7).

Elisabeth Sparkle, Han’1n ifadeleriyle, depresif basar1 tutkusuyla ve bir performans 6znesi
olarak bizzat kendisi tarafindan yipratilir. Cektigi act yalnizca bir 6teki olarak yaglanmak ve
yaslanmis olmanin gergekligi ile karsilasmis olmasi degildir. Yaslanmis olmak evet yikicidir ancak
Sparkle bunu kovmak ister. Genglige ve giizellige yonelik arzusu ve tutkusu farkli bir yikim siirecini
harekete gecirir. Kendisinin 6z-yikimi. Filmde Sparkle’n monstro’ya doniisiimii, bu 6z-yikim
stirecinin metaforik anlatimi olarak temel gostergeye doniigmiistiir. Sue’nin Elisabeth’in ‘Ayni’s1
olarak, kendisini ¢ogaltma arzusu (Yedi giin ihlali), kendisini biiyiime ve gelisme olarak gosterirken,
belli bir noktadan itibaren bu kendini ¢ogaltma arzusu deforme edici bir hal alir. Zaten monstro olarak
ElisaSue, diyalektik karsitindan yoksun olarak bi¢imsiz bir yigina donisiir. Filmde Elisabeth ile
Sue’nin bu grotesk, bigimsiz yigin goriintiisii bu anlamda 6tekinin negatifliginin reddinden, yani
Elisabeth ve Sue’nin yashihigi (6teki olarak yaslanmayi) reddedisinden kaynaklanir. Monstro
ElisaSue bir beden olarak zencefile benzemektedir. Ana gévdeden ¢ikan benzer gévdeler, yumrular.
Sanki sonsuzca birbirini tekrar edecekmis gibi goriinen aynilar. Bu yiizden Monstro ElisaSue’de,
“farksiz bir yan yanalik, biiyliyen bir ayirt edilemezlik y1gin1 ¢ikar” (Chul Han, 2024, s. 9).

“Oteki, istikrarl1 bir kendiligin olusumu agisindan kurucudur” (Chul Han, 2024, s.31). Bu
acidan karsithgin, yani 6tekinin negatifligi, glinlimiiz dijital diizeninin aksine, yeryiizii diizenine
aittir. Yani negatif bir 6ge olarak, gencligin ve giizelli§in kars1 kutbunda konumlanan yashlik,
cirkinlik, yersel diizenin belli bir asamasi olarak 6tekidir. Ancak, giinlimiizde ‘diinya, karsithigin
negatifligini giderek daha fazla yitirir. Dijital medya bu gelismeyi hizlandirir. Elisabeth, artik elli
yasinda bir kadin olarak, yaslanma (Oteki) gergekligi ile kars1 karstya kaldiginda, bunu yeryiiziiniin
diizenine iligkin bir asama olarak kabul edemez. Depresif basartya mahkum edilmis bir performans
Oznesi olarak i¢sel-zorlanmayla karsi karsiya kalir. Elisabeth’in bu durumu, zaten biling dig1 olarak
sekillenmis olan 6znenin ideal benlik arayisi ve dijital diinya tarafindan toplumun {izerine siirekli
boca edilen kendinin yeni versiyonu olma, yeni versiyonu yaratma mantralariyla Elisabeth’i 6z-
yikimina siiriikleyecek uyaricilarla doludur. Negatif karsit bedene bir istikrar kazandirir. Gengligi ve
yasliligt bu baglamda birbirinin karsisina koyabilir, zamanm ve yeryiiziiniin diizenine iliskin
kendilige iliskin bir anlati olusturabiliriz. Yani denilebilir ki, Genglik ve yaslilik karsit bedenler
olarak kendi zamansalliklari i¢inde var olabilirler. Ancak, “Dijital diizen, diinyanin artan bir sekilde
bedensizlesmesine neden olur” Chul Han, 2024, s. 31). Aynilasan toplumsal ve bireysel govdede
artik bedenden s6z edemez hale geliriz. Elisabeth, bir karsit olarak yasliligi, negatif olumsuzluk
olarak yaslilig1 kabul edemeyecek noktada bulunmasi ideal bir noktada olmadiginin isareti olarak
kendine yonelmesine neden olur. “Ciinkii insan, karsiti olmadi m1 sert bir sekilde kendine yonelir.
Bu durum, bir oto-erozyona yol agar” (Chul Han, 2024, s. 51). Elisabeth’in giristigi Sliimciil
prosediir, bu oto-erozyon siirecinin bir Ornegi olarak filmde giiclii metafor olusturmaktadir.
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Elisabeth, aslinda igsel bir goriiniirliik dayatmasi altindadir ve bu da onun kendisini stirekli 6tekinin
bakist altinda alimlamaya iter. Gorliniirliik, dijital ¢cagimizin mutlak degeri ve yeni tahakkiim
bicimidir. Goriiniirliik yoniindeki itki, bireyleri siirekli olarak kendilerini sergilemeye, en yeni
versiyonlartyla optimize olmus halleriyle onaylatmaya siiriikler. Bu da her seyin tiim apagikligt
icinde teshir edilmesi, detaylarin acgikga gosterilmesi anlamina gelir. The Substance filminin
tamaminda, her sahnesinde bu goriiniir olma itkisini ve parnografiklesmis goriintiileri goriiriiz. Bu
agidan film, Chul Han’1n su s6zlerini ¢ok ¢arpici bir sekilde 6zetlemektedir:

“Glinimiiz toplumu icin Onemli olan, her tiir olumsuzlugun ortadan
kaldirilmasidir. Her sey diizeltilir, piiriizsiizlestirilir. (...) Keder gibi olumsuz duygular,
(...) herhangi bir ifadeden mahrumdur (Elisabeth’in yiiziiniin ifadesizligi). Otekinin yol
acacagi her tiir yaralamadan kaginilir (filmde yaslanma olarak &teki). Gel gelelim bu,
kendine zarar verme olarak dirilir. Burada da &tekinin olumsuzlugunu defetmenin bir
kendini yok etme siirecini beraberinde getirdigine dair genel mantik dogrulanir” (Chul
Han, 2024, s. 31).

Elisabeth Sparkle’in, depresif basari / performans 6znesi olarak kendisi i¢in yaslanma agir
bir yiiktiir. “Kendinden yorulmustur aslinda ama kendi disia ¢ikip 6tekiligini kabul etmektense,
inatla kendine sarilir ve bu da paradoksal bir bigimde [...] i¢inin oyulmasina neden olur” (Chul Han,
2024, s.31). Kendi bedeninden kendini dogururken, tiim sirtinin omuriligi tizerinden yarilmasi ve
icinden yeni versiyonunun ¢ikmasi neticesinde, Sparkle’in i¢inin bos oldugunu kavrariz. Herhangi
bir i¢ organi bile oldugundan siipheliyizdir. Ciinkii i¢i oyulup, bosalmistir. Bu sebeple Elisabeth’in
yedikleri Sue’nin bedeninin i¢inde gezinip durmaktadir. Sue, programinin provasindayken aniden
kalcasinda bir yumru belirir. Bu yumru bedeninden disari ¢ikmak i¢in adeta Sue’nin etini
zorluyordur. Sue, bu yumruyu tuvalette gobeginin deliginden ¢ikardiginda bunun bir tavuk pargast
oldugunu goriiriiz.

Senden de Cok Sende

The Substance filmi, Lacanc1 Ozne ve Oteki’nin bakisiyla ele alindiginda skopik itkinin
(Filmde skopi, apagikligi miistehcen bir sekilde gdsteren pornografik bir aygit gibidir) estetik ve arzu
dinamiklerini ¢ok katmanl bir sekilde ortaya koyar. Lacan’a gore 6zne; diinyayla onu bir gosteri
olarak seyredip iliskilendiginde, kendi arzusunu degil, Oteki’nin arzusunu izler hale gelir. Baba-nin
Adlarin’da Lacan sunlar1 yazar:

“Skopik itkide 6zne, diinyayla ona sahip olan bir gosteri olarak karsilasir. Orada
bir tuzagin kurbanidir, bu tuzak sayesinde 6zneden ¢ikan ve onunla yiiz yiize gelen sey,
hakikat degil, onun tamamlayicisi olan, yansitici (speculaire) imgedir. Iste ondan diismiis
/ eksilmis gibi goriinen sey budur. Ozne kendini gosteriye kaptirmistir. Ona sevinir, ondan
haz alir. Aziz Augustinus bunu, son derece yiice bicimde gozlerin sehveti olarak ifsa ve
tarif eder. Ozne arzu ettigine inanir ¢iinkii kendini arzulanan olarak gériir ve Baska’nin
ondan koparip almak istedigi seyin onun bakisi oldugunu gérmez” (Lacan, 2014. s. 74).

Filmde, the substance ad1 verilen madde, bu anlamda 6zne olarak Elisabeth Sparkle’in ideal
benlik arayisini somutlastiran tamamlanma yanilsamasina duydugu tutkuyu temsil eder:
Yaglanmaya, bedensel c¢okiise karsi uygulanan bu madde, yansitict bir imgeyi, ‘eksiksiz ben’
yanilsamasini vaat eder. Oysa Elisabeth, gosterideki imgeye kapildiginda, gercek arzu nesnesinden
degil, onun ayna-ikamesinden haz alir. Filme, Elisabeth’in siirekli aynalarla ve bakisla kurdugu
saplantili iligkiyi goriirliz. Bu tam da ‘gozlerin sehveti’ni ¢agristiran bir metafordur. Elisabeth
Sparkle, salt mevcudiyetiyle arzu edilen bir kadin degil, stirekli goriiniirliigii ile stirekli arzulanir bir
kadin olmak istemektedir. Yani, 6znenin arzu nesnesi, Otekinin onu arzulamasina kayith hale
gelmistir. Bu bir eksiklik olarak travmatik bir siddeti goriiniir hale getirir.

Lacanc diisiincede Biiyiik Oteki, salt diinyevi ya da mitsel-teolojik digsal bir figiirii degil,
ayn1 zamanda gosterenler aginin, yani sembolik diizenin, anlamlandirmalarin ve toplumsal yapinin
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biitiinii temsil eder. The Substance filminde Oteki, medyanin ve kiiltiir endiistrisinin sekillendirdigi
arzunun yapisinda gorliniir kilmir. Genglik ve giizellik ideallerinin dayatilmasimi bu gercevede
anlayabiliriz. Elisabeth Sparkle’in kullandigi madde bu acgidan 6zneden, yani Sparkle’dan ¢ikip
mevcut hale gelen, arzunun sekillendigi gosteren olarak islev goriir. Filmde Sparkle’in bedensel
doniisiim siireci, Oteki'nin normatif soylemine teslimiyetle eszamanlidir; 6zne (Elisabeth) artik kendi
iginde goriiniir olmak yerine, (Sue olarak) Oteki'nin sahnesinde temsil edilir. Lacan’in ifadesiyle,
“Oteki, 6zneden ¢ikip mevcut hale gelebilen ne varsa hepsine hitkmeden gésterenler zincirinin yer
aldig1 mahaldir, 6znenin i¢cinde goriiniir hale gelmesi gereken o canli varligin alanidir” (Lacan, 2017,
s. 216). Beden, arzu, haz, artik Oteki’nin alaninda yeniden kodlanir. Bu durum, 6znenin kendi
hakikatini yitirerek Oteki’nin bakisinda bir imgeye indirgenmesine yol agar. The Substance, bu
yabancilasmay1 beden iizerinden radikal bir bigimde isler: 6zne, arzunun 6znesi degil, Oteki'nin
sOyleminde bir nesne haline gelir. Boylece film, Lacanci 6znenin simgesel diizende daima eksik ve
daima yabanci olusunu carpicit bigimde sahneye tasir. Elisabeth Sparkle ve Sue’nun hiicresel
boliinme yoluyla ¢ogalmasi, Lacan’in 6znedeki eksiklik nosyonuyla derin bag i¢indedir. Soyle ki;
Lacan’a gore, “iki eksiklik birbiriyle ortligiir. Birincisi -6znenin gosterene bagli olmasindan,
gbsterenin ise ilk basta Otekinin alaninda olmasindan dolayi- merkezi bir kusurdan dogar” (Lacan,
2016, s. 217). Diger eksiklik ise, Lacan’in gercek eksiklik olarak adlandirdigi canlinin iiremeden
kaynakli kendi varligindan kaybettigi seydir. “Bu eksiklik gergektir, ¢iinkii bir gergekle iligkilidir; bu
gercek ise canli varligin cinsellik 6znesi / cinsellie tabi olmakla birlikte bireysel Oliime
carptirilmasidir” (Lacan, 2017, s. 217). Bu cift yonlii eksiklik Elisabeth’in bedeninden Sue’nun
dogmasiyla ifsa edilir. Sue, yalnizca hiicresel bir boliinmeyi degil, Elisabeth’in kendi i¢inden
eksilerek ¢cogalma arzusunu da temsil eder.

Elisabeth ile Sue arasindaki biyolojik liremenin yerine gegen bu yapay ve tek tarafli
boliinme/iireme siireci, canlinin kendi canli kismindan kaybettigi sey olarak tarif ettigi olarak var-
olugsal bir eksikligi simgeler. Elisabeth, the substance adi verilen maddeyi bedenine enjekte ederek
bu kaybi telafi etmeye calisirken, temelde bu eksikligi yeniden iiretmektedir. Sue, Elisabeth’in arzu
ettigi gengligin, giizelligin ve arzu edilen 6zne halinin illiizyonudur. Bu illiizyon Elisabeth’in yerine
gecmez. Tam aksine, onu her gecen giinde daha da eksilten, bedenini ele gegirip yaslanmasini,
¢lirimesini hizlandiran, benligini paramparca eden imgeler haline gelir. Bu noktada Sparkle’in ve
Sue’nun varligi, Lacan’m soziinii ettigi eksikliklerin birbirini ortmesiyle ilgilidir: Elisabeth Sparkle,
6znenin Oteki’yle iliskide insa ettigi tamamlanma yanilsamasidir; Sue ise bu yanilsamanin grotesk
ve pargalanmis sonucudur. Bu iki figiir, 6znenin hem arzularinin nesnesi hem de kendi igsel
boliinmesinin disavurumudur. The Substance, bdylece biyolojik bir boliinmenin 6tesine gegerek,
Lacanci anlamda 6znenin pargalanmis, eksik ve daima Oteki'nin alaninda béliinmeye mahkiim
yapisint alegorik bir diizlemde sunar.

The Substance filmi, Lacanci 6zne ve 6teki kuramimin merkezine yerlesen eksiklik ve arzu
diyalektigini 6rnek bir anlat1 yapisi iizerinden isler. Lacan’in ‘Bir eksiklik 6tekini orter’ (Lacan,
2017, s. 227) ifadesi, filmde hem zamansal bir kirilma hem de arzu nesnesinin kaygan dogasi
tizerinden okunabilir. Filmde, Elisabeth’in ‘maddeyi’ kullanarak zamanla bas etmeye calismasi,
gecmisteki bir eksikligin —bedensel yipranma, toplumsal degersizlesme, arzulanan olma halinin
kaybi— gelecek i¢in bir telafi edici miidahaleye doniistiigiinii gdsterir. Ancak bu miidahale, arzuya
dogrudan bir karsilik getirmez; tersine, arzunun nesnesini daha da erteler ve eksikliklerin {ist iiste
bindigi bir yapi iiretir. Elisabeth’in arzusu, yalnizca gen¢ ve giizel olmak degil, ayn1 zamanda
Oteki’nin —toplumun, medyanin, bakigin— arzuladig1 bir figiir haline gelmektir. Burada 6znenin
arzusu, Oteki’nin arzusu ile birlesmis, fakat bu birlesme tatmin degil daha derin bir eksilme
yaratmistir. Lacan’in belirttigi lizere, arzuya dogrudan karsilik verilmemesi, arzunun siirmesini
saglar. Elisabeth’in kendini yeniden iiretme cabasi, yani Sue’nun ortaya ¢ikisi, arzunun nesnesine
ulagmay1 degil, onu siirekli olarak ¢ogaltan bir gecikme mekanizmasini tetikler. Bu gecikme, sonraki
zamanin yarattigi eksiklige karsilik gelen onceki zamanin dogurdugu eksiklikle ortiiliir. Genglik
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ignesiyle elde edilen beden, ge¢cmiste kaybedilen gencligin ikamesi degil, simdiye dahil olan bir eksik
zamansalligin yeniden sahneye konmasidir. Sue’nun sahnede arzulanir hale gelisi, Elisabeth’in
gecmisteki eksikligini 6rten, fakat onun yerine gegemeyen bir temsildir. Bu nedenle, filmdeki her
doniisiim, yeni bir eksikligin semptomatik ifadesi olarak okunur. Ozne burada arzunun tatminine
ulagsmaz, aksine tatminin olanaksizlig1 iizerine kurulmus bir gdsteri igerisinde pargalanir. Arzu
nesnesi hep bir adim geride kalir, ¢linkii onun yerini eksiklikle oriilmiis yansimalar almistir. The
Substance, arzu ve eksiklik arasinda kurulan bu Lacanci diyalogu beden, zaman ve benlik
diizeylerinde siddetli ve grotesk imgelerle derinlestirir. Boylece film, arzuya erisim yanilsamasini
dramatik bir trajediye doniistlirerek, izleyiciyi arzunun 6ziine degil, eksikligin kalbine ¢eker.

Lacan’1n “Seni seviyorum, ama agiklanamaz bi¢cimde sendeki bir seyi —objet petit a— senden
de cok sevdigim i¢in seni sakatltyorum” (Lacan, 2017, s. 277) ifadesi, arzu ile eksiklik arasindaki
paradoksal iligkiyi 6znenin yikict edimi iizerinden dile getirir. Bu ifade, The Substance filminde
bedenin yeniden insasi ve “kendinin yeni ve daha iyi bir versiyonunu yarat” slogani gergevesinde
carpict bicimde karsilik bulur. Filmde Elisabeth’in genclige ve giizellige duydugu takintili tutku,
sadece kendine degil, kendi igindeki yetersizlige karst da yoneltilmis bir siddet bigimidir. Arzunun
Oznesi olan Elisabeth, aslinda kendisini degil, kendisinde eksik olan, tamamlayici bir seyi sever; bu
sey, Lacan’in tanimiyla objet petit a’dir. Bu arzu nesnesi, asla tam olarak tanimlanamaz ya da sahip
olunamaz; sadece dolayli yollardan, temsil ve taklit lizerinden yeniden iiretilir. Elisabeth’in Sparkle’a
doniismesi, daha sonra Sue’nun ortaya ¢ikisi, bu yeniden {iretim siirecinin her seferinde 6zneyi biraz
daha eksilten ve boliinmeye iten bir dongii oldugunu gosterir. Oznenin kendisini daha iyi bir
versiyona doniistirme cabasi, aslinda arzu nesnesini kendisinden koparip almasiyla sonuglanir.
Lacan’in ifadesiyle, d6zne sevdigi seyi sakatlayarak arzusunun nesnesini digsallastirir ve bdylece
kendi biitlinliiglinii de zedeler.

Filmin estetik yapisi ve anlat1 bigimi, bu Lacanci paradoksu gorsellestirir: genglik, giizellik
ve arzulanirlik gibi degerler iizerinden kurulan kimlik, ancak pargalanarak ve ¢ogaltilarak
sirdiirtilebilir hale gelir. Sonugta, 6zne kendisine duydugu ask araciligiyla kendini yok eder; ¢linkii
sevdigi sey, aslinda kendi i¢indeki eksikliktir — ve onu her ele geciriste yeniden kaybetmeye
mahkimdur.

Sonug¢

The Substance filmi, ¢agdas 6znenin arzulari, kirilganliklari, kendilik arayis1 ve performans
dayatmalar1 karsisindaki trajik konumunu goriiniir kilan, metaforik ve grotesk imgelerle 6riilmiis bir
beden hikayesidir. Bu film, yalnizca bir bilimkurgu-gerilim 6rmegi degil, ayn1 zamanda giiniimiiz
toplumlarinin goériinmez siddet bigimlerini ifsa eden felsefi ve psikanalitik bir anlatidir. Bu
calismada, Byung-Chul Han’1n kiiltiirel analizleri ile Lacan’1n psikanaliz birlikte diisiiniilerek, filmin
tematik orgiisiine ¢ok katmanli bir ¢oziimleme yoneltilmistir. Ayn1 zamanda makalenin tartigtigi
temel kavramsal baglamlar, filmle iligkilendirilerek yorumlanmig ve sonug olarak filmin sundugu
cagdas O6zne imgesi iizerine bir sentez sunulmustur.

Byung-Chul Han’in ayni’nin ¢ogalmasi ve dtekinin kovulusu kavramlari, The Substance
filminde merkezi bir izlege doniismektedir. Han’1in ifadesiyle, modern birey, farklilikla kargilasma
kapasitesini yitirmis, kendini siirekli yeniden {iretmeye, ayniligi cogaltmaya mahkiim hale gelmistir.
Elisabeth Sparkle’n Sue’ya, ardindan grotesk bir yaratiga evrilen bedensel doniisiimii, bu aynmin
cogalmasinin patolojik bir drnegidir. Otekilik (burada yaslilik, cirkinlik, kirilganlik, basarisizlik gibi
figiirlerle temsil edilir), ortadan kaldirilmaya ¢alisildik¢a, 6zne kendi i¢inde boliinmeye baglar.
Sparkle’1n yagliligi, dislanmasi gereken bir sapma olarak kodlandiginda, filmde diizeltilmesi gereken
bir eksiklikten degil, tiimiiyle ortadan kaldirilmasi hedeflenen bir 6tekiden s6z edilir. Oysa Han’a
gore Oteki, sadece karsitlik anlaminda degil, 6znenin kendini tanima ve sinirlarimi deneyimleme
kapasitesinin temelidir. Sparkle, 6tekini ortadan kaldirdik¢a, kendi kendisine yonelir ve bu yonelme
bir oto-erozyon siirecini baglatir. Film, bu ig¢sel ¢okiisii bedenin grotesk deformasyonu yoluyla
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gorlinlir kilar. Lacan’a goére Ozne, higbir zaman biitiin degildir; daima bir eksiklik etrafinda
yapilandirilir. Bu eksiklik hem dilin i¢ine dogmus olmakla hem de arzunun siirekli ertelenmesiyle
ilgilidir. Sparkle’in genglik ve glizellik arayisi, aslinda objet petit a olarak tanimlanan ulasilmaz arzu
nesnesinin pesinden kosma halidir. Sue karakteri, Sparkle’in ideal-benliginin somutlasmis hali gibi
goriinse de bu benlik gergek degil, imgeseldir. Aynada gordiigii eksiksiz ben fantezisi, Sparkle’in
arzunun 6znesi olmaktan ¢ikip Oteki’nin bakisina gore sekillenen bir arzu nesnesine doniismesine
neden olur. Filmde Sparkle’in aynalara saplantili bicimde bakmasi, kendi arzusunu degil, Oteki nin
arzusunu temsil etmektedir. Lacan’in arzuya dogrudan karsilik verilmez; arzu ertelenerek siirdiiriiliir
ifadesiyle uyumlu bi¢imde, Sparkle her yeni versiyonunda eksikligini gidermektense daha da
derinlestiren bir dongiiniin igine girer. Bu dongii, nihayetinde 6z-yikimin ka¢inilmazligina isaret
eder. Filmin temel gerilimlerinden biri, Sparkle’1in yasadigi i¢sel baskinin kaynagidir. Burada Byung-
Chul Han’in performans toplumu elestirisi belirleyici bir kavramsal c¢erceve sunar. Han’a gore,
giliniimiiz toplumlarinda baski digsal degil, i¢seldir; 6zne kendi tizerine kurulu bir projedir ve basarisi
da bu projenin ne denli etkili yiiriitiildiigiine baglidir. Sparkle’in bedenini yenileme arzusu, toplumsal
olarak dayatilmis bir dig zorunluluk degil, igsellestirilmis bir yiikiimliiliikk halindedir. Kendinin daha
iyi bir versiyonu ol mottosu, neoliberal ¢agin giincel siddet bigimini tarif eder. Sparkle’in Sue’yu
yaratmasi, bu versiyonallesme cagrisinin bir karsihigidir. Ancak bu cagn, tekillik ve otekilik
alanlarii ortadan kaldirir. Siirekli ayni olanin iiretildigi, farkin ve negatifligin yok edildigi bu yeni
diizen, 6znenin bedensel ve ruhsal biitlinliigiinii tehdit eder. Filmde Elisabeth Sparkle ile Sue’nun
sonunda birleserek grotesk bir yigina doniismesi, bu performatif ¢gogalmanin ¢okiise ve ¢iiriimeye
neden olan boyutunu gorsellestirir.

The Substance, yalnizca igerik diizeyinde degil, estetik anlatimiyla da Byung-Chul Han’m
seffaflik toplumuna yonelik elestirisini gorsellestirir. Han’a gore seffaflik, modern toplumda yalnizca
bir goriiniirliik politikas1 degil, ayn1 zamanda mahremiyetin, i¢selligin ve sirlarin yok edilmesi
anlamina gelir. Filmde kamera siirekli igeri girer: beden agilir, sivilar goriiniir kilinir, dikigler, kanlar,
omurilikler sergilenir. Sparkle’in omurgasindan Sue’nun dogmasi, dogrudan bir pornografidir. Bu
sahneler, yalnizca bedensel degil, varolussal bir teshirin anlatisidir. Sparkle’in arzusu, artik kendisi
olmak degil, arzulanir olmaktir ve bu arzu yalmizca siirekli goriiniirlik araciligiyla tatmin
edilebilecegi yanilsamasiyla isler. Bu teshir estetigi, Lacan’in goziin sehveti dedigi skopik itkilerle
birlesir ve izleyiciyi arzu nesnesiyle degil, eksikligin kendisiyle bas basa birakir. Monstro ElisaSue
figliri, bedenin zamana kars1 verdigi savasin grotesklesmis halidir. Film boyunca Sparkle’in
bedeninde zamann etkileri (yaslanma, kirigiklik, zayiflik) kovulmasi gereken semptomlar olarak
goriiliir. Ancak zaman dis1 bir benlik yaratmak, yalnizca imkansiz degil, ayn1 zamanda yikicidir.
Sparkle’1n protokolii ihlal etmesi, zamanin kutsalligini, yani yedi giinliik déngiiniin ritmini bozmas1
hem Sue’nun hem de kendi bedeninin ¢okmesine neden olur. Bu ihlal, yalnizca etik ya da fiziksel
degil, ayn1 zamanda ontolojik bir ihlaldir. Monstro ElisaSue figiirii, zamanla barigamayan bir
benligin, karsitlarin1 (yaslilik, oliim, eksiklik) bastirmaya calisirken kendini farksizlik yiginina
doniistiirmesidir. Bedenin artik sinirlart yoktur; sekilsiz, istikrasiz ve 6znesiz bir y1gin haline gelir.
Lacan’1n iki eksiklik birbiriyle ortiisiir dedigi yap1 burada tam anlamiyla goriiniir olur: Sparkle’in
gecmisteki eksikligi (yaslanma korkusu) ile gelecekteki telafisi (Sue) iist liste binmis, bir anlamda
eksikliklerin siddetiyle bir canavara doniismiistiir. The Substance, yalnizca arzu edilen bedenin degil,
arzunun kendisinin bir yanilsama oldugunu gosteren bir anlatidir. Sparkle, Lacan’in ifadesiyle, sende
sevdigim sey, sen degilsin; sendeki eksikliktir seklinde tarif edilecek bir yapi i¢indedir. Bu, 6znenin
kendi kendini parcalayarak arzuya ulagmaya g¢alistif1 patolojik bir dongiidiir. Sparkle, kendisini
degil, kendisinde eksik olan1 sever ve bu eksikligi telafi etmeye calisirken, kendisini sakatlamaya
baslar. Sue ile Sparkle’in birbirine déniigmesi, arzunun 6zneyi nasil bir yikim siirecine siiriikledigini
gosterir. Film boyunca Sparkle’in kendine (Sue’ya) sarilmasi—ama bunu kendinden tiksinerek
yapmast—Lacan’mn 6zne tamminin trajik karsihigidir: 6zne, kendi eksikligiyle yiizlesmeyi
reddettikce, o eksiklik biiyiir ve sonunda onu yutar.
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The Substance, cagdas toplumda 6zne olmanin ne anlama geldigini, beden, arzu, zaman ve
bakis kavramlar etrafinda yeniden diisiinmemizi saglar. Film, ideal benlik, giizellik normlari, genglik
takintis1 ve goriiniirliik baskis1 gibi temalar1 teorik ve estetik diizlemde carpict bicimde isler. Bu
anlamda, Chul Han ve Lacan’1n kavramlar1 yalnizca yorum araglar1 degil, ayn1 zamanda filmin i¢kin
yapisal mantigini agiga ¢ikaran dispozitiflerdir. Sparkle’in yasadigi doniisiim, yalnizca bireysel bir
kriz degil, yapisal bir patolojidir. Bu patolojinin adi: eksikligin inkar1, farkliligin kovulusu ve ayniin
siddetidir.
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Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
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