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Abstract: Cinema reflects social realities through visual and narrative frameworks, making visible the values,
influences, and movements that shape communal life. As an art form that represents reality, cinema conveys
history, culture, society, and aesthetics according to the dominant characteristics of the context in which it is
produced. Since language is the most authentic means through which a society expresses itself, cinema should
ideally be created in the language of the community it represents. When a society’s language is not transmitted
into literature and cinema, its cultural expression becomes vulnerable to the dominance and influence of other
cultures. This study evaluates the use of Zazaki in cinema through two significant films: Dega Res (The Black
Tattoo) and Keke (The Big Brother). These films utilize the possibilities offered by cinema to address Zaza
language and identity. Through the analysis of these works, the study emphasizes the importance of cinema in
promoting Zazaki and representing the culture, lifestyles, and worldview of Zaza people as a distinct ethnic
identity. Social dynamics are often understood through cultural and artistic production. While some societies
have successfully transferred their mother tongue into cinema, others have struggled to do so. Zaza community
belongs to the latter group. Due to various historical and political reasons, Zaza people were unable to receive
education in their mother tongue, and lack of institutional and practical support prevented the emergence of a
substantial body of cultural production. This situation also affected cinema. The first films produced in Zazaki
emerged only within the last thirty years, and many of these early works remained at an amateur level. Among
them, Dega Res (The Black Tattoo) and Keke (The Big Brother) stand out as two important examples of cinema
in the Zazaki language. This article aims to examine the level, status, and prevalence of Zazaki used in these
films.
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Oz: Sinema, gorsel ve anlati cergevesi araciligiyla toplumsal gergeklikleri yansitir; toplumsal yasami
sekillendiren etkileri, degerleri ve hareketleri goriiniir kilar. Gergegi temsil eden bir sanat formu olarak sinema,
iiretildigi baglamin baskin 6zelliklerine bagli bigimde tarih, toplum, kiiltiir ve estetigi aktarir. Dil, bir toplumun
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kendisini ifade ettigi en Ozgiin ara¢ oldugundan, sinema ideal olarak temsil ettigi toplulugun diliyle
iiretilmelidir. Bir toplumun dili edebiyat ve sinemaya aktarilmadiginda, o toplumun kiiltiirel ifadesi diger
kdiltiirlerin etkisi ve hakimiyeti karsisinda savunmasiz héle gelir. Bu ¢alisma, Zazacanin sinemada kullanilma
pratigini Deqa Res (Kara Leke) ve Keke (Agabey) adli iki onemli film iizerinden degerlendirmeyi
amaclamaktadir. Bu filmler, sinemanin sundugu imkanlardan yararlanarak Zaza dili ve kimligine
odaklanmaktadir. Caligma, bu eserlerin analizi aracilifiyla sinemanin Zazacay1 tanitma ve Zaza toplumunun
kiiltiiriinii, yasam tarzin1 ve diisiince diinyasini ayr1 bir etnik kimlik baglaminda temsil etmedeki 6nemini ortaya
koymaktadir. Toplumsal dinamikler ¢ogu zaman kiiltiirel ve sanatsal liretimler araciligiyla anlasilir. Bazi
toplumlar ana dillerini sinemaya basariyla aktarabilirken, bazilar1 bunu gergeklestirememistir. Zaza toplumu
ikinci gruba dahildir. Cesitli tarihsel ve siyasal nedenlerden dolay1 Zaza halki ana dilinde egitim alma
imkanindan mahrum kalmig; kurumsal ve pratik destegin yetersizligi ise 6nemli dl¢iide kiiltiirel iiretimin ortaya
¢tkmasini engellemistir. Bu durum sinema alani igin de gegerlidir. Zazaki dilinde ¢ekilen ilk filmler ancak son
otuz yil icerisinde ortaya ¢ikmis, bu ilk eserlerin biiyiik boliimii ise amatdr diizeyde kalmistir. Bu filmler
arasinda Deqa Res (Kara Dovme) ve Keke (Agabey), Zazaki dilinde sinemanin iki dnemli 6rnegi olarak dne
¢ikmaktadir. Bu makale, s6z konusu filmlerde kullanilan Zazacanin diizeyini, durumunu ve yaygmligini
incelemeyi amaglamaktadir.

Anahtar Kelimeler: Zaza dili, sinema, ana dil, film, dil
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Structured Abstract:

Cinema is a powerful medium of art and communication that reflects social reality, contributes to the
formation of cultural memory, and plays a significant role in the representation of identities. As an art form
shaped by the political, economic, and cultural dynamics of societies, cinema also functions as a means of
reproducing and transmitting these transformations to future generations. The use of a mother tongue in cinema
is not merely an aesthetic choice but also an important instrument for preserving cultural heritage,
strengthening collective memory, and reinforcing cultural identity. Recognized by UNESCO as one of the
endangered languages, Zazaki began to be used as a cinematic language relatively late. This delay was largely
caused by long-standing political and social restrictions, the absence of mother-tongue education, inadequate
institutional support, and limited economic resources. Nevertheless, since the early 2000s, Zazaki has gained
increasing visibility in cinema, leading to the production of several significant films.

The primary aim of this study is to examine the representation of the Zaza language, identity, and
cultural values in cinema through a content analysis of two feature-length films produced in Zazaki.
Specifically, the study investigates how Zazaki has become visible through cinematic expression, the role of
language in preserving cultural identity, the representation of traditional lifestyles, and the contribution of
mother-tongue use to collective memory. The corpus of the research consists of Dega Res (Black Stain),
directed by Hamza Senoglu, and Keke, directed by Fahrettin Ozdemir. These films were selected because they
are among the earliest productions in which Zazaki is used extensively as the primary language of cinematic
narration.

The study employs qualitative content analysis as its research method. The films were analyzed
according to themes including language use, identity representation, cultural elements, social life, family
structure, traditions, communication patterns, and the function of the mother tongue. Dialogues, characters,
settings, symbolic representations, and cultural indicators were systematically examined, and the findings were
interpreted in light of the relevant literature. The findings reveal that Zazaki functions in these films not only
as a means of communication but also as a fundamental marker of cultural identity. In Dega Res, the
coexistence of Zazaki, Turkish, and Kurdish reflects the multilingual social structure of the region. However,
the uneven distribution of Zazaki dialogues throughout the film and the strong influence of Turkish suggest
that Zazaki is employed largely as a symbolic rather than a fully integrated narrative language. In contrast,
Keke places Zazaki at the center of its narrative, presenting language as the principal element shaping both
personal identity and social relationships. Through the story of an elderly man who cannot communicate with
public institutions because he does not speak Turkish, the film highlights issues related to linguistic rights,
equal access to public services, and social exclusion. Consequently, language is portrayed not merely as a
communicative tool but also as a key determinant of social equality and cultural belonging.

Both films emphasize family structure, intergenerational solidarity, respect for elders, traditional
lifestyles, rural settings, and local cultural practices as central components of Zaza identity. In particular, the
protagonist of Keke symbolizes not only an elderly family member but also experience, authority, guidance,
and the collective memory of the Zaza community. At the same time, the study identifies several structural
challenges limiting the development of Zazaki-language cinema, including inadequate technical infrastructure,
the shortage of professional actors and production teams, insufficient institutional support, and limited
opportunities for distribution and exhibition.

In conclusion, the study demonstrates that the increasing visibility of Zazaki in cinema represents
more than an artistic development; it also serves as a significant means of preserving the language, sustaining
cultural memory, and transmitting Zaza identity to future generations. However, despite the growing number
of productions, an independent cinematic tradition characterized by a distinctive film language, institutional
framework, sustainable production practices, and an established aesthetic paradigm has not yet fully emerged.
Therefore, the concept of “Zazaki in cinema” more accurately reflects the current stage of development than
the term “Zaza cinema.” The study further suggests that the future development of Zazaki-language cinema
depends on expanding mother-tongue education, increasing public and civil society support, improving
opportunities for film education, and making more effective use of digital distribution platforms. By examining
the contribution of Zazaki-language cinema to language preservation and cultural visibility, this study aims to
enrich the limited body of literature on this emerging field.

Keywords: Zaza language, cinema, mother tongue, film, language
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Résumé Structuré:

Objectif Cette étude examine la représentation de la langue zaza, de 1’identité et des valeurs culturelles
dans le cinéma a travers une analyse de contenu qualitative de deux longs métrages réalisés en zazaki. Elle
explore la maniére dont le zazaki est devenu visible par I’expression cinématographique, le réle de la langue
dans la préservation de 1’identité culturelle et la contribution de 1’'usage de la langue maternelle a la mémoire
collective.

Me¢éthodologie La recherche adopte une approche d’analyse qualitative de contenu. Le corpus se
compose de Dega Res (Tache noire), réalisé par Hamza Senoglu, et de Keke, réalisé par Fahrettin Ozdemir,
choisis parce qu’ils figurent parmi les premieres productions ou le zazaki est utilis¢ de maniére extensive
comme langue principale de narration cinématographique. Les films ont été analysés selon des thémes tels que
I’'usage de la langue, la représentation de I’identité, les éléments culturels, la vie sociale, la structure familiale,
les traditions, les modes de communication et la fonction de la langue maternelle. Les dialogues, personnages,
décors, représentations symboliques et indicateurs culturels ont été examinés systématiquement et interprétés
a la lumiére de la littérature pertinente.

Résultats Les résultats montrent que le zazaki fonctionne dans ces films non seulement comme un
moyen de communication, mais aussi comme un marqueur fondamental de 1’identité culturelle. Dans Dega
Regy, la coexistence du zazaki, du turc et du kurde refléte la structure sociale multilingue de la région. Toutefois,
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la répartition inégale des dialogues en zazaki et ’influence dominante du turc suggérent que le zazaki est
employé surtout de maniére symbolique plutdt que comme langue narrative pleinement intégrée. A I’inverse,
Keke place le zazaki au centre de son récit, présentant la langue comme 1’é1ément principal fagonnant 1’identité
personnelle et les relations sociales. A travers ’histoire d’un vieil homme incapable de communiquer avec les
institutions publiques faute de parler turc, le film met en évidence les enjeux liés aux droits linguistiques, a
I’égalité d’acces aux services publics et a I’exclusion sociale. La langue y est représentée non seulement comme
outil de communication, mais aussi comme déterminant clé de 1’égalité sociale et de I’appartenance culturelle.
Les deux films soulignent la structure familiale, la solidarité intergénérationnelle, le respect des anciens, les
modes de vie traditionnels, les environnements ruraux et les pratiques culturelles locales comme composantes
centrales de I’identité zaza. Le protagoniste de Keke incarne non seulement le membre agé de la famille, mais
aussi I’expérience, I’autorité, le role de guide et la mémoire collective de la communauté zaza. Par ailleurs,
I’étude identifie plusieurs obstacles structurels limitant le développement du cinéma en zazaki, tels que
I’insuffisance des infrastructures techniques, le manque d’acteurs et d’équipes professionnelles, le soutien
institutionnel limité et les faibles opportunités de distribution et de diffusion.

Originalité / Valeur L’étude démontre que la visibilité croissante du zazaki au cinéma dépasse le cadre
artistique : elle constitue un moyen essentiel de préserver la langue, de maintenir la mémoire culturelle et de
transmettre 1’identité zaza aux générations futures. Cependant, une tradition cinématographique indépendante,
caractérisée par une langue filmique distinctive, un cadre institutionnel, des pratiques de production durables
et un paradigme esthétique établi, n’a pas encore pleinement émergé. Ainsi, I’expression « zazaki au cinéma »
refléte plus fidélement 1’état actuel de développement que le terme « cinéma zaza ». L’étude suggére en outre
que l’avenir du cinéma en zazaki dépend de I’¢élargissement de 1’enseignement en langue maternelle, du
renforcement du soutien public et associatif, de I’amélioration des opportunités de formation
cinématographique et d’une utilisation plus efficace des plateformes numériques de distribution. En examinant
la contribution du cinéma en zazaki a la préservation linguistique et a la visibilité culturelle, cette recherche
vise a enrichir le corpus limité de la littérature sur ce champ émergent.

Mots-clés: Langue zaza ; cinéma ; langue maternelle ; film ; identité culturelle.

Resumen Estructurado:

Objetivo Este estudio examina la representacion de la lengua zaza, la identidad y los valores culturales
en el cine mediante un analisis cualitativo de contenido de dos largometrajes producidos en zazaki. Se analiza
como el zazaki ha adquirido visibilidad a través de la expresion cinematografica, el papel de la lengua en la
preservacion de la identidad cultural y la contribucion del uso de la lengua materna a la memoria colectiva.

Metodologia La investigacion emplea un enfoque de analisis cualitativo de contenido. El corpus esta
compuesto por Dega Res (Mancha negra), dirigido por Hamza Senoglu, y Keke, dirigido por Fahrettin Ozdemir,
seleccionados por ser de las primeras producciones en las que el zazaki se utiliza extensamente como lengua
principal de narracion cinematografica. Los filmes fueron analizados segiin temas como el uso de la lengua, la
representacion de la identidad, los elementos culturales, la vida social, la estructura familiar, las tradiciones,
los patrones de comunicacion y la funcion de la lengua materna. Los didlogos, personajes, escenarios,
representaciones simbolicas e indicadores culturales fueron examinados sistematicamente e interpretados a la
luz de la literatura pertinente.

Resultados Los hallazgos revelan que el zazaki funciona en estos filmes no solo como medio de
comunicacion, sino también como marcador fundamental de identidad cultural. En Dega Res, la coexistencia
del zazaki, el turco y el kurdo refleja la estructura social multilingiie de la region. Sin embargo, la distribucion
desigual de los didlogos en zazaki y la fuerte influencia del turco sugieren que el zazaki se emplea
principalmente de manera simbodlica mas que como lengua narrativa plenamente integrada. En contraste, Keke
situa el zazaki en el centro de su relato, presentando la lengua como el elemento principal que configura tanto
la identidad personal como las relaciones sociales. A través de la historia de un anciano que no puede
comunicarse con las instituciones publicas por no hablar turco, la pelicula pone de relieve cuestiones
relacionadas con los derechos lingiiisticos, el acceso igualitario a los servicios publicos y la exclusion social.
Asi, la lengua se representa no solo como herramienta comunicativa, sino también como factor clave de
igualdad social y pertenencia cultural. Ambos filmes enfatizan la estructura familiar, la solidaridad
intergeneracional, el respeto a los mayores, los estilos de vida tradicionales, los entornos rurales y las practicas
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culturales locales como componentes centrales de la identidad zaza. En particular, el protagonista de Keke
simboliza no solo al miembro anciano de la familia, sino también la experiencia, la autoridad, la guia y la
memoria colectiva de la comunidad zaza. Al mismo tiempo, el estudio identifica varios desafios estructurales
que limitan el desarrollo del cine en zazaki, entre ellos la insuficiencia de infraestructura técnica, la escasez de
actores y equipos profesionales, el apoyo institucional insuficiente y las limitadas oportunidades de distribucién
y exhibicion.

Originalidad / Valor El estudio demuestra que la creciente visibilidad del zazaki en el cine representa
mas que un desarrollo artistico: constituye un medio significativo para preservar la lengua, sostener la memoria
cultural y transmitir la identidad zaza a las generaciones futuras. Sin embargo, atin no ha surgido plenamente
una tradicion cinematografica independiente caracterizada por un lenguaje filmico distintivo, un marco
institucional, practicas de produccion sostenibles y un paradigma estético consolidado. Por ello, el concepto de
“zazaki en el cine” refleja con mayor precision la etapa actual de desarrollo que el término “cine zaza”. El
estudio sugiere ademas que el futuro del cine en zazaki depende de la ampliacion de la educacién en lengua
materna, del aumento del apoyo publico y de la sociedad civil, de la mejora de las oportunidades de formacion
cinematografica y del uso mas eficaz de las plataformas digitales de distribucion. Al analizar la contribucién
del cine en zazaki a la preservacion lingiiistica y a la visibilidad cultural, esta investigacion busca enriquecer
el limitado cuerpo de literatura sobre este campo emergente.

Palabras clave: Lengua zaza; cine; lengua materna; pelicula; identidad cultural
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CTpyKTYpHpPOBaHHOE pe3loMe

Ilens mccnenoBanmst [laHHOE WCCIENOBAaHWE IOCBAIICHO AaHANM3Yy IPEICTaBICHHS S3bIKa 3a3a,
UICHTUYHOCTH W KYJBTYPHBIX LIEHHOCTEH B KHHO IIOCPEACTBOM KadECTBCHHOTO KOHTEHT-aHANIN3a IBYX
MOJTHOMETPAKHBIX (PUIBMOB, CHATHIX Ha 3a3akd. PaccMaTpuBaeTcs, KakuM oOpa3oM 3a3aKH CTaHOBHTCS
BUINMBIM dYepe3 KHHeMaTorpaduieckoe BBIPRKEHHWE, KAKOBA POJIb SI3bIKA B COXPAHEHWH KYJIbTYPHOH
WICHTUYHOCTH ¥ KaKOW BKJIaJ| NCIIOJIb30BaHUE POJHOTO S3bIKa BHOCHUT B KOJUIEKTUBHYIO MAMSATh.

Merononorust B pabore mnpuMeHseTcs METOA KadecTBEHHOIO KOHTEHT-aHaiau3a. B kopmyc
uccienoBanus Bouun GpuiabMel Deqa Res («UépHoe msaTHO») pexuccépa Xamabl Lllenoriy u Keke pexuccépa
®axperrina O3nemMupa, BHIOpaHHbIE KaK OJJHH U3 TIEPBBIX IPOU3BEICHHH, I'/Ie 3a3aKH UCIIONIB3YETCs IIUPOKO
U TIOCJIEA0OBATENIFHO B KayeCTBE OCHOBHOIO sI3bIKa KHHEMAaToOrpa)Mueckoro IOBECTBOBAaHUS. AHaIN3
IIPOBOAMIICSA IIO TEMaM: HCIIOJIb30BAHUE SI3bIKA, PEIPE3CHTALUs WACHTUYHOCTH, KyJIbTYPHBIE 3JIEMEHTHI,
COLlMaJIbHAsl JKU3Hb, CEMEHHAs CTPYKTypa, TPaAULMU, MOJEI KOMMYHHUKAMKA ¥ (DYHKIHUS POJHOTO SI3BIKA.
[Juanorn, mnepcoHa)kd, IMPOCTPAHCTBA, CHMBOJMYECKHE O00pa3bl M KyJNbTYPHBIE HWHIMKATOPHI OBLIH
CHUCTEMATHYECKH U3yYEHBI U HHTEPIPETUPOBAHBI B KOHTEKCTE COOTBETCTBYIOLIEH JIUTEPATYPBHI.

PesynbraTel BrrsiBieHO, 4TO 3a3akM B 3THX (DWiIbMax (YHKIMOHUPYET HE TOJNBKO KaK CPEICTBO
KOMMYHHKallM¥M, HO W Kak (yHIaMEHTAIbHBIH Mapkep KyJIbTypHOH uaeHTH4HOCTH. B  Dega Res
COCYILIECTBOBAHME 3a3aKH, TYPEUKOr0 M KypICKOTO S3BIKOB OTPAa)KaeT MHOTOS3BIYHYIO COLHAIBHYIO
CTpYKTYypy peruoHa. OmHaKO HEpaBHOMEPHOE pacHpefeleHHe OUAlloOTOB HA 3a3aKM M JOMHHHpYIOLIEEe
BIIMSIHHE TYPEIIKOTO S3bIKa YKa3bIBAIOT Ha TO, YTO 3a3aKH UCIIONb3YyeTCsS MPEUMYIIECTBEHHO CUMBOIMYECKH, a
HEe KakK MOJIHOCThIO MHTETPHUPOBaHHBIA SI3bIK MoBecTBOBaHUs. HampoTuB, Keke CTaBUT 3a3aku B LIEHTP
HappaTHBa, IPEJCTABIIAS SI3bIK KaK KIIIOYEBOH JIeMEHT ()OPMHUPOBAHUS JINYHOW UACHTUYHOCTH U COL[HAIbHBIX
oTHOIIeHHH. Yepe3 HUCTOPHIO TMOXKWIOTO 4YeJOBEKa, HECIIOCOOHOrO OOINAThCS C TOCYAapCTBEHHBIMH
YUPEKICHUSIMH M3-32 HE3HAHHS TYpPEeLKOro, (GUIIbM aKIEHTHPYET BHUMaHUE Ha MpoliemMax sS3bIKOBBIX IPaB,
pPaBHOTO JOCTyHa K OOIIECTBEHHHIM YCIyraM M COLMAIbHON HCKIIOUEHHOCTH. TakuMm 00pa3oM, S3BIK
NPEACTaeT HE TOJNBKO KaK HMHCTPYMEHT OOLIEHWs, HO M Kak OIpeAesIomuil (GakTop conuaabHOU
CIPaBEUIMBOCTH M KYJbTYpHOW mpuHaMIeKHOCTH. O0a ¢uinbMa NOAYEPKUBAIOT Ba)KHOCTH CEMEHHOM
CTPYKTYpPBI, MEXKIIOKOJICHHOW COJNMIApHOCTH, YBQ)XEHHWS K CTaplINM, TPaJUIHOHHOTO 00pasa >XKH3HH,
CEJIbCKOM Cpelbl U JIOKAIBHBIX KyJNbTYpPHBIX MPAKTHK KaK LEHTPAIbHBIX KOMIOHEHTOB UICHTHYHOCTH 3a3a.
OcobenHo B Keke ri1aBHBIN Iepoil CHMBOJIM3UPYET HE TOIBKO IOKUIIOTO WICHA CEMbH, HO U OIIBIT, aBTOPHUTET,
PYKOBOJICTBO M KOJUIEKTUBHYIO TaMATh OOLIMHBI 3a3a. B To jxe Bpems HCCleOBaHHE BBIABIAET PSA
CTPYKTYPHBIX TpoOJeM, MNPEmATCTBYIONINX PAa3BUTHI0 KHHO HA 3a3aKH: HEIOCTATOYHAs TEXHHUYecKas
HHQPACTPYKTypa, HEXBaTKa NPO(ECCHOHAIBHBIX aKTEPOB M MPOM3BOACTBEHHBIX KOMAaHJ, OrpaHMYCHHAs
MHCTUTYLMOHANBHAS TIOAJIEPKKA, a TAKKe cl1abble BO3MOXKHOCTH I AUCTPUOYIIHH U TIOKa3a.

OpUrHHAIBHOCTD U IIEHHOCTH VIccrenoBaHue MOKa3bIBACT, YTO PACTYIAs BUAUMOCTD 3a3aKH B KHHO
BBIXOJUT 32 PaMKH XYyJOXXECTBEHHOT'O Pa3BUTHA: OHA SBISIETCS BAXXHBIM CPEACTBOM COXPAHEHHS S3bIKa,
MOJJIEp)KaHUS KyJIbTypHOH IaMATH W TepeAadd WASHTUYHOCTH 3a3a OyaymuM mnokosieHusM. OHaKo
caMocCTosATeNIbHAs KHHeMaTorpaduuecKas TpaanuIHs, XapaKkTepu3yIomascsi coOCTBEHHOH sI3BIKOBOM CHCTEMOHH,
WHCTUTYIIMOHAILHOM ©0a30H, yCTOWYMBBIMH TIPOM3BOJCTBEHHBIMH MPAKTHKAMH W C(HOPMUPOBAHHBIM
3CTETHYECKUM TapajJuTMOM, IOKa HE CIOXKMIach. [103TOMy HOHSTHE «3a3aKM B KHHO» TOYHEE OTpa)aeT
HBIHEIIHNI 3Tan pa3BUTHS, YeM TEPMHH «KHHO 3a3a». B paboTe Takxke ormeuaercs, yTo OyayIiee KHHO Ha
3a3aKd 3aBHCHUT OT pacIIpeHHs oOpa3oBaHUS Ha POJHOM S3bIKE, YCHJIEHHUS TOCYZAPCTBEHHOH W
OOIIECTBEHHON MOANEPIKKH, YIYUYIIEHUS BO3MOXKHOCTEH KuUHemaTorpaduueckoro obpazoBanusi u Oosee
3¢ PEeKTUBHOTO UCTIONB30BaHMsI IM(PPOBBIX MIATHOPM PACIPOCTPAHEHHS. AHAIM3UPYS BKIIAJ KHHO Ha 3a3aKH
B COXpaHEHHE SA3bIKa U KyJIbTYypPHYIO BUIUMOCTB, HCCIIEIOBAHNE CTPEMHUTCS 000TaTUTh OTPaHUIEHHBIN KOPITYC
JUTEPATyPHI IO ’TOMY HOBOMY HAIIPaBIICHHIO.

KiroueBble cj10Ba: sI3BIK 3a3a; KWHO; POAHOM S3BIK; QIIIBM; KYJIbTypHasl HACHTUIHOCTD
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Yapilandirilmis Ozet:

Sinema, toplumsal gergekligi yansitan, kiiltiirel bellegin olusumuna katki saglayan ve kimliklerin
goriiniirlik kazanmasinda onemli rol stlenen giiglii bir sanat ve iletisim aracidir. Toplumlarin siyasal,
ekonomik ve kiiltiirel doniisiimlerinden beslenen sinema, ayn1 zamanda bu doniisiimlerin yeniden iiretilmesine
ve gelecek kusaklara aktarilmasina aracilik etmektedir. Anadilin sinemada kullanimi ise yalnizca estetik bir
tercih olmayip kiiltiirel mirasin korunmasi, kolektif bellegin gii¢lendirilmesi ve kimlik insasinin desteklenmesi
acisindan onemli bir islev listlenmektedir. UNESCO tarafindan tehlike altindaki diller arasinda gosterilen
Zazacanin sinema dili olarak kullanimi oldukca ge¢ baslamis; bu gecikmede uzun yillar devam eden siyasal ve
toplumsal baskilar, anadilde egitim olanaklarinin bulunmamasi, kurumsal destek eksikligi ve ekonomik
yetersizlikler belirleyici olmustur. Buna ragmen &zellikle 2000'li yillardan itibaren Zazacanin sinemadaki
goriniirligi artmig ve bu alanda dikkat ¢ekici yapimlar ortaya ¢ikmaya baslamistir.

Bu arasgtirmanin temel amaci, Zazaca ¢ekilmis iki uzun metrajli filmi icerik analizi yontemiyle
inceleyerek Zaza dili, kimligi ve kiiltiirel degerlerin sinemadaki temsil bicimlerini ortaya koymaktir.
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Calismada, Zazacanin sinema araciligtyla nasil goriiniir hale geldigi, dilin kiiltiirel kimligin korunmasindaki
rolii, filmlerde geleneksel yagam bigimlerinin nasil temsil edildigi ve anadil kullaniminin toplumsal hafizaya
katkis1 degerlendirilmistir. Aragtirmanin inceleme nesnesini Hamza Senoglu'nun yonettigi Dega Res (Kara
Leke) ile Fahrettin Ozdemir'in yonettigi Keke adli filmler olusturmaktadir. Her iki film, Zazacanin sinemada
yogun bicimde kullanildig1 erken dénem yapimlari olmalari nedeniyle 6rneklem olarak secilmistir.

Arastirmada nitel arastirma yontemlerinden igerik analizi kullanilmistir. Filmler dil kullanimi, kimlik
temsili, kiiltiirel 6geler, toplumsal yasam, aile yapisi, gelenekler, iletisim bigimleri ve anadilin islevi gibi
temalar cergevesinde ¢oziimlenmistir. Diyaloglar, karakterler, mekan kullanimi, sembolik anlatimlar ve
kiiltiirel gostergeler sistematik olarak degerlendirilmis; elde edilen bulgular ilgili literatiir dogrultusunda
yorumlanmistir.

Arastirma bulgulari, Zazacanin sinemada yalnizca bir iletisim araci olarak degil, ayni zamanda
kiiltiirel kimligin temel gostergelerinden biri olarak temsil edildigini ortaya koymaktadir. Dega Res filminde
Zazaca, Tiitkce ve Kiirtcenin birlikte kullanilmasi bdlgenin ¢ok dilli sosyal yapisini yansitirken, Zazaca
diyaloglarin filmin biitiiniine dengeli bigimde dagilmamas1 ve Tiirk¢enin yogun etkisi dilin daha ¢ok sembolik
bir unsur olarak kullanildigini géstermektedir. Buna karsin Keke filminde Zazaca anlatinin temel tast haline
gelmekte; dil, karakterlerin kimliklerini kuran ve toplumsal iliskilerini sekillendiren baslica unsur olarak 6ne
cikmaktadir. Tiirk¢e bilmeyen yaslt bir karakterin kamu kurumlariyla iletisim kuramamasi {izerinden anadil
hakki, kamusal hizmetlere erisim ve toplumsal diglanma gibi konular goriiniir hale getirilmektedir. Boylece
film, dilin yalnizca bireysel iletisim araci olmadigini; ayn: zamanda toplumsal esitlik ve kiiltiirel aidiyetin
belirleyici unsurlarindan biri oldugunu gdstermektedir.

Filmlerde aile yapisi, kusaklar aras1 dayanigma, yaslilara duyulan saygi, geleneksel yasam bigimi,
kirsal mekénlar ve yerel kiiltiirel unsurlar Zaza toplumunun kimlik gdstergeleri olarak one ¢ikmaktadir.
Ozellikle Keke filminde baskarakterin yalnizca bir aile biiyiigiinii degil; deneyim, otorite, rehberlik ve
toplumsal hafizay1 temsil eden sembolik bir figiir olarak kurgulandigi goriilmektedir. Buna karsilik her iki
filmde de teknik imkanlarin smirliligi, profesyonel oyuncu eksikligi, kurumsal destek yetersizligi ve dagitim
olanaklarinin kisitlilig1 Zazaca sinemanin geligimini sinirlandiran temel etkenler arasinda yer almaktadir.

Sonug olarak arastirma, Zazacanin sinemada goriiniirlilk kazanmasinin yalnizca sanatsal bir gelisme
olmadigini; ayn1 zamanda dilin korunmasi, kiiltiirel bellegin yasatilmasi ve Zaza kimliginin gelecek kusaklara
aktarilmasi acgisindan 6nemli bir islev istlendigini ortaya koymaktadir. Bununla birlikte mevcut iiretimlerin
sayisindaki artisa ragmen Ozgiin bir sinema dili, kurumsal yapi, siirdiiriilebilir tiretim gelenegi ve estetik
paradigma heniiz tam anlamiyla olusmadigindan "Zaza sinemas1”" kavramindan ziyade "sinemada Zazaca"
ifadesinin mevcut durumu daha dogru bi¢imde tanimladigi degerlendirilmektedir. Zazaca sinemanin
geligebilmesi i¢in anadilde egitimin yayginlastirilmasi, kamu ve sivil toplum desteklerinin artirilmasi, sinema
egitimi olanaklarinin gelistirilmesi ve dijital dagitim kanallarinin etkin bigimde kullanilmas: biiyiikk Gnem
tagimaktadir. Bu ¢alisma, Zazaca sinema iiretiminin dilin yasatilmasina ve kiiltirel kimligin goriiniirliigiine
yaptig1 katkiy1 ortaya koyarak alandaki sinirli literatiire katki sunmay1 amaglamaktadir.

Anahtar Kelimeler: Zaza dili, sinema, ana dil, film, dil
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A Look At Zaza Language In Cinema Through The Lens Of The Films Deqa Res (Black
Stain) And Keke

Introduction

Cinema is an audiovisual art and communication medium that conveys moving images while
reflecting social reality. Following the public introduction of the cinematograph by the Lumiére
brothers, cinema developed rapidly and has become an influential medium for preserving cultural
memory and representing social identities (Teksoy, 2005, p. 18; Smith, 2003, p. 23). In Tirkiye, the
first public film screening was organized by Sigmund Weinberg in Galatasaray in 1896 (Yildirim,
2010, p. IV).

Cinema is a product of society, closely related to literature, music, and theatre, and shaped
by political, economic, and cultural dynamics. At the same time, it reflects and reconstructs social
reality (Armagan, 1992, p. 9). It is regarded as one of the most effective artistic forms for representing
physical reality and raising social awareness (Erhan, 2018). While historical transformations shape
cinematic production, cinema also documents and influences social change (Dinger, 1996, p. 160-
163; Giiltekin & Aydinlioglu, 2020, p. 73-102).

Although Zaza people became familiar with cinema at an early stage, the use of Zazaki as a
cinematic language emerged much later due to linguistic restrictions, exclusionary policies, the
absence of mother-tongue education, limited institutional support, and economic constraints. Zazaki
first appeared in cinema through a folk song in the film Duvar (1976). Short films, feature films, and
documentaries in Zazaki began to emerge mainly after the 1990s. However, insufficient institutional
support, limited promotion, and the lack of exhibition opportunities have hindered their wider
recognition. Despite these challenges, independent filmmaking and digital platforms have recently
increased the visibility of Zaza cinema.

This study analyzes two Zazaki-language films through content analysis to examine how
Zaza language, identity, and cultural values are represented in cinema.

Method

This study employs qualitative research methods for data collection and document analysis.
Document analysis refers to the systematic examination of written materials that contain facts,
events, and information relevant to the subject of the study (Simsek & Yildirim, 2018, p. 210). In
qualitative research, phenomena are examined within their natural context without researcher
intervention. Common data collection techniques include observation, interviews, and document
analysis. The collected data are analyzed inductively and presented through descriptive reporting
(Giirbiiz & Sahin, 2016, p. 104).
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Content analysis constitutes the primary method of data analysis in this study. As a
qualitative research technique, content analysis enables the systematic examination and
interpretation of communication-based materials such as books, articles, and films (Neuman, 2016,
p. 472). Accordingly, in this research, two Zazaki films are treated as visual documents. The findings
obtained from the analysis of these films are then evaluated through content analysis.

Zazaki in Cinema

Cinema may be described as a mirror through which societies observe themselves. What
matters is how realistically this mirror reflects social images and how accurately these reflections are
perceived by viewers (Ozbey & Cumaoglu, 2021, p. 5). For this reason, cinema carries considerable
importance for a society’s beliefs, identity, and language. Compared with other art forms, cinema is
a particularly powerful medium for the transmission and preservation of the mother tongue. Although
individuals may be influenced by spoken or written narratives, the emotional and intellectual impact
becomes much stronger when these narratives are transformed into vivid visual representations.

In light of historical developments, Zazaki emerges as a marginalized language—one that
has long been restricted, deprived of educational support, and delayed in developing a literary
tradition. Because artistic production in Zazaki emerged both late and in limited form, the number of
films produced by Zaza filmmakers or in the Zazaki language remains relatively small. In its 2008
report, UNESCO classified Zazaki among the “endangered languages” (Varol, 2015). The
preservation of a language—and consequently its culture—depends partly on the artistic works
produced in that language. In this respect, cinema possesses a stronger potential than novels, short
stories, or poetry. Even on a limited scale, cinema appears to be an important tool for sustaining the
existence of Zazaki.

For Zazas, the delay does not stem from a late encounter with cinema itself. Like many other
communities in Turkey, Zazas have been familiar with cinema since the early twentieth century. The
real delay concerns the speaking, writing, and reading of Zazaki. Although many of the social and
political obstacles contributing to this situation have gradually diminished during the first quarter of
the twenty-first century, the absence of formal education in the mother tongue has significantly
hindered the development of cinema in Zazaki.

Although it remains difficult to classify or clearly define Zazaki cinema, Zazaki—Ilike many
minority languages used in film—has emerged under challenging historical and social conditions.
Still in its formative stage, Zazaki cinema faces a long and demanding path before developing into a
fully institutionalized cinematic tradition. While numerous themes could potentially be adapted into
screenplays, scripts alone are insufficient for such a development. Cinematic awareness, institutional
support, an actively spoken language, qualified screenwriters, collaborative production teams,
financial resources, and professional actors all constitute essential components of a sustainable
cinema tradition. At present, it is difficult to identify a fully professional film produced entirely in
Zazaki that fulfills these criteria. For this reason, it may still be premature to speak of a fully
established field called “Zazaki Cinema.”

The cinema of a language cannot be defined solely by the number of films produced,
translated, or dubbed into that language. Only when a language develops its own cinematic structure,
tradition, cosmology, philosophy, paradigm, and school can one truly speak of the cinema of that
language or nation. In reality, there is neither a fully autonomous “Zazaki cinema” nor a cinema
entirely detached from Zazaki. Rather, Zazaki survives within cinema itself.
(https://sinemayaserbixwe.com/filmane-sinema-de-kirmancki-zazaki, 2020).

Zazaki first appeared on screen in 1983 in Duvar (The Wall), directed by Yilmaz Giliney. A
significant twenty-year gap separates this early appearance from the next major Zazaki-language
film, Deqa Res (The Black Tattoo), released in 2004. Considering the political turbulence of the
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1980s and 1990s—including the September 12 military coup and the broader climate of ideological
conflict—the absence of Zazaki films during this period becomes understandable. Since the release
of Dega Reys, more than seventy works in Zazaki have appeared, including feature films, short films,
documentaries, and screenplays. Although this number remains limited for the formation of a distinct
cinematic tradition, it nevertheless represents an important development for an emerging cinema
culture.

In 2009, Deniz Giindiiz and several collaborators dubbed the 1980 South African film The
Gods Must Be Crazy into Zazaki under the title Homayan Aqil Pernayo. Produced in the studios of
Kurdl, this work is regarded as the first dubbed film in Zazaki. In addition, two books translated
from Turkish into Zazaki are considered among the earliest resources related to Zazaki cinema. The
first is Huneré Drami (The Art of Drama, 2015), translated by Deniz Giindiiz from Ozdemir Nutku.
The second is Sinemaya Béveng (Silent Motion Pictures, 2015), translated by Esat Sanli from Nilgiin
Abisel. Both works hold particular significance for cinematic terminology and film literature in
Zazaki (Kirkan, 2022, p. 25-42).

Given the current stage of development, describing the field as either “Zaza cinema” or
“Zazaki cinema” may still be premature. At present, the more accurate expression appears to be
“Zazaki in Cinema.” According to current findings, more than seventy films, short films, screenplays,
and documentaries contain Zazaki in varying degrees. These works may be categorized
bibliographically according to the extent and manner in which Zazaki is used.

Classification of Films Containing Zazaki
1. Turkish-Language Films in Which Zazaki Appears Briefly
In these films, Zazaki appears only for a few seconds or within a limited number of scenes:
e Duvar (The Wall, Yilmaz Giliney, 1983)
o Beyaz Melek (The White Angel, 2007)
e Giinesi Gordiim (I Saw the Sun, Mahsun Kirmizigiil, 2009)
o Kayip Ozgiirliik (Lost Freedom, Umur Hozatl1, 2010)
o Anadilim Nerede? (Where Is My Mother Tongue?, Veli Kahraman, 2012)
o Mucize (The Miracle, Mahsun Kirmizigiil, 2015)
e Toz Bezi (The Dust Cloth, Ahu Oztiirk, 2015)
e Ali Cevlik (Mahmut Baldemir, 2022)
2. Multilingual Films in Which Zazaki Appears in One or More Scenes

These films employ multiple languages—such as Turkish, Kurdish, German, and English—
while incorporating Zazaki in selected scenes:

o Tiiyii Takip Et (Follow the Feather, Nuray Sahin, 2004)
o Dega Res (The Black Tattoo, Sait Altun, 2004)

e Zara (Aynur Saray, 2009)

e Zer (Kazim Oz, 2017)

A multilingual short film featuring Zazaki is Dara Mandalinan (The Mandarin Tree, Cengiz
Akaygun, 2018).
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3. Films in Which Zazaki Is Spoken Alongside Kurdish (Kurmanji and Sorani)
My Sweet Pepper Land (Hiner Saleem, 2013)

Four short films directed by Arin inan Arslan also belong to this category:

Fereki (2004)

Ba 1 57(2006)

Perra Berbangé (2010)

Béder (2020)

4. Films Almost Entirely in Zazaki

Hewno Béreng (The Colourless Dream, Mehmet Ali Konar, 2017)
5. Films Spoken Entirely in Zazaki

Keke (The Big Brother, Fahrettin Ozdemir, 2011)

Pirebok (Liitfii irdem, 2019)

6. Short Films Translated into Zazaki

Sipe (White, Kamer Erdogan, 2012)

General (The General, Yiicel Yavuz, 2012)

Geyrayis (Travelling, Cetin Baskin, 2012)

Baba (The Father, Mehmet Ali Konar, 2013)

Zimisto Biveciyo (The Winter, Gokhan Tung, 2013)

Vilika Kowu (The Flower of the Mountains, Caner Canerik, 2015)
Piyé Min Toz Seker (Granulated Sugar My Father, Sedat Barig, 2015)
Céniya Néeysayi (The Invisible Woman, Liitfii irdem, 2016)
Zimisto Vérd Ra (The Winter Has Passed, Gokhan Tung, 2017)
Vir (Memory, Burhan Ates, 2018)

Se Bi Ma (What Happened to Us, Bingdl FM, 2018)

Fotografkés (The Photographer, Liitfii Irdem, 2018)

7. Documentaries

Compared with other cinematic forms, Zazaki has been represented more extensively in

documentary filmmaking. While some documentaries include Zazaki only briefly, others focus
directly on the Zaza people or the Zazaki language itself.

Documentaries on Zazaki by Director Caner Canerik

(approximately fifteen works)

Was (2006)

Sayd, Pheti and Dersimist (2007)

Pirde Sur (2008)

Muya Sha, Bava Duzgin, Raa Haq and 73 Millet (2009)
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e Bertij (2010)
e Phepugun Sesi (2011)
e Nava (2012)
e Muxtar (2014)
e Gulsosin (2015)
o Sipela (2016)
Documentaries About Zazas or the Zazaki Language
(primarily Turkish-language films containing limited Zazaki dialogue)
o 38 Dersim Massacre Documentary (Cayan Demirel, 2006)
e  Prison No. 5 (Cayan Demirel, 2009)
e Dr. Sivan (Cayan Demirel, 2013)
e Two Tufts of Hair: The Lost Girls of Dersim (Nezahat Giindogan, 2010)
e The Perfect Man (Buket Aydin, 2006)
e Hey Oh Time (Nezahat Giindogan, 2014)
e Qelama Stire / The Red Pencil (Ozgiir Findik, 2010)
o  Black Wagon (Ozgiir Findik, 2011)
o Dersim Documentary (Hasan Yiicel, 1979)
o Dersimli Seugen (Hira Selma Kalkan & Egemen Adak, 2008)
o Documentary of Munzur Baba in Dersim (Turabi Selguk & Mehmet Ozcan, 2009)
o The Lost History of Dersim (Ali Ekber Yildiz, 2013)
o Tertele—Journey (Soner Sevgili, 2016)
e Nineteen Ninety Four (Devrim Tekinoglu, 2017)
e Gaxand (Umur Hozathh & Cemal Tas, 2018)
e  Naise Zoni Mem (Hasan Saglam, 2020)
Documentaries Shot Entirely in Zazaki
e Yo Roj Di (Piran Baydemir, 2010)
e  Rezon Sefr] (Piran Baydemir, 2012)
e Fecira (Piran Baydemir, 2013)
e Silo Qiz (Biilent Giindiiz, 2011)
e Zoné Ma Koti yo (Veli Kahraman, 2012)
e Dewrano (Ahmet Hakan Vergi, 2017)
e  Wextég (Ahmet Hakan Vergi, 2017)
e Dur (Ahmet Hakan Vergi, 2020)
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Notable Directors in Zazaki Film Production

Among the most prominent directors working in Zazaki-language films, short films, and
documentaries are Mehmet Ali Konar, Liitfii Irdem, Burhan Ates, Arin Inan Arslan, Caner Canerik,
and Piran Baydemir.

Focus of This Study

This study examines two thematic films—Dega Res and Keke—both of which contain
substantial Zazaki dialogue. Through content analysis, the study evaluates the level, status, and
prevalence of Zazaki usage in these films.

Deqa Res (The Black Tattoo)

Picture 1: 4 scene from Deqa Res

Originally titled Dega Res, Kara Leke is presented in some online sources as the first film
produced in Zazaki (https://www.youtube.com/watch?v=wlh7KOXPQV4, 2017). However, what
makes the film significant is not that it is the first Zazaki film, but rather that it is one of the earliest
productions after Duvar in which Zazaki is used extensively. Directed by Hamza Senoglu, the film
also features Senoglu as both the screenwriter and one of the actors. Starring the Zaza musician Sait
Altun, the production is introduced in some sources as the first feature-length film in Zazaki
(http://orjinalzaza.blogspot.com/2007/11/zazaca-film-kara-leke.html, 2017). In fact, however, it was
produced as a twelve-part series with a total running time of approximately 115 minutes. The single-
version compilation of the film could not be accessed due to access restrictions
(http://www .heridan.com/filmler/kara_leke.htm, 2017).

Produced in 2004, the film opens with footage from the 2003 Bingol earthquake. The use of
a Turkish folk song in the opening sequence and a Kurdish melody during the credits, followed by
the combined use of Zazaki, Kurdish, and Turkish throughout the film, reflects the multilingual social
structure of the region. Nevertheless, Zazaki dialogue is not distributed evenly throughout the film;
instead, it occasionally functions as a decorative element. The influence of Turkish is clearly
noticeable in the dialogues, and Turkish vocabulary frequently appears within the Zazaki
conversations:

*"Su list bas xu temizik, su deyisik. Su qafé xu dinlemisik. Ez tim giivenmis tu beno..."*!

The film was shot in Diyarbakir, Mardin, and Bingdl, while the soundtrack incorporates
Zazaki, Kurdish, and Turkish songs. The fact that the laments are performed in Zazaki whereas the
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music accompanying dramatic scenes is predominantly in Kurdish demonstrates that the film
integrates cultural diversity into its cinematic narrative. This multilingual structure is not merely an
aesthetic preference but also an important narrative device that reflects the sociocultural reality of
the region. At the same time, the coexistence of different languages may be interpreted as an implicit
discourse promoting cultural pluralism in the face of language prohibitions and identity-based
discrimination.

The film presents a dramatic narrative centered on themes such as the agha system,
customary law, honor, bride kidnapping, and blood feuds. However, these events are not portrayed
merely as individual tragedies; rather, they evolve into a social critique that reveals the power
relations embedded within rural society. Through the character of Silan, the film questions patriarchal
control over the female body, concepts of honor, and customary oppression, while Ferman's character
represents the search for justice and individual resistance against the agha system. Consequently,
despite its technical limitations as an amateur production, the film constitutes a noteworthy example
of bringing the social memory and cultural reality of the Zaza community to the screen.

The film examines the power relations of rural society through a bride kidnapping incident
that develops within the framework of the agha system. The murder of Polat and Ferman's father,
followed by the death of their mother and the pressure exerted on Silan by the agha's son, constitutes
the central dramatic structure of the narrative. These events go beyond individual tragedies and offer
a critical perspective on the agha system, customary sanctions, and the functioning of justice.

In the film, the character of Silan represents the oppression experienced by women within a
patriarchal social structure. The attempt to conceal the impotence of the agha's son by placing the
blame on Silan, together with the use of the metaphor of "Deqa Res (Black Stain)", constitutes a
striking example of gender inequality. In this respect, the film criticizes the operation of customary
law in favor of the powerful while simultaneously revealing how the concept of honor functions as
a mechanism of social control.

The Zazaki and Kurdish melodies used during the wedding scene serve not merely as musical
elements but also as cultural indicators that reinforce the emotional atmosphere of the narrative. In
particular, leaving the identity of the perpetrator of the shooting during the wedding unresolved
constitutes an indirect reference to the long-standing culture of violence in the region and to the social
problems caused by celebratory gunfire at weddings.

One of the most remarkable aspects of the film is its incorporation of the motifs of dreams,
the white-bearded elder (Kalo), and Hizir—figures that occupy an important place in Zaza oral
tradition—into its cinematic narrative. The revelation of Silan's innocence through a dream and the
appearance of the white-bearded elder as a guiding figure to both Silan and her father represent the
cinematic adaptation of the savior and guide archetype frequently encountered in Zaza folk
narratives. Consequently, the film does not merely depict contemporary social problems; it also
reconstructs the traditional narrative patterns preserved in the cultural memory of the Zaza
community within the framework of modern cinematic language.

Ferman and Silan's journey to Diyarbakir to obtain a medical report proving Silan's
innocence is particularly significant, as it illustrates how women in patriarchal societies are
compelled to prove their honor through official documentation. Through this episode, the film moves
beyond portraying an individual tragedy and offers a critique of the social and cultural control
exercised over the female body.

In the film's finale, Ferman kills Sait Agha and his son, thereby concluding the narrative of
personal revenge while simultaneously conveying the symbolic collapse of the agha system. In this
way, the film transforms an individual act of retribution into a symbolic quest for social justice.
Concluding with Sait Altun's Zazaki lament "Heywax Lawo, Heywax Daye," the film ends by
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evoking cultural memory and collective mourning, ultimately seeking to foster critical awareness
among its audience.

From a technical perspective, Deqga Res displays amateur characteristics in terms of editing,
acting, cinematography, and visual effects. Nevertheless, by focusing on issues such as the agha
system, customary law, women, honor, justice, and social inequality, it presents a powerful social
critique. Therefore, the significance of Kara Leke lies less in its aesthetic achievements than in its
success in bringing the social reality, folkloric elements, and cultural memory of the Zaza community
to the screen.

From a technical perspective, Kara Leke does not exhibit the characteristics of a
professionally produced film in terms of cinematography, editing, acting, or visual effects. At certain
points, the film bears traces of Ziigiirt Aga, starring Sener Sen, as well as Semih Evin's Kara Leke,
which partially weakens the originality of its narrative. Nevertheless, the value of the film should be
sought not in its technical competence but in the cultural and social reality it represents. By
addressing issues such as the agha system, customary law, honor, blood feuds, and social injustice
within the cultural framework of the Zaza community, the film stands out as one of the noteworthy
examples of early Zaza cinema. The Zazaki songs, motifs derived from oral tradition, and
multilingual narrative structure contribute to making Zaza cultural memory visible through cinema.
Despite its technical shortcomings, the film represents a significant attempt to expand the use of
Zazaki in cinema and to transform the cultural memory of the Zaza community into a visual narrative.
In this respect, Kara Leke is not merely a film but also a cultural document belonging to the early
period of Zazaki-language film production.

Reception

Although the film did not receive the expected recognition within mainstream Turkish
cinema, it achieved a certain degree of visibility through online viewership and audience responses.
Its circulation particularly among Zaza and Kurdish audiences demonstrates that the film has
continued to exist through alternative channels of distribution. This also illustrates how locally
produced films developed outside the mainstream film industry have been able to reach audiences
through digital media.

One of the earliest comprehensive evaluations of the film appeared in the Sabah newspaper
on 10 September 2006 under the headline "iki Haftada Sipsak Kiirtce Film" ("A Kurdish Film
Made in Two Weeks"). The article notes that low-budget Kurdish-language film production, carried
out largely with amateur actors in Southeastern Anatolia, had begun to develop, and identifies Dega
Res as one of the most remarkable examples of this emerging movement. In the same article, Hamza
Senoglu states that completing films within such a short production period negatively affected their
technical quality, while emphasizing the need for institutional support to foster the development of a
regional film culture. Furthermore, the film's popularity—particularly in Germany and other
European countries—demonstrates the demand among the Zaza and Kurdish diaspora for films
produced in their mother tongue (Kacar, Sabah, 10.09.2006). In this respect, Kara Leke, despite its
limitations according to professional cinematic standards, is among the pioneering works that
enhanced the visibility of Zazaki in cinema. Therefore, the film should be evaluated not primarily
for its aesthetic achievements but for its foundational role in the history of Zaza cinema. In addition
to increasing the visibility of Zazaki on screen, the film renders the cultural memory, folkloric
heritage, and social realities of the Zaza community visible through the medium of cinema.
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Keke

Picture 2: A scene from the movie Keke

Keke, written and directed by Fahrettin Ozdemir, occupies a significant place in the history
of Zaza cinema as one of the first feature-length films produced in Zazaki. Completed in 2010, the
film premiered in Bingdl in 2011. With a running time of approximately 90 minutes, the entire
production was filmed in Bing6l, and most of the cast consisted of local residents. The film also
features the well-known Bingél folk singer Avni Polat and the then Governor of Bingél, irfan
Balkanlioglu. In this respect, Keke successfully brings together language, place, local people, and
public administration within a single cinematic framework, creating a powerful representation of
Zaza cultural identity.

The film explores the themes of language, identity, and communication through the illness
of an elderly grandfather who can not speak Turkish. Unable to communicate with state institutions
in his mother tongue, Keke depends entirely on his grandson Sedo, who speaks both Zazaki and
Turkish. Sedo functions not only as his grandfather's interpreter but also as his voice, guide, and
representative in the outside world. Through this relationship, the film effectively illustrates the
social and emotional consequences of linguistic exclusion while emphasizing the importance of the
mother tongue in preserving individual dignity and cultural identity.

The title "Keke" carries a profound cultural significance within Zaza society. Although it
literally refers to the eldest brother in a family, the term also embodies respect, authority, wisdom,
experience, and guidance. Consequently, the character of Keke represents more than an individual
family elder; he symbolizes the traditional family structure and moral values that occupy a central
place in Zaza culture.

The narrative is presented through a flashback in which the adult Sedo recounts his childhood
memories to a friend. Having lost both of his parents in the Bingol earthquake, Sedo lives alone with
his grandfather in a rural village. Suffering from persistent headaches and dizziness, Keke refuses to
visit a hospital because he cannot speak Turkish. After learning Turkish at primary school, Sedo
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persuades his grandfather to travel to Bingdl for medical treatment. Following an unpleasant
experience at a relative's house, where they feel unwelcome, they seek shelter in the courtyard of the
Ulu Mosque. At the hospital, Sedo serves as his grandfather's interpreter and learns from the
physician that Keke's condition is critical. Unable to afford the operation, Sedo remembers what he
learned at school—that the governor is the highest-ranking public official in the province—and
courageously asks Governor Irfan Balkanlioglu for assistance. The governor warmly welcomes the
child and assumes responsibility for the medical expenses, demonstrating the state's compassionate
role in supporting disadvantaged citizens.

One of the film's most emotionally powerful scenes occurs when Keke silently watches
another patient drinking fruit juice in the hospital ward. Believing that his grandfather longs to drink
it as well, Sedo desperately steals a carton of fruit juice from a nearby shop. Tragically, Keke is
already too ill to consume it. This sequence conveys the emotional burden carried by a child
confronted with poverty, responsibility, and helplessness, while simultaneously exposing the harsh
realities of rural deprivation.

Another emotionally compelling moment comes shortly before Keke's operation. Requesting
that his face be turned toward the gibla, he prepares himself spiritually for death. Then, for the first
time in his life, he speaks Turkish in order to address the doctor:

"Doctor, I kindly ask you, please do not make things difficult for my grandson. Please
help my grandson."

The symbolic significance of this scene is striking. Throughout his life, Keke has been unable
to communicate in Turkish; yet his final words are spoken not for himself but for his grandson. In
doing so, the film presents language not merely as a means of communication but also as a medium
through which love, sacrifice, and intergenerational responsibility are expressed.

Following Keke's death, Sedo takes his grandfather's body back to the village, returns the
stolen fruit juice to the shop, performs the funeral prayer, and participates in the burial. The film
concludes with another painful separation as Elif's family migrates to Istanbul. Before they part, Sedo
gives Elif a necklace and says, "Elif, mu xu vira mek" ("Elif, do not forget me."). Years later, the
necklace remains in Elif's possession, symbolizing memory, loyalty, and enduring affection. Through
this ending, the film extends its focus from personal loss to broader themes such as migration,
loneliness, memory, and cultural continuity (https://www.youtube.com/watch?v=no7bqS_dSyE,
2016).

Beyond its narrative, Keke is particularly significant for its contribution to the visibility of
Zazaki as a cinematic language. As one of the earliest feature-length films produced almost entirely
in Zazaki, it constitutes an important milestone in the development of Zaza cinema. The film
demonstrates that Zazaki is capable of functioning not only as a spoken vernacular but also as a
language of cinematic storytelling capable of conveying emotion, memory, and cultural identity.

At the same time, however, the film reveals several linguistic limitations. Although Zazaki
is used consistently throughout the dialogues, the lexical repertoire is relatively limited, and certain
words and expressions recur frequently. Moreover, in several instances, Turkish or Kurdish lexical
items are preferred despite the existence of well-established Zazaki equivalents. This preference
weakens the linguistic richness of the dialogues and reflects the broader challenges faced by minority
languages during processes of standardization and modernization.

For example, instead of the Turkish-derived "yash" ("old/elderly"), the Zazaki words
extiyar or kal could have been used. Likewise, the Turkish "dede" ("grandfather") could have been
replaced by bawo, bawkal, or pirik; "yemek'" ("food/meal") by wer; '"benzemis beno" by
moneno; "bosuna" ("in vain") by bilasev; "bunder bi" by musayi; and '""mizgin" by mijdon. The
limited use of these indigenous lexical alternatives suggests that a comprehensive linguistic
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awareness regarding the preservation and enrichment of Zazaki vocabulary has not yet been fully
established, even within a film that seeks to foreground the language itself.

Nevertheless, despite these shortcomings, Keke represents an important attempt to normalize
the use of Zazaki in cinema. It contributes to the preservation of linguistic heritage by introducing
audiences to natural spoken Zazaki in everyday contexts and by documenting authentic patterns of
rural communication.

The following dialogues illustrate the film's use of spoken Zazaki:

“O lac'iz babi ben eyni kerra sera non ru. Ruenayis’id von bavi huyén. Péra onén layik ra
huyén. Lac ped géren von ‘Bawo t1 g€ huyén?’ Von ‘Lawo will€ sug t1 niyo.” Von ‘Mi'z wextig bawi
xu ard 1na kerra ser no ru, ti'z neheq niye...”

“Remo, t1 cad mend ma sin mekteb, ma kot eré. Ez géraya gelemé xu ez kota erey. T1 vizer
defter kerd xu vin, ér'iz gelemé xu kerd vin ingala t1 yo roc xu'z kén vin. Hayde verni m1 kur ma gin
mektev...”

“Sedo, t1 ér nisi mektev? Ez siya mektev m1 esnawit t1 bi niwes Keko. Ez hina gé t1 ra omaya.
La ez bas a, t1 qé xu mektev ra ca verdén, t1 qé ina kén? T1 niwes, ez t1 beno Colig xestexont...”

These dialogues are valuable not only because they preserve authentic spoken Zazaki but
also because they reflect everyday linguistic interaction within rural Zaza communities. Their
inclusion enhances the documentary value of the film by recording living oral traditions that are
increasingly threatened by language shift and urbanization.

From a sociolinguistic perspective, Keke portrays the practical difficulties encountered by
monolingual Zazaki speakers in accessing public services. The grandfather's inability to
communicate with medical professionals without his grandson's assistance illustrates the structural
disadvantages experienced by minority-language speakers. Rather than presenting bilingualism
merely as an educational asset, the film frames it as a social necessity for survival within institutions
dominated by the majority language.

Consequently, language functions in Keke not only as a medium of communication but also
as a central marker of identity, belonging, and cultural continuity. The film demonstrates that the
erosion of a mother tongue entails more than linguistic loss; it also affects access to healthcare, public
administration, social participation, and the transmission of cultural memory across generations. In
this regard, Keke should be understood not simply as a dramatic film but also as a sociolinguistic
document that records the lived experiences of a minority language community during a period of
profound cultural transformation.

One of the strongest aspects of Keke is its effective use of music. Rather than serving merely
as background accompaniment, music functions as an integral narrative device that reinforces the
film's emotional and cultural atmosphere. The film opens with Avni Polat's performance of ""Zeré
Ciger m1 Helnena," a song that immediately establishes themes of love, longing, and separation.
Throughout the film, additional musical pieces—including Muhammed Taha's Umir Ma Viyereno
Smo (Qebra Tari), Avni Polat's T1 Seni Yo Gula, and a Kurdish lament—deepen the emotional
resonance of the narrative by emphasizing suffering, hope, endurance, mortality, and affection.

Beyond their emotional function, these musical performances contribute to the preservation
of Zaza cultural memory. Traditional songs and laments transmit collective experiences, local
history, and cultural values from one generation to another. By integrating these works into the
narrative, Keke documents an important component of Zaza intangible cultural heritage while
strengthening the authenticity of its cinematic representation.
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From a cultural perspective, the film successfully portrays many elements of rural Zaza life.
Agricultural activities, animal husbandry, bread baking, traditional cuisine, domestic labour, and
village life are represented in a natural and convincing manner. Likewise, religious practices such as
ablution, prayer, supplication, trust in God (fawakkul), and funeral rituals are incorporated into
everyday life without artificial dramatization. These elements enrich the film's ethnographic value
and transform it into a visual record of Zaza social life rather than merely a fictional narrative.

Nevertheless, despite these strengths, the film also contains several scenes that raise
questions regarding pedagogical and cultural representation. Some character behaviours appear
inconsistent with the values traditionally associated with Zaza society, particularly in Bingol region.
For instance, the scene in which Sedo's urban relative offers a cigarette to a young child conflicts
with widely accepted cultural norms concerning children's upbringing. Likewise, the daughter-in-
law's unwillingness to host her elderly relatives, her insulting language toward them, and her harsh
curses stand in sharp contrast to the strong traditions of hospitality, respect for elders, and kinship
solidarity that characterize Zaza culture.

Similarly, the hospital sequence in which another patient drinks fruit juice in front of the
seriously ill Keke without offering to share it appears inconsistent with the communal ethics of
generosity and mutual care that are deeply embedded in local social life. The burial scene, attended
by only a handful of people, likewise differs from the communal character of funerals in Bingdl,
where large-scale public participation generally constitutes an important expression of collective
solidarity.

These examples suggest that the film occasionally privileges dramatic effect over
ethnographic accuracy. Rather than interpreting such scenes as faithful representations of Zaza
cultural practices, they may be understood as cinematic strategies intended to emphasize loneliness,
poverty, and the social consequences of modernization. In this sense, Keke reflects not only
traditional village life but also the cultural transformations accompanying urbanization, migration,
and changing social relations in contemporary eastern Tiirkiye.

From the perspective of film studies, Keke occupies a distinctive position within minority-
language cinema. Unlike commercially oriented productions, the film prioritizes cultural
preservation over entertainment. Language, landscape, music, religious practice, and family
relationships function not simply as narrative elements but also as symbols of collective identity.
Consequently, the film contributes to the construction of a visual archive through which the cultural
memory of the Zaza community can be documented and transmitted to future generations.

Overall, Keke represents one of the foundational works of Zaza cinema and one of the earliest
successful attempts to establish Zazaki as a language of feature filmmaking. Although the film
exhibits certain linguistic limitations and occasionally presents debatable representations of Zaza
customs, these shortcomings do not diminish its broader historical and cultural significance.

Its greatest achievement lies in demonstrating that Zazaki can function as a fully expressive
cinematic language capable of conveying complex emotions, social realities, and cultural values. By
foregrounding themes such as the mother tongue, intergenerational solidarity, migration, poverty,
faith, and cultural identity, the film transcends the boundaries of conventional melodrama and
emerges as an important cultural document.

Moreover, Keke makes a valuable contribution to the preservation and visibility of Zaza
cultural heritage by documenting everyday life, traditional practices, oral language, and collective
memory through cinema. In this respect, the film should be regarded not only as a pioneering work
of Zaza-language cinema but also as an important cultural artifact that records the lived experiences
of a minority community during a period of profound linguistic and social transformation.

Conclusion
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A nation’s language and culture develop, flourish, and endure when they are embodied in
literature, art, and cinema. Cinema, in particular, functions as a living representation of a language.
The speech of actors, their gestures, accents, and expressions provide concrete examples of how the
language operates in daily life. Thus, cinema becomes a crucial medium for reflecting a language’s
cognitive world, spoken register, idioms, and stylistic variations. While this dynamic is true for many
languages, it has remained weak and fragile for Zazaki. This vulnerability stems from Zazaki’s
delayed transition into a written language—a delay shaped by numerous social, administrative,
political, and intellectual factors. As a result, its development in fields such as education, literature,
art, and cinema has also been postponed. Although significant progress has been made over the past
quarter century, it is still difficult to speak of a fully established or distinct Zazaki-language cinema.

The existence of films, documentaries, and screenplays produced in Zazaki or containing
Zazaki dialogue does not, in itself, justify the claim of a “Zazaki Cinema.” However, these works
represent important first steps in its formation. This study aims to highlight precisely this significance
within its own scope. The identity- and language-related challenges faced by Zazas, combined with
the lack of institutional structures and the sociopolitical conditions surrounding Zazaki, have
hindered the development of a national cinema, just as they have impeded progress in many other
areas.

As of today, Zazaki cinema—or cinema in Zazaki—can best be described as an existential
cinema. When the films and documentaries produced in this language or featuring elements of it are
examined, recurring themes emerge: language, memory, faith, village life, prohibitions, massacres,
mountains, exile, hope, women, and death. These themes themselves reflect a struggle for existence.
In this regard, Zazaki cinema is not only an ontological effort or a tool for expressing and defining
the self; it also serves as a cinematic form of resistance against the erosion of language, faith, identity,
and culture.

Moreover, the contributions of literature, folklore, cultural production, and cinematic
experimentation have functioned as catalysts for preserving and revitalizing the Zazaki language.
Given the late emergence of Zazaki cinema, the scarcity of scripts, books, journals, technical
resources, and trained personnel is not surprising. Nevertheless, the current trajectory of Zaza cultural
and linguistic activity offers genuine hope for the future of Zazaki cinema and film literature. The
fact that the central themes in Zazaki films revolve around the social and cultural struggles of Zaza
people and the Zazaki language is closely linked to these very conditions.

The emergence, development, and growing awareness of Zaza cinema, similar to the fields
of writing, literature, and theater, coincide with the late 1990s and early 2000s. Although Zaza
cinema has not yet reached the desired level in terms of production or visibility, there has been a
notable increase in short films, documentaries, and feature-length works since this period. Cinematic
initiatives featuring Zaza-language films have gained substantial recognition at film festivals and
various international film platforms.

Historical prohibitions, social clichés, cultural dogmas, and structural challenges have often
compelled art and artists to assume particular responsibilities. This sense of necessity and persistence
has driven many artists to continue their creative endeavors despite adverse circumstances. Cinema
is no exception. In this context, Zaza cinema screenwriters and filmmakers have voluntarily
embraced such responsibilities, attempting to produce films despite the difficulties associated with
being Zaza and using the Zaza language in artistic expression.

Notable directors contributing to Zazaki-language cinema, particularly in the genres of short
films and documentaries, include Mehmet Ali Konar, Liitfii irdem, Burhan Ates, Arin Inan Arslan,
Caner Canerik, and Piran Baydemir. The analysis of the films Dega Res and Keke presented in this
study aims to contribute to the growing body of research on Zaza cinema and to support further
academic work in this field.
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Deqa Res (Kara Leke) ve Keke Filmleri Penceresinden Sinemada Zazacaya Bir Bakis

Giris

Sinema, hareketli goriintiilerin belirli bir teknik diizen icerisinde izleyiciye aktarilmasini
saglayan, ayn1 zamanda toplumsal gercekligi yansitan dnemli bir sanat ve iletisim aracidir. Lumiere
kardeslerin gelistirdigi sinematografin halka tanitilmasmin ardindan sinema hizla gelismis;
giliniimiizde kiiltiirel hafizanin olusumu ve toplumsal kimliklerin temsili agisindan etkili bir arag
haline gelmistir (Teksoy, 2005, s. 18; Smith, 2003, s. 23). Tiirkiye’de halka agik ilk sinema gosterisi
ise 1896 yilinda Sigmund Weinberg tarafindan Galatasaray’da gergeklestirilmistir (Y1ldirim, 2010,
s. IV).

Sinema; edebiyat, miizik ve tiyatro gibi sanat dallartyla birlikte toplumsal yapinin bir {iriinii
olup toplumun siyasal, ekonomik ve kiiltiirel dinamiklerinden etkilenmektedir. Ayn1 zamanda
toplumsal gergekligi yansitmakta ve yeniden iiretmektedir (Armagan, 1992, s. 9). Sinemanin fiziksel
gercekligi diger sanat dallarina gore daha nesnel bicimde aktarabildigi ve bu ydniiyle toplumsal
farkindalik olusturdugu ifade edilmektedir (Erhan, 2018). Toplumlarin tarihsel gelisim siiregleri
sinemanin igerik ve bi¢imini sekillendirirken, sinema da toplumsal doniigiimlerin dnemli bir
gostergesi haline gelmektedir (Dinger, 1996, s. 160-163). Bu nedenle sinema yalnizca gorsel-isitsel
bir sanat degil, ayn1 zamanda toplumsal sorunlari goriiniir kilan gii¢lii bir iletisim aracidir (Guiltekin
& Aydinlioglu, 2020, s. 73-102).

Tiirkiye'de yasayan halklardan biri olan Zazalar sinemayla erken donemde tanismis olsa da
Zazacanin sinema dili olarak kullanilmasi oldukca ge¢ gerceklesmistir. Bunun temel nedenleri
arasinda Zazacaya yoOnelik baskilar, otekilestirici yaklagimlar, egitim dili olarak kullanilmamasi, dili
destekleyen kurumsal yapilarin yetersizligi ve ekonomik gii¢liikler bulunmaktadir. Bu nedenle
Zazaca, radyo, televizyon ve sinema gibi kitle iletisim araglarinda ancak yakin dénemde goriiniirliik
kazanabilmistir. Zazaca ilk kez 1976 yilinda Duvar adli filmde bir tiirkii aracilifiyla sinemada yer
almis ve bu durum Zaza toplumu igerisinde dnemli bir heyecan olusturmustur. Zazaca kisa ve uzun
metrajli filmler ile belgeseller ise 6zellikle 19901 yillardan itibaren iiretilmeye baslanmistir. Ancak
kurumsal destek eksikligi, sinirlt tanitim olanaklar1 ve Zazaca filmlerin gosterilebilecegi sinema
salonlariin yetersizligi bu yapimlarin genis izleyici kitlelerine ulasmasini zorlastirmigtir. Buna
ragmen son yillarda bagimsiz sinema tiretiminin ve dijital platformlarin gelismesiyle Zaza sinemast
gorlinlirliigiinii artirmaya baglamstir.

Bu ¢alisma, Zazaca ¢ekilmis iki sinema filmini igerik analizi yontemiyle inceleyerek Zaza
dili, kimligi ve kiiltiirel degerlerin sinemadaki temsil bigimlerini ortaya koymayi amaglamaktadir.

Yontem

Bu ¢alisma, nitel arastirma yonteminin veri toplama teknigi ile yapilmis ve dokiiman
incelemesi kullanilmigtir. Dokiiman incelemesi, arastirmanin konusu hakkindaki olgu, olay ve
bilgilerin yer aldig1 yazili materyallerin analizini kapsayan bir veri toplama yontemidir (Simsek &
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Yildirim, 2018, s. 210). Nitel yontemli arastirmalarda olgular dogal olusumu igerisinde incelenir ve
herhangi bir miidahalede bulunulmaz. Nitel arastirmalarda veri toplama teknikleri gézlem, miilakat
ve dokiimanlardir. Elde edilen veriler tiimevarim yaklagimi ile analiz edilerek betimsel olarak
raporlanir (Giirbliz & Sahin, 2016, s. 104). Calismada verilerin analizi i¢in igerik analizi
kullanilmistir. icerik analizi, nitel arastirmalara ait bir veri analizi teknigi olup bu teknikle kitap,
makale ve film gibi iletisim kaynakli igeriklerin incelenmesi ve aciga cikarilmasini saglanir
(Neuman, 2016, s. 472). Bu dogrultuda, bu calismada iki Zazaca sinema filmi gorsel dokiiman olarak
ele aliacaktir. Inceleme sonrasinda elde edilen veriler icerik analizi ile analiz edilecektir.

Sinemada Zazaca

Sinema, toplumlarin kendini izledigi bir ayna olarak tanimlanabilir. Bu aynanin, goriintiileri
ne kadar gercekei yansitacagi, aynadan yansiyan goriintiiye ne kadar gercekei bakilacagi ile ilgilidir
(Ozbey & Cumaoglu, 2021, s. 5). Bu sebeple sinema, bir toplum ve o toplumun inang, kimlik ve dili
adina ¢ok sey ifade eder. Sinema, diger sanatlara gore anadil i¢in giiclii bir 6gedir. Kisi, sozli ve
yazili bir anlatidan ¢ok etkilenebilir; ama ayni1 anlat1 gozle izlenen canli bir senaryo olunca duygu ve
diisiinceler lizerindeki etkisi daha fazla ve kalicidir. Sinemada Zazaca, tarihsel gelisme ve bulgular
1s1g¢inda degerlendirilirse yasaklanmig bir dil, egitimi olmayan bir anadil ve gecikmis bir edebiyat
izlegi belirir. Zazaca, sanat alaninda iiretimi gecikmis ve az olan bir dil oldugu i¢in Zazalar eliyle ve
Zazaca yapilan film sayist da ¢ok azdir. UNESCO 2008 yilinda yaptigt bir toplantinin sonug
raporunda Zazacayr ‘Olmeye yiliz tutmus diller’ arasinda gosterir (Varol, 2015). Dilin varligim
korumasi, ilgili kiiltiiriin yok olmamas1 bir yoniiyle bu dilde iiretilecek sanat eserleriyle ilgilidir.
Sinema; roman, hikaye ve siirden daha etkili bir sekilde bunu elde edecek bir giice sahiptir. Kiigiik
capli da olsa sinema, Zazacanin varligini siirdiirmede iddiali gériinmektedir.

Zazaca agisindan aslinda geciken sinemanin kendisi degildir; ¢iinkii Tiirkiye’deki diger
topluluklar gibi Zazalar da 1900’11 yillarin basindan itibaren sinemay1 biliyordu. Geciken; Zazacanin
konusulmasi, yazilmasi ve okunmasidir. Bu gecikmeyi ortaya ¢ikaran toplumsal ve politik engeller,
son ¢eyrek asirda biiylik oranda kalkmis olsa da hala Zazaca anadilde egitimin olmamas1 Zazaca
sinema yapitlarinin olugsmasinda giiclii bir etken olamamustir.

Zaza sinemasi gibi bir isimlendirme kullanmak heniiz zor olsa da sinemada Zazaca diger
dildeki sinemalar gibi biiyiik sancilarla ortaya ¢ikmistir. Sinema olabilme yolunda heniiz olusum
asamasinda olan Zazacay zorlu bir siire¢ s6z konusudur. Zazaca sinemanin geligmesi i¢in senaryo
olabilecek ¢ok konu vardir; ama sadece senaryo olabilecek konu yeterli degildir. Sinema bilinci,
kurumsal destek, islek bir dil, iyi senaristler, takim ruhu, maddi destek ve saglam bir oyuncu kadrosu
olmalidir. Su ana kadar bu &zelliklere sahip ve tamamiyla Zazaca olan profesyonel bir filmden
bahsetmek zordur. Bu sebeple su an Zazaca Sinema isimlendirmesi i¢in ¢ok erkendir. Bir dilin
sinemasi, o dilde ¢evrilen veya o dilin yer aldig1 film sayisi ile bire bir iliskilendirilemez. O dilde
sinema i¢in 6zgilin bir ‘yapi, tradisyon, kozmoloji (film evreni), felsefe, paradigma ve ekol’ varsa o
dilin ve milletin sinemasindan bahsedilebilir. Aslinda ne Zazaca sinema var ne de Zazacasiz sinema
vardir. Sadece sinemada Zazaca vardir (https://sinemayaserbixwe.com/filmane-sinema-de-
kirmancki-zazaki, 2020).

Bir sinema perdesinde Zazaca ilk kez 1983 yilinda Yilmaz Giiney’in Duvar filminde
kullanilir. Zazacanin ilk kez kullanildig1 bu filmle 2004 te ¢evrilen ilk Zazaca film Dega Rey arasinda
20 y1l gibi uzun bir zaman vardir. 80’1i ve 90’l1 yillarda 12 Eyliil asker darbesini ve 6ncesinde sag
sol catigmalarin1 dikkate aldigimizda bu siire i¢inde Zazaca bir film g¢alismasinin nigin olmadigi
anlasilir. Dega Resa adl ilk filmin ardindan giinlimiize kadar senaryo, film, kisa film ve belgesel
tarzinda yetmisi askin Zazaca sinema ¢alismasi oniimiize ¢ikar. Bu, Zazaca sinema adina giiclii bir
say1 olmasa da Zazaca sinemanin ilk adimlar1 adina énemli bir sayidir. Deniz Giindiiz, 2009 yilinda
“The Gods Must be Crazy” adl1 1980 Giiney Afrika yapiml filmin Homayan Aqil Pernayo (Tanrilar
Cudirmig Olmaly) ismiyle Zazaca seslendirmesini birka¢ arkadasiyla yapar. Kurdl televizyonu
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stiildyosunda ses dublaj1 yapilan film, Zazaca ilk ses dublajli filmdir (Lezgin, 2009). Tiirk¢eden
Zazacaya cevrilen iki kitap Zazaca ilk sinema caligmalar1 arasinda sayilabilir. Bu kitaplardan ilki
Deniz Giindiiz’iin Ozdemir Nutku’dan ¢evirdigi ve 2015 yilinda yayimladigi Huneré Drami (Dram
Sanati) adl1 eserdir. ikincisi Esat Sanli’nin Nilgiin Abisel’den gevirdigi ve 2015 yilinda yayimladig
Sinemaya Béveng (Sessiz Sinema) adl1 eserdir. Bu iki eser, sinema teknigi ve literatiirii yoniiyle iki
onemli eserdir (Kirkan, 2022). Bu sebeple Zaza sinemasi veya Zazaca sinema gibi bir isimlendirme
simdilik ¢ok iddial1 bir isimlendirme olur. Gelinen nokta i¢in ‘Sinemada Zazaca’ demek daha dogru
olur.

Zazacanin bir sekilde dahil oldugu sinema, film, kisa film, senaryo ve belgesel film
calismalar1 tespit ettigimiz kadariyla 70’1 asmaktadir. Bu ¢alismalar, Zazacanin yer aldig1 kadariyla
bir bibliyografya seklinde soyle degerlendirilebilir:

1- Bastan sona Tiirk¢e olup filmde Zazacanin birkag saniyelik veya birka¢ sahnede
kullanildigt filmler: Duvar (Yilmaz Giiney-1983), Beyaz Melek (Mahsun Kirmizigiil-2007), Giinesi
Gordiim (Mahsun Kirmizigiil-2009), Kayip Ozgiirliik (Umur Hozatli-2010), Ana Dilim Nerede (Veli
Kahraman-2012), Mucize (Mahsun Kirmizigiil-2015) ve Toz Bezi (Ahu Oztiirk-2015), Ali Cevlik
(Mahmut Baldemir-2022)...

2- Tiirkge, Kiirtce, Almanca ve Ingilizce gibi bir veya birka¢ dilin kullanildig1 ve
Zazacanin da bir veya birkag sahne seklinde yer aldig: filmler: 7%yii Takip Et (Nuray Sahin-2004),
Deqga Res (Sait Altun-2004), Zara (Aynur Saray-2009) ve Zer (Kazim Ozi-2017).

Cokdilli olup Zazacaya yer verilen kisa metrajli film olarak Cengiz Akaygun’iin 2018 yilinda
cektigi Dara Mandalinan( The Mandarin Tree ) adl1 film karsimiza cikar.

3- Kiirtge (Kurmancca ve Soranca) kadar Zazacanin da konusuldugu filmler sunlardir:
My Sweet Pepper Land (Hinar Salemi-2013), Arin inan Arslan’in yonetmenliginde cekilen Fereki
(2004), Ba u St (2006), Perra Berbangé (2010), Béder (2020) isimli kisa metrajli dort film.

4- Tamamina yakin Zazaca filmler: Hewno Béreng (Mehmet Ali Konar-2017).

5- Bagtan sona Zazacanim dil olarak konusuldugu filmler: Keke (Fahrettin Ozdemir-
2011), Pirebok (Litfii Irdem-2019)

6- Zazaca olarak cevrilen kisa metrajh film caligmalari sunlardir: Sipe (Kamer
Erdogan -2012), General (Yiicel Yavuz-2012), Geyrayis (Cetin Baskin-2012), Baba (Mehmet Al
Konar-2013), Zimisto Biveciyo (Gokhan Tung -2013), Vilika Kowu (Caner Canerik-2015), Piyé Min
Toz Seker (Sedat Baris-2015), Céniya Néeysayi (Liitfii Irdem-2016), Zimisto Vérd Ra (Gokhan Tung-
2017), Vir (Burhan Ates-2018), Se Bi Ma (Bingdl FM-2018) u Fotografkés (Liitfii irdem-2018).

7- Diger sinema galigsmalarina oranla Zazaca, belgesel film ¢aligmalarinda daha gok yer
bulmustur. Kimi belgesel calismalarinda Zazacaya yer verilmedigi halde Zazacayla ilgili olan
belgeseller de vardir. Zazacayla ilgili belgesel film ¢aligmalarinda yonetmen Caner Canerik, su 15
belgesel film galismasiyla 6ne ¢ikar:

Was (2006), Sayd, Pheti ve Dersimist (2007), Pirde Sur (2008), Muya Sha, Bava Duzgin,
Raa Haq ve 73 Millet (2009), Bertij (2010), Phepugun Sesi (2011), Nava (2012), Muxtar (2014),
Gulsosin (2015), Sipela (2016).

Zazalar veya Zazaca ile ilgili olup Tiirk¢e ¢ekilen ve Zazacaya birkag saniye veya birkag
sahne yer verilen belgesel filmler sunlardir: 38 Dersim Katliam: Belgeseli (Cayan Demirel-2006), 5
nolu Cezaevi (Cayan Demirel-2009), Dr. Sivan (Cayan Demirel-2013); Iki Tutam Sa¢, Dersim’in
Kayip Kizlar: (2010-Nezahat Giindogan), Insan-1 Kamil (2006-Buket Aydin), Hay Vay Zaman
(2014-Nezahat Giindogan); Qelama Stre / Kirmizi Kalem (2010-Ozgiir Findik), Kara Vagon (2011-
Ozgiir Findik); Dersim Belgeseli (Hasan Yiicel-1979), Dersimli Seusen (2008-Hira Selma Kalkan ve
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Egemen Adak), Dersim de Munzur Baba Belgeseli (2009-Turabi Selguk ve Mehmet Ozcan), Dersim
Kayip  Tarihi  (2013-Ali Ekber  Yildiz), Tertele-Yolculuk  (2016-Soner  Sevgili),
Bindokuzyiizdoksandort (2017-Devrim Tekinoglu), Gaxand (2018-Umur Hozatli ve Cemal Tas),
Naise Zoni Mem (2020-Hasan Saglam).

Zazalar ve Zazaca hakkinda olup tiimiiyle Zazaca ¢ekilen belgesel filmler sunlardir: Yo Roj
Di (2010-Piran Baydemir), Rezon Sefr] (2012- Piran Baydemir), Fecira (2013- Piran Baydemir);
Silo Qiz (2011-Biilent Giindiiz), Zoné Ma Koti yo (2012-Veli Kahraman), Dewrano (2017-Ahmet
Hakan Vergi), Wextég (2017-Ahmet Hakan Vergi), Diir (2020-Ahmet Hakan Vergi).

Zazaca film, kisa metrajli film ve belgesel filmlerin yonetmenleri noktasinda en ¢ok Mehmet
Ali Konar, Liitfii Irdem, Burhan Ates, Arin Inan Arslan, Caner Canerik ve Piran Baydemir gibi
isimler One ¢ikar.

Bu ¢aligmada Zazacanin biiyiik oranda yer aldig1 Dega Res ve Keke isimli uzun metrajl iki
sinema filmi igerik ve Zazacamn dilsel kullanilma ydniiyle incelenecektir. Bu incelemeye bagh
olarak filmlerde Zazacanin kullanilma diizeyi, durumu ve orami iizerinden degerlendirmeler
yapilacaktir.

2.1.1. Zazaca Film: Deqa Res (Kara Leke)

Resim 1: Deqa Res filminden bir kare
Kara Leke (Deqa Res)

Orijinal ad1 Deqa Res olan Kara Leke, bazi internet kaynaklarinda ilk Zazaca film olarak
tanitilmaktadir (https://www.youtube.com/watch?v=wlh7KOXPQV4, 2017). Ancak filmi 6nemli
kilan husus, ilk Zazaca film olmasi degil, Duvar filminden sonra Zazacanin en yogun bigimde
kullanildig1 yapimlardan biri olmasidir. Yonetmenligini Hamza Senoglu'nun yaptig: filmde Senoglu
ayn1 zamanda senarist ve oyuncu olarak da yer almaktadir. Basroliinli Zaza sanatcis1 Sait Altun'un
iistlendigi yapim, bazi kaynaklarda ilk Zazaca uzun metrajli film olarak tanmitilsa da
(http://orjinalzaza.blogspot.com/2007/11/zazaca-film-kara-leke.html, 2017), ger¢ekte on iki boliim
halinde ¢ekilmis olup toplam siiresi yaklasik 115 dakikadir. Filmin tek parca halindeki siiriimiine
erisim engeli nedeniyle ulagilamamistir (http://www.heridan.com/filmler/kara leke.htm, 2017).

2004 yilinda ¢ekilen film, 2003 Bingdl Depremi goriintiileriyle acilmaktadir. Agilis
sekansinda Tiirkge, jenerikte ise Kiirtce bir ezgi kullanilmasi; filmin ilerleyen boliimlerinde ise
Zazaca, Kiirtce ve Tiirkcenin birlikte yer almasi, bolgenin ¢ok dilli toplumsal yapisini
yansitmaktadir. Bununla birlikte Zazaca diyaloglar filmin biitiiniine dengeli bigcimde yayilmamais; yer
yer dekoratif bir unsur goriiniimii kazanmigtir. Diyaloglarda Tiirk¢enin belirgin etkisi hissedilmekte,
Zazaca konugmalar i¢inde Tiirk¢e kelimelere sikca yer verilmektedir:

*"Su Uist bas xu temizik, su deyisik. Su gafé xu dinlemisik. Ez tim giivenmis tu beno..."*!
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Film Diyarbakir, Mardin ve Bing6l'de ¢ekilmis; miiziklerde ise Zazaca, Kiirtce ve Tiirkce
birlikte kullanilmistir. Ozellikle agitlarin Zazaca, dramatik sahnelerde kullanilan ezgilerin ise
cogunlukla Kiirtce olmasi, filmin kiiltiirel ¢esitliligi sinemasal anlatinin bir pargasi haline getirdigini
gostermektedir. Bu cok dilli yapi, yalnizca estetik bir tercih olmayip bolgenin sosyokiiltiirel
gercekligini goriiniir kilan 6nemli bir anlatim unsurudur. Ayn1 zamanda farkli dillerin bir arada
kullanilmasi, dil yasaklart ve kimlik temelli ayrimcilik karsisinda kiiltiirel cogulculugu 6ne ¢ikaran
dolayl1 bir sdylem olarak da degerlendirilebilir.

Film, agalik sistemi, tore, namus, kiz kacirma ve kan davasi gibi temalar1 merkezine alan
dramatik bir olay Orgiisine sahiptir. Ancak bu olaylar yalnizca bireysel trajediler olarak
sunulmamakta; kirsal toplumsal yapinin iirettigi gii¢ iliskilerini goriiniir kilan bir toplumsal elestiriye
doniismektedir. Ozellikle Silan karakteri {izerinden kadimn bedeni iizerindeki ataerkil denetim, namus
anlayis1 ve toresel baskilar sorgulanirken; Ferman karakteri tlizerinden ise adalet arayist ve agalik
diizenine karg1 gelisen bireysel direnis islenmektedir. Boylece film, teknik agidan amator bir yapim
olmasina ragmen Zaza toplumunun sosyal hafizasinmi ve kiiltiirel gercekligini sinemaya tasima
bakimindan dikkat ¢ekici bir 6rnek olusturmaktadir.

Film, agalik sistemi ekseninde gelisen bir kiz kagirma olay1 iizerinden kirsal toplumun gii¢
iligkilerini ele almaktadir. Hikdyenin merkezinde yer alan Polat ve Ferman kardeslerin babalarinin
oldiiriilmesi, ardindan annelerinin yasamini yitirmesi ve Silan'mm aganin oglunun baskisiyla karst
karsiya kalmasi, anlatinin temel dramatik catisin1 olusturmaktadir. Bu olaylar, bireysel trajedilerin
Otesinde, agalik diizeni, toresel yaptirimlar ve adalet mekanizmasinin isleyisine yonelik elestirel bir
bakis ortaya koymaktadir.

Filmde Silan karakteri, ataerkil toplum yapisinda kadinin maruz kaldig1 baskinin temsilidir.
Aganin oglunun iktidarsizliginin gizlenmesi amactyla sugun Silan'a yiiklenmesi ve "deqa res (kara
leke)" metaforu lizerinden namus sdyleminin kadinin bedeni tizerinde kurulmasi, toplumsal cinsiyet
esitsizliginin belirgin 6rneklerinden biridir. Bu ydniiyle film, torenin giicliiden yana isleyen yapisini
elestirirken, namus kavraminin toplumsal denetim araci olarak kullanmilmasin1 da goriiniir
kilmaktadir. Diigiin sahnesinde kullanilan Zazaca ve Kiirtce ezgiler yalnizca miizikal bir unsur olarak
degil, anlatinin duygusal atmosferini giiclendiren kiiltiirel gostergeler olarak islev goérmektedir.
Ozellikle diigiinde gerceklesen silahl1 saldirinin failinin belirsiz birakilmasi, bélgede uzun yillardir
stiregelen siddet kiiltlirline ve diiglinlerde yasanan silahli kutlamalarin dogurdugu toplumsal
sorunlara dolayl1 bir génderme niteligindedir.

Filmin dikkat ¢eken yOnlerinden biri de Zaza sozlii kiiltiiriinde énemli bir yere sahip olan
ritya, aksakalli ihtiyar (Kalo) ve Hizir motiflerini sinemasal anlatinin bir pargasi haline getirmesidir.
Silan'in sugsuzlugunun riiya araciligiyla bildirilmesi ve aksakalli ihtiyarin hem babanin hem de
Silan'in karsisina ¢ikarak yol gosterici bir rol iistlenmesi, Zaza halk anlatilarinda sikg¢a rastlanan
kurtarict ve rehber figiiriiniin sinemadaki yansimasidir. Boylece film, yalnizca giincel toplumsal
sorunlar1 anlatmakla kalmamakta; Zaza kiiltiirel hafizasinda yer alan geleneksel anlati kaliplarini da
modern sinema dili icerisinde yeniden iiretmektedir.

Ferman ve Silan' Diyarbakir'a giderek Silan'in masumiyetini kanitlayan saglik raporunu
almalari, ataerkil toplumlarda kadinin namusunun resmi belgeler araciligiyla ispat edilmek zorunda
birakilmasini gostermesi bakimidan dikkat ¢ekicidir. Film, bu sahne araciligiyla bireysel bir dram
anlatmanin 6tesine gegerek kadin bedeni lizerindeki toplumsal ve kiiltiirel denetimi elestirmektedir.

Deqa Res filmi teknik acidan degerlendirildiginde; kurgu, oyunculuk, goriintii yonetimi ve
efekt kullanimi1 bakimindan amator 6zellikler tasimaktadir. Buna ragmen agalik sistemi, tore, kadin,
namus, adalet ve toplumsal esitsizlik gibi meseleleri merkeze almasi bakimindan giiclii bir toplumsal
elestiri ortaya koymaktadir. Bu nedenle Kara Leke, estetik basarisindan ¢ok, Zaza toplumunun sosyal
gergekligini, folklorik unsurlarini ve kiiltiirel hafizasini sinemaya tagimasi bakimindan 6nem
kazanmaktadir. Filmin finalinde Ferman'in Sait Aga ve oglunu 6ldiirmesiyle bireysel intikam anlatist
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tamamlanirken, ayn1 zamanda agalik diizeninin sembolik olarak sona erdigi mesaji verilmektedir.
Boylece film, bireysel hesaplasmayr toplumsal adalet arayiginin sembolik bir anlatimina
doniistiirmektedir. Sait Altun'un seslendirdigi "Heywax Lawo, Heywax Daye" adli Zazaca agitla
sona eren film, anlatry1 kiiltiirel hafiza ve toplumsal yas duygusu iizerinden tamamlayarak izleyicide
elestirel bir farkindalik olusturmay1 amaglamaktadir.

Kara Leke, goriintii yonetimi, kurgu, oyunculuk ve efekt kullanimi bakimindan profesyonel
bir yapim goriiniimii sergilememektedir. Yer yer Sener Sen'in basroliinde oynadig1 Ziigiirt Aga ile
Semih Evin'in yonettigi Kara Leke filminden izler tasimasi, anlatinin 6zgiinliigiini kismen
zayiflatmaktadir. Bununla birlikte filmin degeri, teknik yeterliliginden ¢ok temsil ettigi kiiltiirel ve
toplumsal gerceklikte aranmalidir. Agalik sistemi, tore, namus, kan davasi ve toplumsal adaletsizlik
gibi olgular1 Zaza toplumunun kiiltiirel kodlar1 igerisinde ele almasi, filmi erken dénem Zaza
sinemasinin dikkat ¢ekici 6rneklerinden biri héline getirmektedir. Filmde kullanilan Zazaca ezgiler,
halk anlatilarindan beslenen motifler ve ¢ok dilli anlatim yapisi, Zaza kiiltiirel belleginin sinema
araciligryla goriiniirliik kazanmasina katki saglamaktadir. Teknik eksikliklerine ragmen filmin,
Zazacanin sinemada kullanim alanim genisletmesi ve Zaza toplumunun kiiltiirel hafizasini1 gorsel bir
anlatiya doniistiirmesi bakimindan 6nemli bir girisim oldugu soylenebilir. Bu yoniiyle Kara Leke,
yalnizca bir film degil, ayn1 zamanda Zazaca sinema {iretiminin erken donemine ait kiiltiirel bir belge
niteligi tasimaktadir. Film, ulusal sinema ¢evrelerinde beklenen ilgiyi gormemis olsa da internet
ortamindaki izlenme oranlar1 ve izleyici yorumlar1 sayesinde belirli bir goriiniirlilk elde etmistir.
Ozellikle Zaza ve Kiirt izleyici kitlesi arasinda dolasima girmesi, filmin alternatif dagitim kanallari
iizerinden yasamini siirdiirdiiglinii gdstermektedir. Bu durum, ana akim sinema endiistrisinin diginda
gelisen yerel film tretimlerinin dijital ortam sayesinde izleyiciyle bulusabildigini ortaya
koymaktadir.

Filme iliskin ilk kapsamli degerlendirmelerden biri, Sabah gazetesinin 10 Eyliil 2006 tarihli
"Iki Haftada Sipsak Kiirtce Film" baslikli haberinde yer almaktadir. Haberde, Giineydogu Anadolu
Bolgesi'nde diisiik biitgelerle ve ¢ogunlukla amatér oyuncularla gergeklestirilen Kiirtge film
iiretiminin gelismeye basladig1, Deqa Res filminin de bu hareketin dikkat ¢eken 6rneklerinden biri
oldugu belirtilmektedir. Ayn1 haberde Hamza Senoglu, filmlerin kisa siirede tamamlanmasinin
teknik kaliteyi olumsuz etkiledigini ifade etmekte; buna karsin bolgede sinema kiiltiiriiniin
gelisebilmesi i¢in kurumsal destek beklentisini dile getirmektedir. Ayrica filmin 6zellikle Almanya
basta olmak tizere Avrupa iilkelerinde ilgi gérmesi, Zaza ve Kiirt diasporasinin ana dilde iiretilen
sinema eserlerine yonelik talebini gostermesi bakimindan dikkat c¢ekicidir (Kagar, Sabah,
10.09.2006). Biitiin bu 6zellikleriyle Kara Leke, teknik kusurlarina ragmen Zazaca sinema tarihinde
onemli bir esik olugturmaktadir. Film, profesyonel sinema ol¢iitleri bakimindan sinirliliklar tasisa da
Zazacanin sinemadaki gorliniirliigiinii artirmasi, Zaza toplumunun folklorik ve sosyokiiltiirel
hafizasin1 gorsel anlatiya doniistiirmesi ve erken donem yerel sinema iiretiminin karakteristik
ozelliklerini yansitmasi bakimindan dikkate deger bir 6rnek olarak degerlendirilebilir.

Zazaca, film boyunca baskin anlatim dili olmaktan ¢ok kiiltiirel kimligi goriiniir kilan
sembolik bir igleve sahiptir. Diyaloglarda Tiirk¢enin yogun etkisi, Zazacanin giindelik
kullanimindaki dilsel doniisiimii de yansitmaktadir. Aksakalli ihtiyar motifi yalnizca dramatik bir
unsur degildir. Zaza s6zlii kiiltiirinde hakikati bildiren, yol gosteren ve ilahi adaleti temsil eden
figliriin sinemaya aktarilmis bigimidir. Silan karakteri bireysel bir kadin karakterden ziyade ataerkil
diizen i¢inde beden iizerinde kurulan toplumsal denetimin temsilidir. Film, namus olgusunu bireysel
ahlak meselesi olarak degil, iktidar iliskilerinin bir araci olarak sunmaktadir. Filmin teknik
eksiklikleri, diisiik biitceli yerel sinema iiretiminin dogal sonucu olarak degerlendirilebilir. Buna
ragmen kiiltiirel temsil giicii, estetik eksikliklerin dniine gegmektedir.
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Kara Leke, profesyonel sinema oOlgiitleri acisindan smirlt bir yapim olsa da Zazacanin
sinemada goriiniirliik kazanmasi1 bakimindan Oncii filmlerden biridir. Bu yoniiyle eser, estetik
basarisindan ziyade Zaza sinema tarihindeki kurucu roli lizerinden degerlendirilmelidir.

Kara Leke, teknik bakimdan amator 6zellikler tagimasina ragmen Zaza sinemasinin gelisim
stirecinde dnemli bir kilometre tasidir. Film, Zazacanin sinemada goriiniirliiglinii artirmasinin yan
sira, Zaza toplumunun kiiltiirel bellegini, folklorik unsurlarini ve toplumsal sorunlarini sinema
araciligiyla goriiniir kilmaktadir. Bu yoniiyle yapim, estetik bagarisindan ¢ok kiiltiirel temsil giicii ve
yerel sinema tarihine yaptigi katki iizerinden degerlendirilmelidir.

2.1.2. Zazaca Film: Keke

Resim 2: Keke filminden bir kare

Fahrettin Ozdemir'in senaryosunu yazip yonettigi Keke, Zazaca ¢ekilen ilk uzun metrajl
filmlerden biri olmasi bakimindan Zaza sinema tarihinde dnemli bir yere sahiptir. Cekimleri 2010
yilinda tamamlanan film, 2011 yilinda Bingol'de gala gosterimiyle izleyiciyle bulugsmustur. Yaklagik
90 dakika siiren filmin tamami Bingol'de ¢ekilmis, oyuncu kadrosu biiyiik dl¢iide Bing6l halkindan
olusturulmustur. Filmde Bingollii ses sanatcist Avni Polat ile ddénemin Bingdl Valisi Irfan
Balkanlioglu da rol almistir. Bu yoniiyle film, dil, mekan, yerel halk ve idari yap1y1 ayn ¢at1 altinda
bulusturarak Zaza kiiltiiriinii yerel gergekligi igerisinde yansitmaktadir.

Film, Tiirk¢e bilmeyen yasl bir dedenin hastalig1 {izerinden dil, kimlik ve iletisim sorunlarini
ele almaktadir. Kendi dilinde kendisini ifade edemeyen Keke'nin devlet kurumlariyla kurdugu
iletisimde torunu Sedo belirleyici bir rol {istlenmektedir. Zazaca ve Tiirkceyi bilen Sedo, yalnizca
dedesinin terclimani degil; ayn1 zamanda onun sesi, eli ve ayagi haline gelmektedir. Boylece film,
anadilini kullanamamanin bireysel ve toplumsal sonuglarin1 dramatik bir anlati iizerinden goriiniir
kilmaktadir.
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Filme admi veren "Keke" sozcligli, Zaza kiiltiriinde yalnizca "agabey" anlamina
gelmemekte; aile biiyligii, tecriibe, sayginlik ve rehberlik gibi degerleri de i¢inde barindirmaktadir.
Bu nedenle filmde Keke karakteri yalnizca bir bireyi degil, Zaza toplumunun geleneksel aile yapisin
temsil eden sembolik bir figiir niteligi tasimaktadir.

Hikaye, yetiskinlik donemindeki Sedo'nun ¢ocukluk yillarin1 arkadasina anlatmasi iizerine
kuruludur. Anne ve babasim1i Bing6l depreminde kaybeden Sedo, dedesiyle birlikte kdyde
yasamaktadir. Siirekli bas agrist ve bag donmesi yasayan Keke, Tiirk¢e bilmedigi i¢in hastaneye
gitmek istemez; ancak ilkokulda Tiirk¢ce 6grenen Sedo onu ikna ederek Bingdl'e gotiiriir. Sehirde
akrabalariin evinde kisa siire kaldiktan sonra gordiikleri ilgisizlik nedeniyle ayrilarak camiye
siginirlar. Hastanede dedesine terclimanlik yapan Sedo, doktorun dedesinin durumunun agir
oldugunu 6grenir. Ameliyat masraflarini karsilayacak imkanlar1 bulunmadigi i¢in okulda ilin en
yetkili kigisinin vali oldugunu 6grenen Sedo, dénemin Bingdl Valisi irfan Balkanlioglu'ndan yardim
ister. Vali, tedavi masraflarini tistlenerek ¢ocugun miicadelesine destek olur.

Filmin en dikkat cekici sahnelerinden biri, Keke'nin hastanede baska bir hastanin meyve
suyu icmesini imrenerek izlemesidir. Dedesinin caninin meyve suyu istedigini diisiinen Sedo,
caresizlik i¢inde bir marketten meyve suyu ¢alar. Ancak Keke artik onu igebilecek durumda degildir.
Bu sahne, cocuk psikolojisini, yoksullugu ve fedakarlig: giiclii bir sinema diliyle yansitmaktadir.
Ameliyat oOncesinde Keke'nin yiiziiniin kibleye c¢evrilmesini istemesi ve hayati boyunca
konusamadig1 Tiirk¢eyi son kez doktoruna hitap etmek i¢in kullanarak, "Doktor Bey, sizden rica
ediyorum. Benim tornuma zorluk ¢ixarmayin, tornuma yardimci olun." demesi, filmin dilsel ve
duygusal zirve noktalarindan birini olusturmaktadir. Keke'nin vefatinin ardindan Sedo, dedesinin
cenazesini koyline gotiiriir; igemedigi meyve suyunu caldig1 markete geri verir, dedesi i¢in namaz
kilip dua eder ve cenaze defnine katilir. HikAyenin sonunda Elif'in ailesiyle Istanbul'a go¢ etmesi ve
Sedo'nun ona "Elif, mu xu vira mek (Elif, beni unutma)." diyerek bir kolye hediye etmesi, filmin
yalmzlhk, go¢ ve hafiza temalarii tamamlayan sembolik bir final niteligindedir
(https://www.youtube.com/watch?v=no7bqS_dSyE, 2016).

Keke, kimsesizlik, yoksulluk, kirsal yagsamin zorluklari, hastalik, gb¢ ve aile dayanigmasi
gibi temalar1 Zaza kiiltiirii baglaminda islemektedir. Tarim faaliyetleri, hayvancilik, tandirda ekmek
yapimi, yoresel yemekler, ev ve bahge isleri gibi giindelik yasam pratikleri ile abdest, namaz, dua ve
tevekkiil gibi dini ritiieller dogal bir anlatim icerisinde sunularak Zaza toplumunun kiiltiirel hafizasi
sinemaya aktarilmaktadir. Bu yoniiyle film, yalnizca dramatik bir anlati degil; ayn1 zamanda Zaza
yasam bi¢iminin gorsel bir arsivi niteligi tasimaktadir.

Filmin en 6nemli katkilarindan biri, Zazacayi sinema dili olarak goriiniir kilmasidir. Bununla
birlikte dil kullaniminda bazi eksiklikler de goze carpmaktadir. Diyaloglarda belirli s6zciiklerin sik
tekrar edilmesi ve bazi durumlarda Zazaca karsiliklart bulunmasina ragmen Tiirkce veya Kiirtce
kokenli kelimelerin tercih edilmesi, filmin dil bilinci agisindan zayif yénlerinden biridir. Ornegin
"yash" yerine extiyar/kal, "dede" yerine bawo, bawkal, pirik, "yemek" yerine wer, "benzemis
beno" yerine moneno, "bosuna" yerine bilasev, "bunder bi" yerine musayi ve "mizgin" yerine
mijdon gibi sozciiklerin kullanilabilecegi halde bunlarin tercih edilmemesi, yerel s6z varliginin
yeterince degerlendirilmedigini gostermektedir. Bu durum, Zazacanin sinema dili olarak gelisim
stirecinde heniiz ortak bir dil bilincinin tam anlamiyla olusmadigini ortaya koymaktadir.

Bu eksikliklerin yaninda filmde yer alan agagidaki diyaloglar, Zazacanin dogal konusma dili
igerisinde kullanimimi gdstermesi bakimindan 6nemlidir:

“O lac'iz babi ben eyni kerra sera non ru. Ruenayis’id von bavi huyén. Péra onén layik ra
huyén. Lac ped géren von ‘Bawo t1 g€ huyén?’ Von ‘Lawo will€ sug¢ t1 niyo.” Von ‘Mi'z wextig bawi
xu ard 1na kerra ser no ru, ti'z neheq niye...”
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“Remo, t1 cad mend ma sin mekteb, ma kot eré. Ez géraya gelemé xu ez kota erey. T1 vizer
defter kerd xu vin, ér'iz gelemé xu kerd vin ingala t1 yo roc xu'z kén vin. Hayde verni m1 kur ma sin
mektev...”

“Sedo, t1 ér nisi mektev? Ez siya mektev mi1 esnawit t1 bi niwes Keko. Ez hina qé t1 ra omaya.
La ez bas a, t1 qé xu mektev ra ca verdén, t1 qé ina kén? T1 niwes, ez t1 beno Colig xestexont...”

Film, miizik kullanim1 agisindan ise oldukca basarilidir. Agilista Avni Polat'in seslendirdigi
"Zeré Ciger m1 Helnena" tiirkiisii yer almakta; Muhammed Taha'nin "Umir Ma Viyereno Sino
(Qebra Tari)", Avni Polat'in "T1 Seni Yo Gula" adli eserleri ve Kiirtce agitlar filmin dramatik
atmosferini giliclendirmektedir. Miizikler, agk, hasret, 6lim ve umut temalarmi destekleyerek
anlatinin duygusal etkisini artirmaktadir.

Bununla birlikte film, pedagojik ve sosyokiiltiirel temsil agisindan bazi tartismali sahneler
de icermektedir. Sehirdeki gelinin misafirleri istememesi ve agir hakaretlerde bulunmasi,
hastanedeki hastanin meyve suyunu paylasmamasi, kiiciik yastaki Sedo'ya sigara teklif edilmesi ve
cenazenin oldukga sinirl bir katilimla defnedilmesi gibi sahneler, Bing6l ve Zaza toplumunda giiglii
bicimde yasatilan misafirperverlik, dayanisma ve toplumsal paylagim anlayisiyla tam olarak
ortiismemektedir. Bu nedenle s6z konusu sahneler, geleneksel kiiltiiriin dogrudan temsili olmaktan
ziyade modernlesme ve kentlesme siirecinin bireyler iizerindeki etkilerini yansitan sinemasal
tercihler olarak degerlendirilebilir.

Sonug olarak Keke, Zazacanin sinema dili olarak goriiniirlik kazanmasina onciiliik eden,
Zaza Kkiiltiirtiinii, kirsal yasami ve toplumsal hafizay1 beyaz perdeye tasiyan 6nemli yapimlardan
biridir. Dil kullanimindaki bazi eksikliklerine ragmen film, anadil, kiiltiirel kimlik, kusaklar arasi
aktarim ve yerel yasamin sinemasal temsili bakimindan Zaza sinemasinin temel eserleri arasinda
degerlendirilmeyi hak etmektedir.

Sonuc¢

Bir milletin dil ve kiiltiirii edebiyat, sanat ve sinema alanlarinda viicut bulursa gelisir,
zenginlesir ve korunur. Sinema, bir dilin canli bir temsilcisi gibidir. Ciinkii bir filmdeki oyuncular,
giinliik hayatta kullanilan dilin somut bir 6rnegidirler. Sinema; bir dilin diislince sistemi, konugulma
tarzi, aksani, argosu ve ifade bigimi i¢in 6nemli bir kaynaktir. Sinemanin birgok dille iligkisi i¢in
gecerli olan bu gerceklik Zazaca igin giigsiiz ve zayif kalmistir; ¢ilinkii Zazaca sosyal, idari, siyasi ve
fikirsel bircok nedenden dolay1 yaziya gec¢ ge¢mistir. Yaziya ge¢ gegmesi bu dili egitim, edebiyat,
sanat ve sinema alaninda istenilen seviyeye gelmesini geciktirmistir. Son ¢eyrek asirda bu gercevede
kayda deger ¢aligmalar yapilmig olsa da Zazaca sinema igin yeterli ve belirli bir seviyeden bahsetmek
zordur.

Zazaca yapilan veya icinde Zazaca konugmalarin yer aldigi film, belgesel ve senaryo
calismalarindan hareketle ‘Zaza Sinemasi’ndan bahsedemeyiz; ama Zaza sinemasinin olugsmasinda
bu ilk adimlar énemlidir. Bu ¢alisma da bunu kendi sinirliligi i¢inde gdstermek igin yapilmistir.
Zazalarin ve Zazacanin kimlik ve dil ile ilgili sorunlar1 ve kurumlagma imkani taninmayan reel
statiileri, bircok sey gibi ulusal bir sinema sahibi olamayislarina da sebep olmustur.

Zaza sinemasi, sinemada Zazaca veya sinemanin Zazacasindan ancak bir varolus sinemasi
olarak bahsedilebilir. Bu dille yapilmis veya bu dilin bir sekilde yer aldigi sinema yapitlarina ve
belgesel ¢cekimlere bakildiginda “dil, bellek, inang, koy, yasaklar, katliamlar, dag, gurbet, umut, kadin
ve 0lim gibi temalarin dne ¢iktig1 goriiliir. Bu temalar da bir varolugun yansimasidir. Bu baglamda
Zaza sinemasi veya Zazaca sinema sadece ontolojik bir gayret veya kendini ifade etme, tanimlama
araci1 degil ayn1 zamanda dil, inang, kimlik ve kiiltiir erozyonuna kars1 bir beyazperde direnisidir.

Her millette oldugu gibi Zazalarda da edebiyat, kiiltiir, folklor ve sinema c¢aligmalar1 dilin
korunmasi ve gelismesinde har¢ gorevi gérmiistiir. Zaza sinemasi, ge¢ belirginlesen bir olgu oldugu
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icin sinemayla ilgili senaryo, kitap, dergi ve kaynaklarin ve yetismis kadrolarin azlig1
garipsenmemelidir. Bununla beraber Zazalarin ve Zazacanin buglinkii sartlar1 Zaza sinemasi ve
sinema literatiirii yoniiyle umut vermektedir. Zaza sinemasinda ana malzeme ve 6ne ¢ikan konularin
Zazalarin ve Zazacanin sorun ve meselelerinin olmasi bu kosullarla ilgilidir.

Zaza sinemasi ile ilgili baglangig, uyanis ve farkindalik yazi, edebiyat, tiyatro ve diger bir¢ok
alan gibi 90’Iu yillarin sonu ve 2000’11 yillarin baglarina tekabiil etmektedir. Bu tarihten giliniimiize
Zazaca sinema veya Zaza sinemast istenen oranda veya seviyede olmasa da kisa filmler, belgesel ve
uzun metrajli filmler 6nemli bir oranda artti. Film festivallerinde ve cesitli uluslararasi sinema
organizasyonlarinda Zaza filmleri veya Zazacanin yer aldig1 sinema ¢aligsmalar1 dnemli bir boyut
kazand1.

Yasaklar, kliseler, dogmalar ve zorluklar sanati1 ve sanatgilari bir vazife almaya mecbur kilar.
Bu mecbur olus ve kalig hissi sanatcilar sanat ¢alismalariyla daha ileri tagir. Bu sinema igin de
boyledir. Zaza sinema senarist ve sanatgilart boyle bir vazifeyi goniillii olarak almig. Bir Zaza olma
ve Zazacay1 kullanma zorlugu i¢inde film ¢ekmeye calismislardir.

Zazaca film, kisa metrajli film ve belgesel filmler noktasinda daha ¢ok Mehmet Ali Konar,
Liitfii irdem, Burhan Ates, Arin inan Arslan, Caner Canerik ve Piran Baydemir gibi ydnetmen isimler
one cikar. Calismaya dahil ettigimiz Deqa Res ve Keke isimli film analizi Zaza sinemas1 ve Zazaca
sinemasi yeni ¢alismalart i¢in katki sunma amaciyla yapilmistir.
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bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yliriitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligskin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalmizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Makalenin son hélini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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