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Nouvpi MmiAyké Tzeiddv eivar avapgioBritnta évag ané toug Afyoug evpwnaiovg okn-
Ovoeétsg NG VERTEPNS Yevidg, nov emBARONKe oto Kivnparoypa@iké otepéwpa Kavo-
vtag tavieg anéAuvta npoownikég Kai oe peydho Babué avroBioypagikég, kar Sikaiohoyn-
péva GAeg o1 tavieg nov €xel kAvel pExpl tpa éxovv BpaBeutei ané v Aieburi “Evwon
Kpiukav Kivnparoypdegov.

O Tzeiddv evivnwoiaoe pe v np@in tavia tov, 10 oxed6v «xeiponointo» To xwpId, ent-
BeBaiwoe v afia tov pe 1o AvpikG Zuvvepa rov Mdn kai kata§iwbnke pe 10 Makpid,
kepbizoviag 1o peyddo BpaBeio tng enmtponrig tov PeouBdd 1wv Kavvdv. MNpiopéves pe
XapnAS npodrnoloyiops Kal pe epaocitéxveg nbornolous, ol tavieg auvtrig tng tpidoyiag eni-
BABnkav pe v agnynpatikri toug AIGINTa, v EIKACTIKSINTA TOV EIKGVOV TOLG Kal TNV
e€alpetikii NPoogyyIon TV XApaKIHp®V @V NpA®V Tovg, Kal anédei§av ouyxpévwg 611 o
onovdaiog Kivnparoypd@og Uropei va eival 0IKOLHEVIKGS Xopi§ va anapviéral v 10ayé-
Veld Tov Kal Tov tomKé xapaktripa tov. Narti o Tzeildv «ovvopidei» pe toug peydAoug opo-
T€XVOUG TOVL Kal EMIKOIVAVE] HE TO MAYKGOPIO KOG, v ol tavieg tov adiapgioBritnia
Siatnpouv 1ig Babi€g TOLPKIKES pizeg TOLG.

Me 10 avadpopiké agiépapa nov opyavavel @gtog 1o PeouBdd Osooalovikng oro nAaiolo
10V npoypdpparog Maries ora BaAkdvia —oto onofo, ektég and ug napandve tavieg, Ha
napovaiaotel oe naveAAadIKi np@n npoBoini n véa tov Snpiovpyia, KAjuara aydnng, kabog
Kal pia dyvworn omv EAAGSa pukpob prikoug taivia tov- Bédouvpe va ekppdoovpe tov Bav-
HAopG pag yia v noAV onpavikn péxpl 1dpa npoo@opd Tov Kal v EUNotootvn pag om
HeANOVTIKA nopeia tov, nov €xovpe KGBe Adyo va morebovpe 6u Ba efvar nepidapnpn.

Aéonova Movzdkn
AievBovipia rov PeotiBdn

Nuri Bilge Ceylan is without question one of the few European filmmakers of the
younger generation who has established himself by making films which are wholly per-
sonal and, to a large extent, autobiographical, and it is no wonder that every single film he
has made so far has won a FIPRESCI (The International Federation of Film Critics) Prize.

NBC made a big impression with his first film, the almost “handmade” The Small Town,
went on to affirm his reputation with the lyrical Clouds of May, and garnered internation-
al acclaim with Distant, winning the Grand Prize of the Jury at Cannes. Made on low budg-
ets and using amateur actors, the films comprising this trilogy stand out for their narrative
austerity, their fine visuals and the extraordinary development of the heroes’ characters,
and prove at the same time that great cinema can be universal without denying its nation-
ality and its local character. For NBC “converses” with his legendary fellow directors and
communicates with the world audience, while his films undeniably maintain their deep
Turkish roots.

Through the retrospective tribute held this year by the Thessaloniki International Film
Festival as part of its Balkan Survey section-which, besides the aforementioned films will
also include the Greek premiere of his latest feature film, Climates, as well as a short film
that has never before been screened in Greece-we would like to express our admiration
for NBC's most important contribution to world cinema and our confidence in his future,
which we have every reason to believe will be glorious.

Despina Mouzaki
Director of the Festival



Nuri Bilge Ceylan:

amo TV mapatpnon otV moinon

Nuri Bilge Ceylan 6gev eival pévo €vag and
Oxoug onovdalGTEPOLS EKNPAOMIIOVS NG VEAS
VEVIAG TOL TOLPKIKOL Kivnpatoypd@ov, annd emni-
ong K1 €vag anod Toug CNPAVIIKOTEPOLS auteur oKn-
voBéteg nov avadeixinkav tnv tehevtaia Sekaeria
OToV MaykGopio Kivnparoypd@o. O «xeipotexvi-
KOG» Tponog SouvNeldg Tovu, MoL OInpizetar O
HIKPOUG NpolnoAoyIoHovs, HIKpd cuvepyeia, epa-
oéxveg nBomololg Kar ovvdudzeral e TNV Npo-
OWIMIKA OLYYPAPN, KIvnparoypd@non Kal oKnvo-
Beoia, npocdibouvv oto Epyo Tov pia diakpitri npo-
OWMIKN ypa@n péca anod tnv onoia avantbooel pia
Biwpaukni Beparodoyia, «eoudzoviag oe cvvnbi-
1otopieg  ovvnBiopévov  avBp@dnwv».
AvtA@viag oLOTNHATIKG and TNV NPOCOMIKA TOV

OPEVEG

zwn Kai epnelpia, o Kivnparoypd@og touv eival
Babid avroBioypagikdg, cuvvict®viag €va HECO
KANAITEXVIKAG €KQPAONg Kal MPOCOMKAG evéo-
okonnong —aro v omnoia Sev Aeimel n elpwveia—,
péoa and 1o omnoio KAraPEpvel, SNmg £xel SNADCE!
K1 0 i610g va 100pponel Yuxikd. H naibikni tov nAi-
Kia, o yevéBAIOG TOMOG TOV, Ol OIKOYEVEIAKES TOU
oxéoelg (aAAd Kal ta péAn tng id1ag Tov g OIKOo-
YEVEIQG MOV CULMUEIEXOLV Ol TAWIEG TOVL), Ta
ovvaioBnipara kai o1 vnapflakég ToL AVNOULXIES,
SianAérovral pe  pobondaocia o’ va 1unpecoio-
VIOTIKG U@OG a@nynong Kai Kivnparoypd@nong
ka1 e§ugpaivovral o’ éva eBviké nAaioio avagopdg,
kabog Slapop@@vovtal Kal avantvooovial pHEoa
Ora OLHEPAzOPEVA NG CVYXPOVNG MPAaypHatkon-
1ag g x@pag tov. Méoa o' auvté to mAaiolo, o
Ceylan PETOLOIGVEL 10 MPOOWIIKG Kal T0 EBVIKG 0€
OIKOLHEVIKG, e€etdzovrag tny avBpdmnivn kardora-
on, v anéotracn nov vndpxel peradt 1wv avhpa-
nwv, m zon omv VnailBpo Kal tn OXEon TOL
avBpdnov pe i @on, v actu@idia Kai 1oV ovy-
XpOvo TpOMno zwng omnv MNoAn, TNV MVELHATIKA
Napakpn kal npoommnkni anofévwon, v nOiKn
10V KaNAIEXvN,

Me agempia mv nenoiBnon tov nwg «o1 dvbpw-
not Aéve pépara Kai nwg n adnbeia Bpiokerar o
avrd nov kpvBouv, [pe mv] npaypauxdinta [val
Bpiokerar oro BouBG Koppdu ng zwng pagy, o

Ceylan kdver éva MIVIHAMOTIKG Kivnpatoypd@o
nouv otnpizetal otn S1AKPITIKA naparipnon Kai v
Q@NYNUATIKA O1IKOVOMIa, Apetég nov avadeikviovy
v emppori t@v Chekhov, Ozu, Tarkovsky,
Bresson kai Antonioni. Apvolpevog va nel noAAd
1 va epnAakei ovvaioBnpatkd, o Ceylan npotipd
va vrovoel napd va Seixvel ta cvvaicOnipara 1wv
XApakIApwv 1oV, Sivovtag €ugaocn, péca and
povonhdva kai otaBepgs peoaieg Anyeig pe e§aipe-
K6 BdBog mediov, orig MIKPES AEMOMEPEIES, TIS
XEIPOVOMIES, TIG EKPPAOEIG, TIS KIVACEIG, QUVAKAAD-
TOVIAG TOV YUXIKG TOUG KGOHO péca and tn ol@nn
Kal TIS QAIVOMEVIKA aonpavies KaBnpepIveg oty-
pEs. Tavtéxpova, ano@evyel Tn HOLCIKA LIIGKPOL-
on MPOTU@VIAG TN XPHoN EVOS EKQPACTIKOL QUOI-
KOU X0V, MPOKEINEVOL VA QPWTICE! Ta cuvaiodripa-
1d TOLG, V@ emioNg XPNOINOMOIEl Kal Ta Kaipikd
@avépeva og emniéov oxohio. ‘Eral, n peAém kai
n Sigpeivnon NG zwNG T@V XAPAKINP@V TOL npay-
uaronoieital péoa oe XxapunAovg 16vVoug, Xapis Spa-
HATIKEG a@NyNPATIKES KOPLQMOEIS N avtnapabe-
oeig. H anoteheopauxdintd tov ogeietal oe peyd-
no Babud omnv €vrovn @atoypa@ikn tov aiobnon
Kal tnv aiobnuikn tov avornpdinta, npocdidovrag
oug ovvBEoeIg ToL anapduiAAn ATHOCPAIPIKGTNTA
Kal ALpIoPG Kal Kabiot@viag mv gikova ¢ €va
ané ta Bepeiddn cuotatkd NG APNYNUATIKNAG TOL
€kppaong. H kivnparoypdenon tov tomiov, 181aite-
pa TOL ENAPXIAKOU, EVO®MAT@VETAl Ndvia opyavi-
Kd otnv 10Topia Kai anoktd nparay@viouko poio,
kaBdg Sianvéetal and pia zoypaIkn eKPPACTIKN
noidtnta, Mov AEIOLPYEL WS HETAPOPd, WG EIKOVO-
ypd@non 1oL E€0WIEPIKOV KOOHOL T@V XAPAKIN-
pP@V.

H np@mn tov tawvia pikpot pnkovg, Kovkoud:
(1995), ovviotd éva Selypa ypagrig twv evdiage-
poVt@V tov oknvoBén, 1éoo Bepanikd oo Kai ot
Alotikd, avinx@vrag ta poriBa tov perénea £pyov
tov. £’ auriv, o Ceylan, otnpizopevog otig eIKOVES
Kal Kataypdgpovtag Toug QLaIKoUg AXoug Tov nepl-
BdAdoviog, «emotpéper» otov yevéBAio tono tov
NPOKEIPEVOL va ava@epBei otovg yoveig tov, otn
ovvdeon tov avBpdnou pe v @von, oto népacpa
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Nuri Bilge Ceylan: Observation as Poetry

uri Bilge Ceylan is not only one of the foremost
Nrepresentatives of the new generation of Turkish
cinema, he is also one of the foremost auteur direc-
tors who have surfaced in the last decade in interna-

tional cinema. His “manual” way of working relies on
small budgets, small crews, and amateur actors com-
bined with his personal approach gives his work a dis-
tinctly personal style through which he develops an
experiential subject matter “focusing on the ordinary
stories of ordinary people”. Systematically drawing
from his personal life and experience, his cinema is
deeply autobiographical, constructing a means of
artistic expression and personal introspection - from
which irony is not missing - through which he man-
ages, as he himself has said, to keep his psychological
balance. His childhood, his native land, his family
relationships (and the members of his family who take
part in his films), his feelings and existential questions,
are interwoven with fiction in an impressionistic style

of namrative and filmmaking, and are woven into a
national point of reference, as they develop and
change through events in his country’s contemporary
reality. In this context, Ceylan transforms the person-
al and national into the ecumenical, examining the
human condition, the distance that exists between
people, life in the countryside and the relationship of
man with nature, urbanization, and the modern way
of life in the city, spiritual decadence and personal
alienation, and the ethics of an artist.

Beginning with the conviction that “people lie and
that the truth is found in that which they hide, (with)
reality “being” found in the silent part of our lives”,
Ceylan makes a minimalist cinema based on discreet
observation and economy of namative, virtues that
demonstrate the influence of Chekhov, Ozu, Tar-
kovsky, Bresson and Antonioni. Refusing to say too
much or to get emotionally involved, Ceylan prefers
to imply rather than show his characters’ feelings,

NURI BILGE CEYLAN -
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TOL XPAVOL, ENAVEKTIP@VIAG TNV MAISIKA Tov NAIKIaQ

Kal npoo@époviag otov Beatri 1o otiypa 1ov Puxi-
OpoU ToU.

Baoiopgvn oe pia vouBéha tng adeAgrig tov, n
np@In Touv Tawia peydhov pnkovg, To xwplo
(1997), S1abpapatizetar orov témno Snov peydne-
o€ Kal agnyeital yeyovdra g naiSikig tov nii-
Kiag, péoa amd 10 MEPACHA IOV EMOXAV Kal TIG
epnelpieg g oikoygveidg tov. O Ceylan avaBid-
Vel pe moinukA gvaicOnoia v aypoukn arpo-
o@aipa Kai 1ovg pubuovs Tov XWPIoy TOV, NPOC-
Sibovtag pe tnv acmnpdpavpn @oioypagia pia
aioBnon vootadyiag yia tnv enoxn ekeivn. H apn-
ynon vioBetel n paud twv §vo naildidv, XovAia
Kal AR, Kai pag HETAQEPEL TOV TGO HE TOV OMoi-
ov avtdapBdvovral tov K6opo mov Tovg nep1BAn-
A&l ka1l ovvdpa Tovg S1apoPPAVEL.

Y1a Zvvvega tov Mdn (1999) o Ceylan enavép-
xeral orov yevédio téro kai ta Bépara tng @uong,
NG OIKOVEVEIQG, TV PETalh TOUG OXECEWV, MOL
avémue otV nponyospEVN TAIVIA TOV, MPOKEINE-
vou va oroxaotef ndvm ot Snpiovpyia tng Kai va
oxoNidoel KpItikd tnv Kivnparoypagiki Siadikaoia.
Aurtii n npooéyyion ano83unong tng Kivnparoypa-
ikng Siadikaociag aAAd kar anopvBonoinong tov
oKNVOBETN UAG PEPVEI OTOV VO TIS TAIVIES TOL 1pa-
vou «ovvodoinépouv» tov Abbas Kiarostami, Méoa
ano rovg edaiwves (1994) kai O dvepogs Ba pag
ndper (1999), avtiotoixa. O Ceylan, énag K1 o
Kiarostami, avthel ané tv aoteipevtn nnyn g
Npaypankomntag Kar agnyeitar pe napdépola
ZOYPAPIKN Kal MoIntikA evaiobnoia aniég 10topieg,
Xwpig oevdpio n enayyenparieg nbormololg, nov
anonvéouvv €va Baby oikovpevIKG avBpwous.

Zuvexizovtag and ekel nov orapdinoe pe ta Zuv-
vega tov Mdn, o Ceylan pe to Makpid (2002), oho-
KAnpdvel pia tpidoyia otnv onofa kdBe tawia
avinxei tnv dAAn kaBog avantdooeral Kal avage-
peral pe Kdnoio 1péno ndvw omv nponyospevn.
Xpnaiponol@viag toug idiovg epaoiéxveg nBonol-
olg, oe AANOLS GU®G XAPAKINPEG, N Talvia CLVEX-

261 v 10topia tov Movzagép (Muzaffer Ozdemir)
kai tov Zagér (Mehmet Emin Toprak), petagépo-
vidg tv otnv  Kevotaviivotnodn kai Kiizoviag pia
Siahekukn oxéon peradl tov xwpiov Kai Ing nénng,
10V NapeABOVIOg Kal TOV MAPGVIOG, TOL METUXNME-
vov, andd nvevpartikd oteipov, iavoolpevou Kai
0L dUEPYOL CLYYEVH TOL MOV EpPXETal va avaznin-
OEl KI autég Ty T0Xn Tov otn pntpénonn. Aieiodvo-
VIAG OTOV E0WIEPIKG KGOHO auidv tov 800 xapa-
kipwv, o Ceylan @udxver éva noprtpaito tov ooy-
XpOVOUL TPANOoL zwhg ot peyahovnonn (aAAd kai
g 8ikrig tov KwvoravtivovnoAng, v onoia ava-
Selkviel oy tavia oe évav akopn Xapaktripa),
Kai pag piAd yia v ano§évwon Kai tn pova&id, v
EMepn eMKOIVGOVIAG, TV An@dNEld Twv Yevdal-
ofioeov Kal v andotaon petafl 18avikdv Kai
npayparksntag.

Yinv tehevtaia tov tawia, KAjuara aydnng
(2006), o Ceylan emikevip@veral §avd om ovvai-
ofnpatki anéoracn nov X@pizel Iovg avBp@Noug,
auti T @opd, efetdzovidg th péoa and v oxéon
dvdpa-yuvaikag Kupiwg and t pepid tov Gudpa,
napovoldzovidg pag ta tehevtaia orddia tng oxE-
ong evég zevyaploy HECA ArG Tn HETAQOPIKN EVA-
Dayn tov enoxdv. H napovaia tov i610v tov okn-
voBémn kai tng yuvaikag tov Ebru orouvg nparayw-
VIOTIKOUG pGAOLG, aNAd Kal ToV YOVE®V Tou (mou
efval napévieg o’ GNeg TOL TIG TAIVIEG), OX1I HOVO
npoodiSovv upia emnAéov Sidotacn crov nén
LNAPXoVIa MPOC®MKGS Tévo, aMdd avaSeikviouvy
yia pia aképa @opd v eyyointa petagl g npay-
paukdintag Kai ing pubonAaociag oto €pyo Tov.

H kivnpartoypdenon oe Bivieo vynirig gukpiver-
ag Kal n npooeypévn Siaxeipion tov NXov Oro
soundtrack avadeikviouvy avriotoixa m Qwroypa-
@ikn 8eflotexvia Kal v eKQPactIkn akpiBela tov
oknvoBEn, KaB®g Kal v EMKEVIPOON TOL OTIg
MIKPEG AEMOUEPEIES, HEOA anG TIG OMOIES EMITLYXd-
VEl VA QWTIZEl TOV E0WTEPIKG KOGOUO Kal TNV PuXo-
Noyia T@v Xapakmpwv Ttov.

H napotoa povoypagia oe ovvdvacpd pe v
napovoiaon oL CUVOAIKOY TOL KIVNUATOYPAPIKOY
€pyou Kal tnv €kBeon Qaroypagiag oto NAAiolo Tov
470v PeonBdn Kivnparoypdgov Osaoatovikng Kai
tov Tpnparog «Mauég ota Bahkdvia», anotedovv
uia npoondBeia va avadeifovv Goo 1o Suvardv
nAnpEotepa To £pYo ToL HeYAAoL ToUpKOL Snpiiovp-
yoU otn véa yevid Tov KIvNparoypa@o@iiov Kowou
g Oecoadovikng kai va emBeBaidoovv nag o
KIvnparoypd@og ovviotd pia yépupa @idiag Kai eni-
Kowaviag perafi twv 8o yemovikdv Aadv.

Anpritpng Keprivég
Ynei6uvog INpoypduparos

6 / 47° QEZTIBAA KINHMATOTPAQOY GEZZAAONIKHZ - NURI BILGE CEYLAN



emphasizing, through long takes and steady middle
shots with extraordinary depth of field, small details,
gestures, expression, movements, discovering their
psychology through silence and seemingly trivial
everyday moments. At the same time, he avoids
background music preferring the use of an expressive
natural sound to highlight their feelings, while also
using the weather as added commentary. Thus, the
study and exploration of the lives of his characters is
carried out in undertones, without dramatic climaxes
or confrontations. His effectiveness in large part is due
to his striking photographic vision and his aesthetic
severity, which imbue his compositions with incom-
parable atmosphere and lyricism, and render the
image as one of the core components of his narrative
expression. The photography of the landscape, par-
ticularly of the countryside, is always organically
incorporated into the story and takes on a leading
role, driven as it is by the expressionist quality of
painting, that functions as a metaphor, as the illustra-
tion of the characters’ inner lives.

His first short film, Cocoon (1995), constitutes a
sample of the method and interests of the director,
both thematically and stylistically, echoing the motifs
of his latter work. In this film based on images and
natural sounds of the environment, Ceylan “returns”
to his birthplace to refer to his parents, the connection
between man and nature, the passage of time, to
reevaluate his childhood and offer the imprint of his
psyche to the viewer.

Based on a novel by his sister, his first feature film
The Small Town (1997), takes place in the land he
was raised in and narrates incidents from his child-
hood, through the changes of the seasons and his
family's experiences. Ceylan relives with poetic sensi-
tivity the rural atmosphere and the rhythms of his vil-
lage, using black and white photography to give a
feeling of nostalgia for those times. The namative is
through the point of view of two children, Hulya and
Ali, and transports us to the manner in which they
perceive the world that surrounds them and at the
same time, shapes them.

In Clouds of May (1999), Ceylan returns to his
birthplace and to the subjects of nature, family, and
the relationships between them, that he developed
in his previous film, in order to meditate on its cre-
ation and to critically comment on the cinematic
process. This deconstructionist approach to the cin-
ematic process and also the director's demystifica-
tion brings to mind the films of Iranian “fellow trav-
eler” Abbas Kiarostami, Under the Olive Trees
[1994] and The Wind Will Canry Us [1999), respec-
tively. Ceylan, like Kiarostami, draws from the well-
spring of reality and recounts with a similar poetic

and painterly sensitivity simple stories, without a
script or professional actors, redolent of a deep, ecu-
menical humanism.

Picking up where he left off with Clouds of May,
Ceylan completes the trilogy with Distant (2002);
each film echoes the others as it develops and in
some way refers to the previous one. Using the same
amateur actors playing other characters, the film con-
tinues the story of Muzaffer (Muzaffer Ozdemir) and
Safet (Mehmet Emin Toprak), relocating it to Istanbul
and building a dialectical relationship between the vil-
lage and the city, the past and the present, the suc-
cessful but spiritually sterile intellectual and his unem-
ployed relative who also comes to seek his fortune in
the metropolis. Penetrating the inner world of these
two characters, Ceylan creates a portrait of the con-
temporary way of life in the big city (and also of his
own Istanbul, which he creates as a character in his
film), and speaks to us about alienation and loneli-
ness, the lack of communication, disillusionment and
the distance between ideals and reality.

In the latest film, Climates (2006), Ceylan once
again focuses on the emotional distance that divides
people, this time examining it through the relationship
between a man and a woman, mainly from the point
of view of the man, showing us the final stages of the
couple’s relationship through the metaphor of the
changing of the seasons. The presence of the director
himself and of his wife Ebru in the leading roles, as
well as that of his parents (who are present in all his
films) not only gives an extra dimension to the already
personal tone, but also highlights the proximity
between reality and fiction in his work once again.

The use of high definition video and the careful
handling of sound in the film's soundtrack highlight
the director's photographic artistry and expressive
precision, as well as his focus on small details through
which he succeeds in shedding light on the inner
world and psychology of his characters.

This present monograph, combined with the
presentation of his entire film and photographic
work in the context of the 47th Thessaloniki
International Film Festival and the Balkan Survey
section, is an attempt to present, as comprehensive
as possible, the great Turkish director’'s work for
Thessaloniki’s younger generation of cinephiles,
and to reaffirm that cinema is a bridge of friendship
and communication between the two neighboring

peoples.

Dimitris Kerkinos
Programme Coordinator
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01 taivieg tou Nuri Bilge Ceylan

Tou Yusuf Giiven
2tn pviun tov Mehmet Emin Toprak

TOUPKIKGG KIvnparoypd@og, pazi pe oNGKANpo
Otov evpwnaiks, Biwoe pia moAs peydin Kpion
otig apxég g Sexaertiag tov '90. Eve o1 elonpdeig
IOV Taviedv tov XoAyouvvt avéBaivav 6o Kai nepio-
OGTEPO XApn OTO EVOIAPEPOV TV VEGTEPDV YEVEWY,
1@V avabpeppévav pe Tig veo@ineNebBepes adieg tng
Sekaetiag tov ‘80, ka1 Xdpn Oto QVIIKILIO TOL MONI-
TOTIKOV 1UMEPIANIOPOU, TO KOG TV EBVIKAV Kivn-
paroypagidv peiwvotav Spapatkd. H Abon ritav
noAy anAni: va noheunBei 1o XSAyouvt pe ta Sikd
0L 6nAa, mpdypa nov SnpovpyNoe €va Mony Qave-
p6 81xaopé otov TOUPKIKO Kivnparoypd@o. Ané tn
Hia HEPId, Ol EPMOPIKES TAIVIEG MOV EYIVAV EMITUXIES,
avlypAQovIag T TEXVIKES Kal tn Spapatkni Sopn
TOL APEPIKAVIKOL Kivnparoypdpov. Teroleg taivieg
Mpoopizovtav pévo yia v vidma ayopd.

Ané v GAAn pepid, pia véa yevid oknvoBeTdY
ApXICE va yupizel TIG TAIVIES TNG HE TOV SIKS Tng, Mo
OIKOULHEVIKO OE OXEON HE TIG EMMOPIKEG TAIVIES,
1pono. Ala@opeTiKof and ToVg MPOYEVECSTEPOLS OKN-
voB€teg, avrol o1 Vol ity Napay@yikoi Ki EMTuxn-
pévol orn 8inynon tav SIKOV ToLG 10ToPIOV. TEToIES
tavieg Sev eival ebkoNo va kamnyoplonoinBovv —kai
Sev Ba 1aNé€w v edKoAn A¥on va 1§ AnoKaNEam
«VEO TOUPKIKO KIVNPATOypdQo»— HNOPOUHE GU®S va
e€aydyovpe kdnola kowd xapakinpiotukd. Kar
apxdg, o1 MEPICOGTEPES ival LIVILAAIOTIKES OXI HOVO
and dnoyn npobroAoylopoV aAAd Kal CLVEPYEIOL.
Mepikoi oknvoBéteg, 6nmg o Nuri Bilge Ceylan, nai-
zowv KIGNag oug SIKES Toug tawvieg. Aevtepov, Ot
avtiBeon pe v av§avépevn évtaon tng Koweviag,
ol 10Topieg Tovg Aéyovtal P’ évav noAv avlpadmivo
IpONo, aKGpa Ki Gtav npoKeital yia noAmkn tawia.
[Miotebw nwg aképa Kai o1 tavieg pe ta mo dypia
Bépara, petagopikd Sivovv Eugpaon orov avBpwni-
opo. Tpitov, nap’ 6u o Yilmaz Giiney e§akohovBef
va anotenel 10 Baoiké onpeio avagopdg yia tov
TOUPKIKO KIVNUATOYPAQo, Ol EMPPOES TV VEQV
TOUPK®V OKNVOBETOV Mpogpxovial Kupiwg and to
e€wrepikd, ané oknvobeteg 6nwg o1 Ozu, Tarkovsky,
Antonioni, Kiarostami kai ovyypageis dnwg o
Dostoyevsky k1 o Chekhov. Téhog, eva 1o evBiagé-
POV TOL EYXDPIOL KOIVOU YIa TI§ VEEG TOVPKIKES Tal-
vieg peidverar Adyw g Kupiapxiag tov XéAyouvt
omv ayopd, n 8iebvig Snpotkdinta @V TAVIGY
avtdv oradiakd av€dverai,

O Nuri Bilge Ceylan eivai o nio yvootég Ki enitu-
XNUEVOG EKNPSomog tng véag avtrig yevidg. pv
apxioel TV Kivnparoypa@iki tov kapiépa, o Nuri
Bilge Ceylan ritav enayyehpariag @wroypd@os.
[Gpioe v npdin tov tavia Kovkoud, mnov ritav
pikpoU urikoug, 1o 1995. Metd to Kovkoudr yipioe
1éo0epig Tavieg peydnov prikovs. To xwpio (1997)
ovppereixe oto tpripa tov «Emfonpov INpoypdppa-
10¢» Tov PeouBdn tov Bepohivov. Ta Zovvepa rov
Mdn (1999) emAéxOnkav yia 10 Alay@viotké
Turpa tov PeouBdn tov Beponivov. To Makpid
(2002) kai ta KAjuara Aydnng (2006) naixOnkav
kai 1a 8vo oro Alayaovionké Turipa tov PeouBdr
tov Kavav. To Makpid eivar n mo Suvarri tov tai-
via, mov képdioe 10 «peydno BpaBeio» kai 1o Bpa-
Beio KaAutepov HBoroiov otig Kdveg. To Meydho
BpaBeio tng Kpukrig Enponnig tov Makpid ritav
opdonpo yia tn Sieburi Snpotikdtnta Kai 10 KUPog
0L TOLPKIKOU Kivnparoypdgov. O Ceylan agiépw-
ot 10 BpaBeio orov Yilmaz Giiney nov pndpeoe va
kepbioel 1o ib10 BpaBeio, eikool xpdvia npiv.

Yinv npaypatksinta, n avagopd tov Sev nrav
tinota nepioodtepo and va €i60g XaIpETIoHOU otIg
NPONYOUUEVES VEVIEG TV TOUPK@V oKnvoBetav. Ki
auté yiati 0 WIVIHANIOTIKGS KIVNPAToypd@og Tou
Ceylan anéxel noAV ané ug onovdaieg MOAMIKES
tawvieg tov Giliney, mov aneikévizav v odvvnpn
HETapdpE®ON NG TOUPKIKNG Kovaviag t Sekastia
tov '70. Tap’ 6Aa auvtd Bprike €va onpaivovta
TpOno va Agel TG 10TOPIES TOL KI avakdAuye andov
g pizeg ToL Kivnparoypdgov tov. Ztov Ceylan Sgv
ap€oel n ouvepyaoia pe peydAo ovvepyeio, OUTE 10
Ayxog va opyavavel Toug avBp@nouvg oto OKNVIKG,
yeyovog nov kaBdpioe 1o otud tov. [pdger pévog
1a 0ogvdpld Tov, Xelpizeralr Hovog Tov v KApepa,
KAVEl 10 povrdz, €xel naifel akopa Kai 1ov KUpio
pého ota KAjuara Aydnng. O1 tavieg tov yupizovtai
HE HVIPANIOTIKG Tpono. Agv TOL apECEl va PETaKl-
vel 181aftepa v Kapepa Ki autd ovviehel o Snpi-
ovpyia TOL Kivnparoypa@ikoy touv Vgouvg. Or
nepioodtepol nBonoloi, €181KA 01 NPWIAYWVIOTES,
eival epaonéxveg. Eival ouyyeveig, yvworoi i @ihol
T0L OKNVOBEN.

O1 10t0pieg tov Ceylan aneikovizovv v anAn
ZeN TOL XWPIKOV, MOV AVNOLXEI yia 10 HEANOV Kal T
zon yevikotepa, addd kai yia m povafid kai v
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The films of Nuri Bilge Ceylan

he cinema in Turkey, as in all of Europe, expe-
Trienced a very deep crisis at the beginning of the
'90s. While the box office of Hollywood films was
becoming more successful due to the interest of
younger generations raised with the neo-liberal val-
ues of the '80s, and also the impact of cultural
imperialism, the audience for local cinema was
decreasing dramatically. The solution was very sim-
ple, to fight Hollywood with its own weapons,
something that created a very clear distinction in
Turkish cinema. On one hand were commercial
films which became successful by copying the tech-
niques and dramatic structure of American cinema.
These films were only for the local market.

On the other hand, a new generation of film-
makers began to shoot their films in their own way,
in @ more universal manner, compared to commer-
cial films. Different from earlier directors, they were
prolific and successful in telling their own stories. It
is not easy to categorize these films — and I will not
choose a simple solution such as calling them “new

By Yusuf Giiven
In memory of Mehmet Emin Toprak

Turkish cinema” - but some common characteris-
tics may be discerned. First of all, most of the new
films are minimalist not only in terms of budget, but
also of crew. Some directors such as Nuri Bilge
Ceylan, also act in their own films. Secondly, con-
trary to the growing tension in society, the stories of
these films are told in a very humanistic way, even
in political films. | believe even films with the most
brutal subject mater metaphorically emphasize
humanism. Thirdly, although Yilmaz Giiney is still
the main reference for Turkish cinema, the influ-
ences for new Turkish filmmakers come mostly
from abroad, from directors like Ozu, Tarkovsky,
Antonioni, Kiarostami, or writers like Dostoyevsky
and Chekhov. Finally, while the interest of local
audiences for new Turkish films is decreasing
because the market is dominated by Hollywood,
the international popularity of these films is gradu-
ally increasing.

Nuri Bilge Ceylan is the most well known and
successful representative of this new generation.
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anofévmon tng peocaiag tdfng. H ovykpovon avd-
peoa o' avtd ta 6vo Baoikd Bépata Snpiovpyef v
évtaon. O eknpdownog g pecaiag t1d§ng npoora-
O¢ef efte va ekpetahAevtel 10U XWPIKOVG (Zuvvepa
tov Mdn) i va toug anoguyel (Makpid), av &ev tov
gival xpnoipol.

O1 10t0pieg tov Ceylan Siadpapatizovial and v
enapxia péxpr v Kovoravuvovnonn. Ki o1 téooe-
pIG TaIVIES TOL OXetizovtal petagl tovg anhdzel pévo
n eotiaon. To XwpIo QINOIEXVEL TO MOPTPAITO TOL
enapxidm Tovpkov. [potaywviotig eivar o vea-
p6g Zagér (Mehmet Emin Toprak) nov npoonaBef
va @udgel to pEANOV TOV, Ol EVKAIPIES CUWS G €va
xop16 eival noAy nepiopiopéves. [ap’ 6u n kabn-
pepivi poutiva enavadapBdverar ovvéxela, oL
apéoel nov ze1 ekel. KataAaBaivel, pe kdnolo tpono,
noéoo cvvOeBEPEVOG efval PE TO HIKPG auIO PEPOG
Kal Toug avBp@nouvg Tov, Grav Qevyel yia va KAvel
10 OTPATIOTIKS TOL. Me TG MPoobokieg kal ta oxedia
TOL yIa T0 HENAOV, O ZAPET EKMPOCMIIEL TNV MPOO-
Sevtikn nhevpd tng avbBpwnaorntag, eved 6Aa ta dAa
HEAN TNG OIKOYEVEIQG TOL £XOLV 116N KAVEl Auté mov
nBedav otn zon Tovg, Ki €xovv N&N apxicel va orpé-
@ovrtal oto napeNdév. H oikoyévela tov Siagwvel
@LOIKA HE Ta OXEBIa ToL LAPET, YEYOVSS MOL TOVi-
zel 10 xdopa avdpeoa oug yevieg. Extég and tov
Za@ET Kal Toug Mo NAIKIOPEVOUS EKMPOTMIIOVG TNG
olkoyévelag, n tavia Seixvel eniong ta naibid g
oIKOYEVEIag anhd Kal ToL SNUOTIKOY OXONAEIOL TOL
X@ploU, mov eival agedn, nepiepya Kai omv efe-
PELVNTIKN AON NG Z@WNG TOLG. ZTa ZUVVEQA TOUL
Madn évag véog ripwag npootiBetal omv 10Topia,
€vag oknvoBEIng ané t peydAn néAn mov €pxeral
O10 X®PI6 yia va yupioel v tavia tov. O Movza-
@ép (Muzaffer Ozdemir) avoropovei va yopicer pia
tawia yia v naidikni tov nAikia Kai Sev tov evdia-
@Epel Kaveévag an’ toug Tpiyvpm tov. Kivnparoypa-
@el KpuPd v KpeBarokduapa TV yovidv Tov Kai
Néel pEpara otov Zager, nov BENel v\ agrioel 1o
X@PIO 1oL yia va Bpel kaAvtepn SovAeld otn peyd-
An noAn, Aéyovidg tov 6u Ba tov BonBroer Srav
€pBer omv KavoravtivotnoAn. O Zagér, énwg kai
oo Xwpio, Sovdevel eBehoviikd wg BonBAg tov
Mouzagép ki aviinpoownetel Tov Xopiké nov BgAel
nepIoootepa an’ 6oa PMopel va 1ov npoo@Epel n
enapxia, avn t @opd Opwg eival mo duecog Kai
anndg, npdypa nov karadeikvvel tn Siagopd avd-
peoa oug 6vo tawieg. To xwpid frav pia tavia yia
v naibikri nAikia tov Nuri Bilge Ceylan, o onoiog,
Hia @opd Ki éva kaipd, ofyovpa NOeAe va @uyel Ki
avrég an’ 1o Xxwpié 1ov oav tov Zagér. Kabdg n
OLYKEKPIPEVN Talvia agopd 1o napeAddv, anorteei-
tal ané éva Kpdpa avapvioewmv kai BiBAimv —n.x.
Noyotexvikdv- nov 8idBaze o Ceylan. ' auté o

Aéyo eivar kai mo Aoyotexvikh. Ané tnv dAAn, ta
Zuvvepa tov Mdn eivai pia tavia yia to onpepa, oi
Si1dhoyor eival mo Guecol Ki n SIGAEKTOG MO TOMKNA.
O Zagér Sev pinder ma oav fipwag iotopiag tov
Chekhov.

O Movzagép ekpetanAeveral 1ovg nAvies oro
XWPI6 Kai §eXvd TIG LMOOXETEIS TOL APEOWS HOAIS
tedeidoel v tavia tov. H napovoiaon tov Movza-
@Ep WG HIKpoaotoy ané tn peydAn néAn ouvvbEel
v 10Topia pe v Tpitn tavia, 1o Makpid, énov Ba
0V yV@pioovpe KaAUtepa. Auté mnov Kdvel 1600
netvxnpévo 10 Makpid, eKt6G ané 10 WPIPGTIEPO
Kivnparoypa@iké otwd tov Ceylan, eivar n avuna-
pdBeon avdpeoa otovg Vo Baoikols ripweg TV
6o mp@twv tawviev: tov veapé dubpa ané v
gnapxia Kai 1ov eknpéomno g peoaiag taéng.
Auti i @opd ta ovépard tovg eivai [ovoov kai
MaxpoUrt avtiotoixa. Le avaziAtnon KaAGTEPOL HEA-
AOVIOG Kal OIKOVOMIK@V ouvBnkav, o [ovcolg
eyKaraneinel 1o Xwp1o tov, yia va €pbel omnv Kav-
otavtivolnoAn Ki 6nwg noAdoi dAAol ECWIEPIKOL
peravdoreg omnv Touvpkia, Vel Pe Tov cuyyevn Tov
Maxpout. O Maxpott, §vag @atoypd@og nov €xel
xdoel ta 18avikd tov, €xel ovpBiBaotei kai zel pia
TUMIKA PECOAOTIKN zwn, €ival oAV EMQUAAKIIKOS
o10 va Weivel onitl tov o emokemng. H ovykpovon
eival §exkdBapn: o Zagst €xer emBupieg, PAxvel
Souvleld ¢’ éva kapdBl, yia va @iyel oto e§TePIKO,
Kal napakoNovBei Kpued pia veapn Konéha embu-
p@vrag pia oxéon. Ané v didn, o Maxpout Bidver
gva eibog rard®Aiyng. INpoonabei va ano@iyel
10U avBp@MOLS Kal MPOTIPA va z€l OT0 KOLUKOUAL
0L X@PIG va Kdvel tinota. [ap’ 6Aeg g npoond-
Beieg tov [Novoovy, o Maxpour apveitar va Snpi-
ovpyricovv onoladnnorte oxéon Ki o [1ovooip @ev-
yel an’ i zen tov Maxpout téoo §aguikd 600 ripe.

Ta KAipara aydnng enikevip@vovral atov Mouvza-
@ép / Maxpour, tov pecoaoctd npma. Avtn m @opd
ovopdzerar ‘loa, avupetwnizel npoBAnpara pe mv
konéha tov Mnaxdp kai Bidvel tv kpion tng péong
nhikiag. [NapakohovBdviag g Kahokaipiveg Siako-
nég oL zevyapiov, KarahaBaivovpe Nwg n oxéon
T0UG €XEl PTACEl OF TETOI0 ONYEIO MOV SV UNopovv
va avié§ouv o évag tov dAdo. Xwpizouvv, n zn
Opwg Sev npoo@Epel nmoMd npdypara orov loa
nov ovvdmel pia a§loBprivnin oxéon pe pia nahid
tov @iAevada ki ol npoonabei va ta Savagudtel
pe v Mnaxdp. Eivar evSia@épov va 8e1 kaveig ta
KAiuara aydnng yia va naparnprioel tnv e§Ai€n tov
KIVNHATOYpa@Ikoy OTtud Kal TV I0TOPIGV TOL
Ceylan. Aev vopize Gpag 61 n CLYKEKPINEVN TaVIa
eivai téoo Suvarn 600 o1 nponyoUHEVES Tou yia S0
Adyous. [Mpatov, kabBdg eondzer otn povalid kai
mv anofévaon tov pecoactol duSpa n 1otopia
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Before his career in cinema, Nuri Bilge Ceylan was
a professional photographer. He made his first film
Cocoon, which was a short, in 1995. After Cocoon
he made four feature films. The Small Town
(1997) was in the “Official Selection” section of the
Berlinale. Clouds of May (1999) was chosen for
the Berlinale competition. Distant (2002) and
Climates (2006) were both at the Cannes Film
Festival in competition. Distant is his most power-
ful film, which was awarded the “grand prix” and
best actor prizes in Cannes. The grand prix for
Distant was a milestone for the international popu-
larity and prestige of Turkish cinema. Ceylan ded-
icated this award to Yilmaz Giiney who won the
same prize 20 years ago.

In fact, this remembrance was nothing more than
a short of farewell to the preceding generations of
Turkish filmmakers, because Ceylan’s minimalist
cinema is far from the great political films of Giiney,
which portrayed the painful transformation of
Turkish society in the '70s. Nevertheless he found a
significant way to tell his own stories and the roots
of his cinema are found elsewhere. Ceylan does not
like to work with a big crew and dislikes the anxiety
of organizing people on the set, a fact which deter-
mined his style. He writes his own scripts, uses the
camera himself, does the editing and even played
the main role in Climates. His films are made in a
minimalist way. He does not like to move his cam-
era much and this contributes to his style of cine-
matography. Most of the actors, especially the lead-
ing roles, are amateurs. They are relatives, acquain-
tances or friends of the director.

The stories of Ceylan depict both the simple life
of the countryman worried about the future and
life, and the loneliness and alienation of the middle
class. The conflict between these two main themes
creates the tension. The middle class person either
tries to exploit the country people (Clouds of May)
or avoid them (Distant) if they are not useful to him.

Ceylan’s stories take place from the provinces
through to Istanbul. All four feature films are con-
nected to each other, only the focus changes. The
Small Town paints the portrait of provincial Turkey.
The main character is young Saffet (Mehmet Emin
Toprak) who is trying to build a future for himself,
but the opportunities in a small town are very limit-
ed. Although everyday routine is constantly repeat-
ed, he likes living in this town. He understands that
he is somehow connected to this small place and
the people of his town when he goes off to military
service. With his expectations and plans for the
future, Saffet represents the progressive side of
humanity, while all the other members of his fami-

ly have done what they wanted to do in life and
have already begun to live in the past. And, of
course, his family is against Saffet’s plans which
underscores the generation gap. Besides Saffet and
the elder representatives of the family, the film also
looks at the children of the family and the town’s
primary school who are naive, curious and in the
exploring phase of their lives.

In Clouds of May a new character is included in
the story: a director who lives in the big city comes
to the small town to make his film. Muzaffer
(Muzaffer Ozdemir) is very eager to shoot a film
about his childhood and ignores everybody. He
shoots his parents’ bedroom secretly, lies to Saffet
who wants to leave the town for a better job in the
big city and promises to help him in Istanbul. Saffet,
as in The Small Town, works as an assistant to
Muzaffer as a volunteer and represents the provin-
cial who wants more than the coyntryside can offer
him, but this time he is more direct and simple
which marks the difference between the two films.
The Small Town was a film about Nuri Bilge
Ceylan’s childhood who, once upon a time, cer-
tainly wanted to leave like Saffet, and because it is
a film about the past it is composed of a mixture of
memories and books - e.g. literature — Ceylan read.
That’s why it is more literary. On the other hand,
Clouds of Mayis a film about the present day, and
dialogues are more direct and local. Saffet no
longer speaks like a character from Chekhov's sto-
ries.

Muzaffer exploits everyone in the small town and
immediately forgets his commitments once he has
finished his film. The introduction of Muzaffer as a
middle class person from a big city connects the
story to the third film, Distant, in which we will get
to know him better. What makes Distant so suc-
cessful, aside from the maturing cinematographic
style, is the confrontation of the two main charac-
ters of the first two films: the young man from the
rural area and the middle class city person. This
time their names are Yusuf and Mahmut, respec-
tively. In the search for a better future and eco-
nomic conditions, Yusuf comes to Istanbul from the
small town and, as many other immigrants in
Turkey, he stays with his relative Mahmut. Mahmut,
a photographer who has lost his ideals, compro-
mised and is living a typical middle class existence,
is very reluctant to have his visitor stay with him.
The conflict is very clear: Saffet has desires, search-
es for a job on a ship to go overseas, and secretly
observes a young girl in search of a relationship; on
the other hand, Mahmut experiences a kind of
depression. He tries to avoid people and prefers to
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Xdver v nohveninedn, noAvbidotatn Souri g,
Aettepov, o npwag 6w €xel MOANG Koivd otoixefa
HE T zon tov 510V Tov oKNVoBEN KI auté pdAhov
epnodizel tov Snpiovpyo va Siatnpicel tv anéora-
on tov. Térolov eidoug taivieg, dnwg eKeiVeg Tov
Antonioni il tov Bunuel, yivovtar evéiagépovoeg av
o oknvoBéng kpardel v anéortacn tov and tn
pecaia ta€n €01 Wote va unopel va mv napaxo-
Novbei §exdBapa Kai va Kpikdpel évtova Kai oap-
KAOTIKA TOV MIKPOACTIKG TNG KOUPOPHIGHO.

Ztov Ceylan apéoel va nepipeperal pe tnv KApe-
pd toL Kai v’ akohouvBei Tovg ripwES Tov, yia v’
anokaAvmIel tn oX€on Tov avBp@nov pe tn @uon.
And Ty np@Tn TOL MIKPOL HAKOLG HEXPI TNV TEAEL-
taia tov Tavia, n @VonN naizel onpaviiké péAo oto
€pyo tov. O Bearrig Kadeftal va v naparnproel
PEom TNG KAPEPAS Kal TwV Np@®v. AKSHA Kal otnv
npa@tn tov tavia Kovkoudl, Seixvel 6évpa, xopd-
@ia K1 éva notdul. H pori tov vepoV, cuykekpIpE-
va, aneikovizeral P’ €va noAv TapKOPOKIKG TPOIO.
Z1G ENGUEVES TaIVIES TOL 0 OKNVOBEING avakdiv-
Ye Tov SIKG TOL MPOCWMIKG TPAMNO va KIvnparo-
ypagel tn @von. Ta idia oroixeia epgavizovral
€avd oto Xwpio og @dévio g 1otopiag. Eved n
pehayxoNIkh atpéogaipa eival n Kupiapxn S1dOe-
on oto Xwpid, ota Xuvvepa rov Mdn pnopoVpe
enfong va Siakpivovpe tn xapd Kai 1o dyxog tng
Snpiovpyikdntag. Efvar pia tawia ndve oro yopi-
opa tov XwpiouU Kal og aviiBeon He TIG IPWIES TOL
8v0 taivieg efval éyxpmpn Kai yopiopévn v Guol-
&n. H pedayxodia epgavizetar §avd oo Makpid,
KaBdg nepnardue OTOLG XIOVIOHEVOULS SpGHOLGS
mg Kovoraviivovnodng nicw an’ tov [ovoote
Kdal PHo1pazOPacte TI§ QUVNOULXIES TOL yia TN zZen Kal
10 péAdov tov. Zinv tehevtaia tov tawia, KAijuara
aydnng, n @UON MAizel ONUAVIIKOIEPO PONO OE
omuké eninebo Sev ennpedzel Gpuwg dueoa Tovg
xapaktripeg. AviiBeta, oe obykpion pe TG mpon-
YOUpEVES TaIvieg, nével pakpid and m 81dBgon twv
nporayoviotov. ‘Onwg Seixvel Sumg Kal to dvopa
ng tawiag, ta KAipara aydnng Seixvouv e1kéveg
ané Siagopenikég enoxég tov xpovov. O Ceylan
Sev mpoonaBei va napabéoel v opop@id tng
@bong N piag eikévag. AviiBera, npoonabei va Sei-
€1 eowrepikég BiaNekTikég (tov advao KUKNO NG
@UONg eVAVTIA OTO XPOVIKG MAAIOIO TV YLPIoUG-
1wv) Kal e€wreplkég Siahekukeég (tig npoodokieg,
TG avnouxieg Kai ta ovvaioBiipara tov avBpdnov
anévavr o @uvon) pe onukd péoa.

“Eva &uvvaré oroixeio nov cupBaAier otov peaii-
op6 1oL Kivnparoypdgov tov Ceylan eival o1 nBo-
noiof. O Ceylan xpnoiponoief 1o nAgovéknpa evég
HiKpoU ovvepyeiov, yia va xahap@oel toug nborol-
01¢ 10V 600 10 HLVATGV NEPICOGTEPO, KAl Va TOUS

KAvel va naf§ovv QUOIKA. ZeKiVNoe xpnoIgornois-
VIag TNV OIKOYEVEId Tov Kal ywwotols Tov ané v
[p@IN 1oL MIKPOU UAKoUG Péxpl ta Kai ta KAfuara.
O natépag tov, M. Emin Ceylan, kai n untépa tov,
Fatma Ceylan, éxovv péhoug oe kGBe tov tawia
kai ivovv Aapnpég epunveies. H mo zoviavi oty-
uri ota Kdiuara eivar 6tav epgavizetar o narépag
0V Yop@vIag €va udhAvo kanéno. Tov veapd ané
10 Xwp16 vrodvOnke 0 Mehmet Emin Toprak, ouvy-
Vevrig Tov oknVoBETn, Mov zoVoE Mpaypatkd orov
yevéBAio t6mo tov Ceylan tnv enoxri nov ekeivog
yUpIzZE TG TPEI MPHTESG TOL TAIVIEG, KI e§EAIOOE TIg
EPUNVEVTIKEG TOL IKAVOINIEG Tavia pe v tavia.
Avotuxdg, xdOnke o' éva tpoxaio Suotixnpa nov
—Tpayikn eipwveia— €polaze pe v e§agdvion tou
oto téNog Tov Makpid. ApXIOE WG EPACITEXVNG Ki
éylve €vag amd toug Mo onpaviikoug nboroiolg
TOUL HOVIEPVOUL TOUPKIKOUL Kivnparoypdgov. Ovte o
ovpnpraywviotis tov Mehmet Emin Toprak ora
Zuvvepa tov Mdn kai oto Makpid, Muzaffer
Ozdemir, mov €naize tov xazé L XWPIOY OTO
Xwpio, ritav enayyedpatiag nBonoids. Eivar apxité-
KIOVAG, €KAVE OP®G TG00 EMITUXNUEVN KAPIEPA WS
nBonoidg doo kar o Toprak. [a tov Adyo avtd €Aa-
Bav efnuiceiag 10 BpaBeio kaAtiepov nBomoiot
oro Alayaviotiké Turipa tov PeouBdi tov Kavav
yia v eppnveia tovg oto Makpid. O Muzaffer
Ozdemir evodpkmoe 1600 TV KakevTpexn npéBeon
anévavil otovg avBp@noug Tov Xwplov ota Zuvvve-
@a tov Mdn, 600 Kal TovV KpUo, HOVAXIKG Ki ano-
HaKpo mperaymviotn t1ov Makpid Ki anelkovioe
noAV emrtuxnpéva TNV MEPIQPOVNIIKIA Otdon Kai
1wV 800 np@wv anévavi orovg dAdouvg avBpd-
noug.

O Ceylan €yve n mo onpaviki pop@n tov 1ovp-
KIKOL Kivnpatoypdgov perd tov Yilmaz Giiney,
1600 ot eBvIKS 600 ka1 ot Siebuég eninedo. Me 10
£€eNlOOGHEVO KIVNPATOYPAPIKG TOL OTLA avakdiv-
e éva véo ibog peatiopoy, avBeviKG Kal npaio-
LMo, Mov Taviéxpova avagéperal o SeSlotExveg
tov Kivnparoypdgov. H ovaeid tov Sivel kovpdyio
OTOUG ENEPXBHEVOLS OKNVOBETeS, KaBwg Seixvel ol
o Kivnparoypdgog Sev efaprdral pévo ané ta xpni-
Hara Kai n@g KAnolog Prnopei va kavel noAAd pe ta
Aiya nov €xel. H eotiaon tov petaroniomxke opadd
ané 1o napeNBov oto napdv, ans TNV aypotikn otnv
aotikn zon, dnwg €xouvv Kdvel Ki ot idiol o1 Tovpkol
1a tenevtaia 50 xpoévia. O Ceylan odokAripwoe v
npan nepiodo g SoLAEIGE TOL Kal TO VEO TOL autd
evBla@épov yia v aoukh zon €xel ug SIKES Tov
10TOpiEg MOV MePIPEVOLY va emwBovv.

ZeméuBpiog 2006
Merdppaon: Zon-Muprd Pnyonovdov
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live in his cocoon without doing anything. Despite
the efforts of Yusuf, Mahmut refuses to build a rela-
tionship, and Yusuf leaves Mahmut's life as sud-
denly as he came.

Climates focuses on Muzaffer/ Mahmut, the mid-
dle class character. This time he is called Isa, has
problems with his girlfriend Bahar, and is experi-
encing a mid-life crisis. While they are on summer
vacation, we understand that their relationship has
come to the point that they can’t bear each other.
They separate, but life does not offer much to Isa
who has a pathetic relationship with an old girl-
friend and tries to return to Bahar. It is interesting to
see Climates and witness the evolution of Ceylan’s
cinematography and stories, but I do not think
Climates is as powerful as the other films for two
reasons. First, when he only focuses on the loneli-
ness and alienation of the middle class man, the
story loses its multifaceted, multi-dimensional struc-
ture. Second, this character contains many aspects
of the director’s own life, which probably prevents
him from maintaining his distance. This kind of
film, like the films of Antonioni or Bunuel, becomes
interesting if the filmmaker keeps his distance from
the middle class, so he can observe them clearly,
and sarcastically and heavily criticize petit bour-
geois conformism.

Ceylan likes to wander with his camera and follow
his characters in order to reveal the relationship
between man and nature. From his first short to his
latest film, nature plays a crucial role in his cine-
matography. The viewer is invited to observe nature
through the camera and the characters. Even in his
first film Cocoon, he showed trees, fields and a river.
The flow of the water especially is depicted in a very
Tarkosvkian way. In the following films the director
found his own personal manner of shooting nature.
The same elements appear again in The Small Town
as the background of the story. While melancholy is
the dominant atmospheric mood in The Small Town
and the short film, in Clouds of May we can discern
the joy and anxiety of creativity. It is a film about the
making of The Small Town, and in contrast to the
first two films, it was shot in color and during spring.
Melancholy appears again in Distant while we walk
through the snow covered streets of Istanbul behind
Yusuf, and share his worries about his life and his
future. In the last film, Climates, nature plays a more
important role on a visual level, but does not direct-
ly affect the characters. Instead, in comparison with
the previous films, it stays separate from the mood of
the protagonists. But, as the name of the film indi-
cates, Climates has images from different seasons of
the year. Ceylan is not trying to display the beauty of

nature or an image, on the contrary he tries to show
inner dialectics (the endless cycles of nature in the
face of the timeline of the shoots) and outer dialectics
(the expectations, worries and feelings of man
against nature) by visual means.

One powerful aspect which contributes to the
realism of Ceylan’s cinema is his actors. He uses the
advantage of a small crew to help his actors relax
as much as possible, and make them perform natu-
rally. He began using his family and acquaintances
from his first short film right up to Climates. His
father, M. Emin Ceylan, and mother, Fatma
Ceylan, play roles in each film and give very bril-
liant performances. In Climates the most vivid
moment of the film was when the father appears
with a woollen hat on his head. The young man
from the small town is played by Mehmet Emin
Toprak, who is a relative of director, and was actu-
ally living in Ceylan’s hometown during the first
three features where he developed his acting ability
film by film. Unfortunately, he passed away in a
traffic accident which, in tragic irony, resembled his
disappearance at the end of Distant. Beginning as
an amateur, he became one of the most important
actors in modern Turkish cinema. Toprak’s co-star
in Clouds of May and Distant, Muzaffer Ozdemir,
who played the village idiot in The Small Town, is
also not a professional actor. He is an architect, and
he has had as successful a career as Toprak. That's
why they jointly received the best actor award in
the competition at Cannes for their performance in
Distant. Muzaffer Ozdemir embodied both the mali-
cious intent towards the people of the town in
Clouds of May and the cold, lonely and distant pro-
tagonist of Distant, and he very successfully depict-
ed both characters’ contemptuous attitude toward
others.

Ceylan became the most important figure in
Turkish cinema after Yilmaz Giiney both locally
and internationally. With his evolving style of cine-
matography he invented a new kind of realism
which is authentic and original, but also refers to
the masters of cinema. His work gives courage to
up-and-coming new directors by showing that cin-
ema is not only about money, and that you can do
much with the little you have. His focus shifted
smoothly from the past to the present day, from
rural to urban life, as the Turkish people them-
selves have moved in last 50 years. Ceylan has
completed the first period of his work, and this new
expansion to urban life has its own stories that are
waiting to be told.

September 2006
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Navopapik Toupkia 0 gutoypagikds kdoog tou Nuri Bilge Ceylan
Me agoppuni tnv ékBeon @aroypagfag tov otn Oecoahovikn
Tng Mépiov IyyAéon

€ v npatn @wroypagia tov Nuri Bilge Ceylan rnov
Mavn’xploa, pov ripBe oto pvadé o Pieter Bruegel.
Konwvrag 1g endpeveg, 1o npoaioBnpa katéAnfe oe
BeBaidtnta. O Ceylan eival Snpiovpyds tng Avayévvnong
orov {610 BaBud nov o Bruegel Ba pnopovoe va eiva
évag nepINAaV@UEVOS PATOYPAPOS TOL AVayEVVNOIaKoy
Boppd. Ta aAAékota tonia nov QIAogevotv ouyxpovag
Slaopetikég napaoctdoelg avaykdzoviag 1o pdu va tadi-
8evel 0e 6An v eni@dveia tov KapBd, n Kaeapépnta ng
£1KOVAG KAl N MPOCOXN OTtn NAEMTOUEPEIA, Ol CLYKNOVIOTI-
Kol ovupavoi, n anepavroobvn, 1a CToIXEla TG YUONG Mov
avanvéouy, n nuperddng Spactnpidinia 1@v avlp@dnev
g yng, ol avepoSappéveg alipioteg Qiyovpeg, o1 Sia-
XPOVIKEG evdupaoieg, Ta KaAvppéva npéommna, n S1apkig
napovoia tov zoikol Baoileiov mov cuvvodelel Kai
ovunAnp@vel tov duBpwno, o1 BiBAIKES néAeIg-@avidopa-
1a okappahwpéveg ora Bpdxia, ta KAaoikd epeimia Karel-
Anppéva and t BAdotnon kai tov GuBpwro oe pia napd-
§eva appoviki ovpBinon, 1o X16v1, n Nayopévn RNepog
HETEWPN OTOV XPOVOo, N AI®VIGINTA TV Toni®v §EXaopE-
V@V ané tov noAmopus, n pndapvi ahAd Kar povadikn
Béon tov avBp@nov péoa otnv nAdon.

‘Eva ané ta mo éviova Kowd Xapaxmnpiotkd ora
tonia tov Bruegel kai tov Ceylan eivar n emdoyn tov
onpefov tov napamnpnti. O zwypdog Kal o Ywroypd-
@og oxedov ndvra Siadéyouvv va aneikovioovv T oKnvi
ané ynAd, ané v Kopuen evdg Bovvou, oxedév and
NV OMUKNA yovia evég novAlov ev miioel (A tov g0l
nouv naparnpei m yn).

H garoypagia tov Ceylan Zrpoen rov Spopov tov xel-
pava, eivar 1paBnypévn ané tov Seltepo Gpopo evig
kinpiov. To pdu akohouvBei tn pavpn KapnvAn tov Spd-
Houv aro X16v1 oav xopoypadpia. O1 nepactikoi npoxmpotv
TAIYPEVO! O OKOTEIV povxa pe KateBaopévo 1o kedhl.
Eivar oxe86v navopoidtunol, oav va npdkeral yia tov
610 dvBpwno nmov enavahapBdverar i petakveital oro
X6po, HEXpI eKel nov xdveral 1o BAéppa. Lrovg Kvvnyoug
aro x16vi Tov Bruegel éxovpe tnv i81a ommiki yavia, v
i61a karevBuvon kai npoonukA, v iS1a ordon Tov owua-
106 TWV KLVNY@V Mov yupvave v nAGIn otov Kaipd Kai
orov Bearri, mv i61a KapnvAn Tov Adgouv npog o BdBog
o 1oniov. AKGpa Kai n povoxpwpia tng eikévag eivai
napépola orovg 6o KGopovg. Abo GAAES @aToypagieg
tov Ceylan, To xwpid, ka1 O1 naiktes noSoagaipov Ba
unopovoav va eival kovivd nAdva tov xwpiot twv Kvvn-
y@v oto X16vi, pe €vav 10Xup6 @aké zovp. Eivar opari n
napapikpri AENTOPEPEIa, TO NApapIKkPS iXvog zang N Kivn-
ong oto anépavio tonio.

O1 paroypagies Xwpio omnv KanaSokia kai loaknaod
éxouvv v i6ia ovvBeon kar andkooun aioBnon pe v

TNopeia npog tov I'odyoBd ka1 tov [Tupyo tng BaBeA tov
Bruegel. To Xwpi6 ornv Kanabokia eivar pia navopapikn
@aroypapia pabnypévn ané to anévavi Bouwvd, Grov
péoa ané 1o xdog LY@VEIal pia NéAn OpIAEVpEVN O
népa. O Bpdxog Seondzel aneANTIKGG Kar yupvos nave
ané tn oraxud néAn, n ornofa poidzel eyKATAAEAEIPpEN,
anoNiBwpévn, payepévn. To loaknaod napopoiog @aive-
101 va epgaviotnke omv aykahid tov oponédiov Xmpig v
enépBaon avBpdnivov xepiov, cav Snpiolpynpa ng
avtaoiag. £1o I'odyoBd ka1 orov [Tupyo tng BaBeA tov
Bruegel vndpxei n idia atudogaipa, o Bapis ovpavdg, 1o
@avraotiké tonfo, n néAn-Bpdxog. Eival n iSia kivnparo-
ypagikn tonoBeoia, pévo nov 1@pa Soveitar ané B6pvBo
Kai Spactnpidinta.

I garoypagia Zdpbeis ovpnvéovy n Snpiovpyia tov
avBpanov kai g @vong. O ovpavesg pe 10 AONEVIO PG
nouv oxizel ta obvvea, ta Bovvd oro BaBog, n kapmvAn 1wV
npdovaev Adpmv nou tovizetar and ta donpa npoBara cav
evBupeg voteg pOLOIKNG. Zaguikd €vag apxaiog vadsg
§enpoBaiiel péoa and t yn Kai npoodider évav tévo coBa-
pdntag omv eAappdda tng oknvrig, n onoia Bpioker 1o
andéyeld g oIV KOMIKA Kal OLYXpOvas emBANTKA pop@n
10V Bookob mov Seondzel oav pikpSs Bedg oto YnAGtepo
onpeio g aroypagiag, Kpar@viag pa opnpéda. Av n
Kduepa KAvel pia Navopapikn Kivnon apiotepd ndve ané
10V AG6@o, Ba Bpebeil xwpig KGMo 1 €knAnEn orov mivaka tov
Bruegel H méon tov ‘Tkapov. Ta obvvega Siahvovial kai o
nAlog §enpoBaiiel xpuoa@éviog ndve ot yn Kai BdAacoa.
‘Oha otn @von Kivovvral e v idla avdoa oe nAripn appo-
via: 1a npéBara aveBaivouv orov endpevo Ao, o dubpa-
110G OLVEXiZEl TI KABNUEPIVES TOL AOXOAIES, Ta NAoia avoi-
youv 1a navid orov véo Guepo, n néAn Adunei oro 8dBog, n
BdAaooa Eexedizel otnv KAPNUAN TOL Opizovia, PEXP! Kal O
“Ikapog nov xdvertai, Sev tapdze ta vepd. O dvBpwnog eivar
NEPACTIKGE HECQ Ot PEyaNONPENELA TOL OUUNAVIOS Kal ToV
Sia8éxovial pévo ta enmedypard tov. [éAeig, opywpgva
Xwpd@ia, epeima 1OV KAACIKAV XpOvwv, €pya TEXvNg, n
Z@YPAPIKA, N PEIOYPAPIa, O KIVNPAToypdpos.

Kai eneidni ovxvd ta npdypara teivouvv va kavouv €vav
KUKAO, Kal T0 VAHA TG EUNVEVONG MOV EVAVEL T napeNBov
He 10 10 péNAov eivar ave§aviinto, avakdAvya piav aképa
ovvdvinon 8&npiovpy@v. [ToAdoi €xouv avayvepioer m
ouvdgela tov Nuri Bilge Ceylan pe tov Andrei Tarkovsky.
H npdm tawia pkpot prikovg tov Ceylan Kouvkoud,
(1995) eivar pa w8n orov Tarkovsky. Zinv tavia Makpid
(2002), o npartaywviomg BAéner kdOe Bpddu to Stalker aro
Bivieo. Zro Solaris, 1€Mog, o nivakag nmouv Kpéperar om
B1BAioBrikn tov Siactnpukol orabpol kai enavépxetal ©g
Baoavioukn avagopd otn pakpivi 'n, Sev eivar d\\og ané
toug Kuunyous oro xiovi tou Pieter Bruegel.
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Turkey Cinemascope The photographic world of Nuri Bilge Ceylan

On the occassion of his photography exibition in Thessaloniki
By Marion Inglessi

om the first photograph of Nuri Bilge Ceylan that I
F;ncountered I thought of Pieter Bruegel. Upon seeing
other photographs the spark of recognition became a cer-
tainty. Ceylan is'a Renaissance artist to the same degree
that Bruegel could have been a wandering photographer
of the renaissance north: The eerie landscapes where dif-
ferent scenes are played out simultanuously, forcing the
eye to travel ceaselessly around the canvas; the clarity of
image and attention to detail; the heart-rending, dramatic
skies; the epic scale; the heaving elements of nature; the
feverish activity of the people of the earth; the weather-
beaten, unshaven figures, muffled in their shapeless, time-
less clothes; the ever-present animal kingdom accompa-
nying and complementing man,; the biblical, spectral cities
on the rocks; the snow, the cold, the vast unknown conti-
nent suspended in time; the classical ruins overtaken by
vegetation and man in a strangely symbiotic (co)exis-
tence; the futile and unique position of man in the
Universe.

One of the most outstanding characteristics in both
Bruegel's and Ceylan’s landscapes is the viewer's per-
spective. Both painter and the photographer choose to
describe a scene from above, from the top of a mountain,
from a bird’s eye view, (or the eye of God observing the
earth).

Ceylan’s photograph Curved Street in Winter is taken
from the second storey of a building. There is a curved
street in the snow forming a choreographed trajectory,
and a series of identical dark-clad figures with downcast
eyes, walking, oblivious to our scrutiny, as though the
same person were duplicated as far as the eye reaches. In
Bruegel's Hunters in the Snow, we have the same point of
view, a similar purpose of movement and body language,
the averted faces, the bent backs, the curve of the hill
replacing the curve of the road with the depth of field
remaining the same. Even the monochromatic quality of
both worlds is similar. Furthermore, Ceylan’s photographs
The Village and Football Players could be close-ups of the
Hunters painting with a powerful zoom lens. Every minute
detail is discernible, to the faintest trace of movement, or
life, in the vast frozen landscape.

The photographs Village in Cappadocia and Ishakpasa
have the same layout and other-wordly feel to them as

Bruegel’s paintings Procession to Calvary and The Tower
of Babel. Village in Cappadocia is a panoramic photo-
graph from a promontory across a precipice, where a city
carved in the rock rises up out of the void. A bare rocky
cliff looms over the ashen city which seems abandoned,
petrified, spellbound. Ishakpasa likewise, seems to have
appeared in the cradle of the mountains without human
intervention, like an imaginary vision, a golden mirage. In
Bruegel’s two paintings the mood is the same, the heavy
skies, the imaginary landscape, the rock-city. It is almost
the same film location, first totally bereft of life, then sud-
denly swarming with activity.

In the photograph Sardes, there is a harmonious flow
between the creations of man and those of nature. The sil-
very light piercing the clouds, the mountains in the dis-
tance, the green hills peppered by the white sheep rolling
down the slope. Suddenly, the ruins of a temple spring out
of the ground lending a serious note to the lightness of the
scene which finds its climax in the dignified and comical
figure of the shepherd, perched like a little god on the top
right hand side of the photograph holding an umbrella. If
the camera sweeps panoramically to the left, over the hill,
we will find ourselves without effort or surprise in
Bruegel's painting The Fall of Icarus. The clouds part and
the sun shines golden over sea and land. All of nature
breathes in unison. The sheep climb over the next cliff,
man goes about his daily toil, the ships open their sails to
the rising wind, the city glitters in the distance, the sea fol-
lows the curve of the horizon, even Icarus, who vanishes
in the foreground, barely makes a ripple.

The world is too magnificent, and man’s passage is
transient. Only his creations remain behind, cities, a
plowed field, ancient ruins, works of art, paintings, photo-
graphs, films. Since things often come full circle, and the
thread of inspiration linking the past to the future never
runs out, | discovered a further meeting of great masters.
Many recognize Ceylan's affinity to Andrei Tarkovsky.
Ceylan’s first short film Cocoon, 1995, is an ode to
Tarkovsky. In the film Distant, 2002, the protagonist
watches Stalker every night on video. Finally in Solaris,
the painting hanging in the library of the space station, a
harrowing reminder of the Earth left behind, is Hunters in
the Snow by Pieter Bruegel.
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Filmography



KO UKO (’A' [1995]

Koza / Cocoon

IknvoBeoia-Zevaplo-dwroypagia / Direction-Screenplay-Cinematography: Nuri Bilge Ceylan
Movray / Editing: Yusuf Aldirmaz, Nuri Bilge Ceylan ‘Hxog / Sound: Yeni Lale Film Mouoikr / Music:
V. Artyomov HBomoloi / Cast: Fatma Ceylan, Mehmet Emin Ceylan, Turgut Toprak Mapaywyoi /
Producers: Nuri Bilge Ceylan, Lotfo Ozalay Napaywyrj / Production: NBC Film, TRT. Aidpkeia /
Duration: 20'. Aonipdpaupo / B&W. 35mm. Bwpr / Silent.

Aiakpioeig/ Distinctions:
ZUPHETOXT) OTO SIayWVIOTIKO TUHA TAVIWY JIKpoU prikoug Tou 48ou ®eomiBAA Kavawy, 1995 /
Official Selection in Competition for short films, 48th Cannes Film Festival, 1995

EE’ ariag kdnoiwv oduvnpwv eUNEIPIWV Tou NAPeABOvTog, Eva nAikiwuevo Jeuydpl (el xwpLoTa otnv
nAwia Twv gfdourvra xpdvwv. Mia uépa Eavaouvavriouvral. Ouwg n ouvavimon nou rfArmiav ot 6a
ylarpgyet Tov Babu Toug novo, Sev QMOPEPE! TA QVAUEVOLEVA AMOTEAEoNATA.

Due to some painful experiences in their past, an old couple in their seventies live separately. One day
they come together again. But the meeting which they hope will heal the lingering pain doesn't bring
the expected results.
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Kouxodiki: pia eioaywyq ot tpikoyia Tou xwpiod

Tng Seray Geng

o Kouvkoudl, pia aonpdpavpn,

18Aemtn tawia pikpoV MKOULG,
efval 1o nporo Selypa g aydnng
tov Ceylan yia t oknvoBeoia. Ano-
teNel anéppola TV ECWIEPIKGOV
OULYKPOUOE®V TOL OKNUOBEn oty
npoondBeid Tov va yupioer pia tai-
via énwg npaypaukd tn O€Ael,
€enepvavtag 6ha ta epnédia. ‘Orav,
dpxioe va yupizel 10 Kovkoudr oto
X@PI6 6rov peydAwoe, nitav 36 xpo-
V@V Kal XpeIGotnke mepinov €va
XpOvo yid va TENEIMOE! TV Taivia.
Xpnoiponoinoe pia HETAXEIPICHEVN
kdpepa 35 mm, mov Xxelpizétav
povog tov. To ouvvepyeio tov Eprace
10ug Vo avBpdnovg 6rav yopize To
XwpIo K avfnbnke oroug TECCEPIS
owa Zuvvepa tov Mdn. H xprion
HIKPOU GLVEPYEIOL KAl TO KIVNUATO-
YPAPIKG ToL Uog Sivovy v eviv-
nwon Nwg KIvnparoypagei navia g
1avieg Tov Péoa ané Eva KOLKOVAIL,
OINPIYHEVOS O EIKOVES QMO TNV nal-
81kA Tov nAikia kai ovvaioBripara
and TI§ NPOCMMIKES TOL EPMEIPIES.

Zto Kovkoudl, nov Sev eivar Bov-
B tawvia, nap’ éu Sev €xel Si6Aov
81dMoyo, Kal Kuplapxeital and Qoro-
VPAPIKEG TEXVIKES K1 aiobnukh, o
Ceylan perarpéner tovg yoveig tov,
He Toug onoiovg Ba yvwpizépaotav
KaNGIEPa OuG UETENEITA TAIVIES TOL,
oe Kanoug nBornolovg, ehelBepoug
ané ug NPOCWIIKES TOLG TAVTATNTES.
H rawia apxizel pe pia ogipd nahidv
pwroypagidv, péoa am’ Tg onofeg
karahaBaivovpe nwg o1 NPEPES Mov
T0 ZzELYAPl TV MPWIAYDVIOTOV
zoboe pazi, €xouvv napéNBer npo
noAnov. O nAikiopévog dubpag zel
pévog ¢ éva onfu omv e€oxn. H
yuvaika, v onoia €xel xpévia va
8e1, eykaradeinelr 1o onful ng ornv
néAn kai karagBdvel oto S1kS Tov pe
mn Bahitoa g oro xépi. To zevydpi
npoonaBei va zicel §avd pazi oro
e€oxIkG onitl, pe ovvipo@id t @von
K1 éva pIKkpo naidi nov tpiyvpvd exel
yUpe pe t ogevidva tov. To agpd-
K 1a YiBupiopara 1oV QOAN@Y TovV

Sévipwv, t0 pudkl Mov KuAdel, ta
Xwpdgia, 10 vVekporageio, €va
movAl, pia ydra, pia XeAdva anapri-
Zouv TN @UoN Mov Tovg NepIBAAEL.
H ¢uon ka1 ta avBpemva npéowna
napovaidzovial p’ €vav EVILI®OIa-
K6 ouvdLAOHO MXOL Ki EIKGVAG MOV
Seixvel 1o mépacpa tov Xpovouv. o
1éhog, n yovaika Ba emotpéyel and
kel mov ripBe, agrivovtag pévo tov
avdpa.

Eivar §bokodo va pnv kdvouvpe
oLvBEoelg avdueoa ot TPEIS MP@-
1e¢ tawieg tov Ceylan. Zekivoviag
andé 10 KoukoUdl, Kal cuvexizoviag
pe To xwpid Kai tTa ZUvvepa rov
Madn, o1 tawvieg autég poidzouvv pe
nonAoug tpomnovg. ‘Oheg poipdzoviai
v idia tonoBeoia, mov eivar o
16nog yévvnong tov oknvoBém. O1
10t0pieg tovg avaBAvzovv ané v
iSia nnyn K1 goudzovv ora Bépara
g naibiknAg nAIKIag Kal tng EVOXNG,
nov npwrogpg@avizoviai oo Kouv-
KOUAI KI Enavakduntovv o€ mnio efe-
Aiypévn popen oro Xwpio, yia va
kabiepmBovv ota Zuvvega rov Mdn.
O1 npaypatkoi KAToIkol Tov X@PIoV,
10 810 10 XWPIG K1 N zon onv e§oxn
€Hpavizovtal Kai otig TPEIS ALTES Tal-
vieg, kaBepid an’ g onoieg akohov-
B¢l ka1 ovvbéetal pe v aAAn. Eiké-
veg ané 1o Kouvkoudr epgavizovtal
€avd otnv npatn acnpdépavpn tavia
1ov Ceylan, To xwpid, kai otn Sevte-
pn éyxpwun ToL tawvia, Zuvvepa rov
Man. Z1a Zovvepa tov Mdn naparn-
POUKE Tn pUntépa Kal Tov natépa va
BAénouvv 1o KovkouAl nov toug KAvel
va «widBovv 6t 0 Kaipdg mepvdel
Kal yepvdve». Kai oug tpeig aviég
1avieg, o1 KUpIOl MPp@Iay@VIOTES
npogpxovral et and v OIKOYEVEIQ
10V oKnVoBEN, 6nwg o1 yoveig Tov,
n kKupia Fatma kai o kipiog Emin
Ceylan, 1 eival otevoi ovyyeveig kai
@ihol, 6nog 0 Mehmet Emin Toprak
Kal o Muzaffer Ozdemir, yeyovds
nov kabopizer 1600 10 181aitEpO
Kivnparoypa@iké oud tov Ceylan
600 Kai tn pealioukni QUon NG OKN-

voBeoiag tov. EE ariag 6Awv avtév
10V OLvvBEoEwv MpotiuG va pAd®
yia TG TPEIS AUTES TaIvies pazi kai va
ug ovopdze «H tpidoyia tov xwpi-
ob». Zmv tpidoyia avrri, o Ceylan
e€erdzel g OxéoElS avdpeoa oToug
auBp®drnovg TV aypotiK@V MEPIO-
X@V Kal TN OX€on 10U HE Tn @uon,
XPNOIPOMNOIAVIAS AVAHVACEIS TOU
ané v naiSikA tov nAIKIa PEXPL
onpepa, o ovvbvaopd pe t Siopa-
TUKGSINTd 1oL yIa v avBpdmnivn zwr.
‘Onag Kair oe 6Ao 1oLV 10 Epyo, Ol
Aentopépeleg tng @UONG Kal Ing
avBpdnivng €kppaong (ta npdéow-
na, o1 EKPPACEIS TOUG, Ol OTACEIS TOL
ocparog), zovravevovv péoa and m
Qoroypagia
vénua péoa oto nAaiolo tng raviag.

O xivnparoypdgog tov Ceylan
e€eNiooeral ané tov avtooxediaoud
omn puBonAacia, petarpénoviag Ka-
TaOTAOEIS OE 10TOPIES KAl AMEIKOVIZO-
vtag v avBpdmnivn katdoraon péoa
and Mo MPOCWMIKEG OKNVEG, MOL
akoovBouv éva enavarapBavopevo
KUp10 Bépa pe tov andovorepo uva-
16 tpéno. O1 tawvieg aviég nov
Bdzouvv  zen Ndve an’ 1oV Kivnpa-
Toypd@o, KaropBdvouvy va cuvevd-
oouv 1a 8vo. O oknvoBsng Seixvel
peyddo oeBaopd Ox1 pévo drav
Bupdral v Karayoyn Tov Kal 1oug
yoveig tov, aAAd KiI étav Kivnparo-
ypagei m @von. O Ceylan agiépmoe
To XwplO OTOLG YOVEIS TOL Kal 10
Zuvvepa tov Mdn otov Chekhov,
Tov onoio nepiypdgel @g €va dropo
nov Babid vidbel ug tpayikeég mAev-
pEG TG zwNg, Kal Pe evkodia e§nyei
10V E0QIEPIKO KOOHO T@v avBpd-
nwv. Onwg Aéer o Chekhov «ha
npénel va eivar andd, eviehdg

TOU Kal QanoKIovV

andd...», 6nwg akpiBag kdvel o
Ceylan aro Xawpio...

ZemeuBpios 2006
Merdgpaon:
Zani-Mupré Pnyonoudov

18 / 47° QEZTIBAA KINHMATOTPAQOY GEZZAAONIKHZ - NURI BILGE CEYLAN



Cocoon : An Introduction to The Small Town Trilogy

ocoon, a black and white, 18-

minute short film, is the first
manifestation of the director’s pas-
sion for filmmaking. This film
emerges from the inner conflicts of
the director in his desire to make the
film he really wants, no matter what.
When he started shooting Cocoon in
the village where he grew up, he was
36 and it took about a year to com-
plete the film. He used a second-
hand 35 mm camera, which he oper-
ated himself. His crew expanded to
two people while shooting The Small
Town and vet further, to four, for
Clouds of May. His use of a small
crew and his filmic style gives the
impression that he is always shooting
from a cocoon, relying on images
from his childhood and feelings from
his own experiences.

In Cocoon, which is not a silent
film, yet does not have any dialogue,
dominated by photographic tech-
niques and aesthetics, Ceylan turns
his parents, with whom we become
better acquainted in his later films,
into strong actors free from their per-
sonal identities. The film starts with a
series of old pictures, through which
we understand that the days when the
woman and man were together are
long gone. The old man lives alone in
a house in the countryside, as if in a
cocoon. The woman, who he hasn’t
seen for years, comes to his house
canying her luggage in her hands,
having left her house in the city. The
couple tries to live together once
again in the country house, surround-
ed by nature and with the company
of a small child who hangs around
with his slingshot. The breeze, the
whispering leaves of the trees, the
flowing stream, the fields, the ceme-
tery, a bird, a cat and a turtle com-
prise the nature that surrounds them.
Nature and human faces are present-
ed with an impressive combination of
sound and image that marks the pas-
sage of time. In the end, the woman

will go back where she came from,
leaving the man alone.

It is difficult not to make connec-
tions among Ceylan’ s first three films.
Starting from Cocoon, and continuing
with The Small Town and Clouds of
May, these films are similar in many
ways. All of them share the same loca-
tion, which is the director's home-
town. Their stories spring from the
same source and focus on the themes
of childhood and guilt, which first
appear in Cocoon and reemerge in a
more evolved form in The Small
Town, and became established in
Clouds of May. The people who actu-
ally live in the small town, the town
itself and country life appear in all
these films, and in many ways each
one follows and connects to the other.
Images from Cocoon reappear in
Ceylan’ s first black and white feature
film The Small Town, and in his sec-
ond color feature, Clouds of May. In
Clouds of May we see the mother and
father watching Cocoon, which causes
them to “feel that time is passing and
they are getting old”. In these three
films, the main characters come either
from the director's family, such as his
parents, Ms. Fatma and Mr. Emin
Ceylan or his close relatives and
friends, such as Mehmet Emin Toprak
and Muzaffer Ozdemir, an aspect that
forms both the distinguishing mark of
Ceylan' s cinema and the realistic
nature of his filmmaking. Because of
all these connections | prefer to look at

By Seray Geng

all three films together and call them
“The Small Town Trilogy”. In this tril-
ogy, Ceylan examines the relation-
ships between rural people and their
relation to nature by using memories
from his childhood, and the later
stages of his life in combination with
his insights into human nature. As in
all of his work, the details of nature
and human expression (the individual,
the facial expressions, the body pos-
tures), are brought to life through his
cinematography and acquire a mean-
ing within the context of the film.

Ceylan’s cinema evolves from
improvisation to fiction, turning situ-
ations into stories, depicting the
human condition through more per-
sonal scenes which follow a recurring
main theme in the simplest way pos-
sible. These films, which place life
above cinema, manage to bring the
two together. The director demon-
strates great respect not only when
he looks back at his origins and his
parents, but also when he is filming
nature. Ceylan dedicated The Small
Town to his parents and Clouds of
May to Chekhov, whom he describes
as a person who deeply feels the
tragic elements of life and easily
explains the ones which are the most
inexpressible. As Chekhov says,
“everything has to be simple, totally
simple...”, just like Ceylan does in
The Small Town...

September 2006
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Mehmet Emin Toprak

TO XWPIO reor

Kasaba / The Small Town

ZknvoBsaoia-dwroypagia / Direction-Cinematography: Nuri Bilge Ceylan Zevapio / Screenplay:
Nuri Bilge Ceylan, Bactopévo oto autoploypaiko / based on the autobiographical Corn Field tng /
by Emine Ceylan Movtdg / Editing: Ayhan Ergursel ‘Hxog / Sound: Mustafa Bélikbasi, Engun Unal
Mouoikr / Music: Ali Kayaci Heomoloi / Cast: Mehmet Emin Toprak (Saffet), Havva Saglam (Hulya),
Cihat Bittn (Ali), Fatma Ceylan (Grandmother), Mehmet Emin Ceylan (Grandfather), Sercihan Alioglu
(Father), Semra Yilmaz (Mother) Mapaywydg / Producer: Nuri Bilge Ceylan Mapaywyrj / Production:
NBC Film Aidpkeia / Duration: 85’. Aomipopaupo / B&W. 35mm

Alakpioeig / Awards:

Bpaeio Kahykdpt / Caligari Prize, Berlin IFF, 1998

Apyupd BpaBeio Tokio / Tokyo Silver Prize, Tokyo IFF, 1998

Ed1k6 BpaBeio Emutpor|q / Special Jury Prize, Nantes IFF, 1998

BpaBeio FIPRESCI & E1d1k6 Bpapeio Emrporrig / FIPRESCI & Special Jury Prize, Istanbul IFF, 1998
Ed1k6 BpaBeio Emtporm|q / Special Jury Prize, Premier Plans FF, 1999

H tawia neptypdget T wrj HIAg TUMIKIG OIKOYEVELAG O [ia UIKen OAn ¢ Toupkiag, IGwHEVN HEoa
an’ 1a pdma twv naidlwv. XTo MpwTto UEPOG, BAEMTOULE TNV EVIEKAXPOVN KOPI) OTO OX0AE(O, L€ Ta MPo-
BAruara mpooapuoyrig mou avTiUeTwTleL. STo SeUTEPO UEPOG, EXEL EPBEL N Avolén Kal TO KOPITOAK!
HE ToV adeA@O G mepnatdve oty eEoxr, MAPATNPWVTAG TA MUOTTIPIA TNG QUONG YUPW TOug. ZTO
TpiTO LEPOG, Ta MaIdld PTAvouv O’ Eva xwedp! Orou eival paepévn 0An N olkoyevela Toug. Kabwg ot
peydrol Egvuxtolv kouPevtiadovrag, Ta naidid pabaivouv yia Tov mapddo&o KOauo Twv evnAikwy,
orou ol aAAAnAoKaTnyopieg MAve XEPI-XEPL LE TN TUYXWPEDT) Kal ) GUYKPOUOT) LE TNV TPUPEPOTNTA.
2T0 TETAPTO LEPOG, PAEMOULE WG To naidi Olyd-Olyd LETOUOIWVEL Ta AyPla EVOTIKTA TOU Kat yivetal
£vag OUUMOVETIKOG AvBpwIog.

The film depicts the life of a family living in a typical Turkish town, seen through the eyes of the family’s
children. In the first part it is winter; the family's eleven-year-old daughter is in school, and we are shown
the difficulties she encounters in adapting to her social environment. The second part is set in spring. The
girl and her younger brother walk through the countryside, towards a cornfield where their parents await
them. As they walk along, they encounter the mysteries of nature. In the third part, the children reach the
cornfield where their family is gathered. As their elders talk into the night, the children witness the para-
doxical adult world, with its complex interaction of recrimination and understanding, conflict and tender-

ness... The fourth part takes place in the home. The child learns to sublimate its amoral, natural instincts
and become a compassionate human being.
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=~y ¢ efval Suvarév va yiver pia tar-
via ané pia 1otopia nov Sev €xel
kapia afia, 6nwg n embi6pBwon evég
naviedoviod yia 50 Aipeg; Av Sev
Béhere va novArioete @UKIa yia peta-
Swtés KopSeéheg, av BéAete va nepi-
PPOLPROETE TV eNIKpiveld oag, yive-
ta. To xwpid eival éva kahé napd-
Seiypa avtod tov Béparog. Ln Sidp-
KEIQ TOV TPIOV-TE00APWY ETWV NG
«Bntefag» pov oe tawvieg HIKPoOL
prikoug éAeya ovvéxela nag 1o Baor-
K6 npéBANpA ToL TOLPKIKOY Kivnpa-
toypdpou nnydzer ané mv avelAkpi-
vela. [ToAdof npoonoiiBnkav 6u Sev
drovoav ta Adyia evég Kivnparoypa-
@iom, Kal pAAiota evég MIKPOHUNKG,
nov epgaviotnke aguikd, Xwpig
kavei§ va §éper and nov, kai piAovoe
oe §éva xwpd@ia yia «elAkpivelar.
Kdnoior pdhiota, nov omv, kai eyed
Sev E€pw néowv TavIGV «plackoypa-
@ia» Toug Sev vndpxel ovte pia afié-
hoyn tawia, épiav ta 8évua toug.
Zippava pe avrolg, 1o zipa Tov
TOLPKIKOU  Kivnparoypdgov ritav
ziitnpa  texvodoyiag Kai Xpnparov.
Avrri fitav n Sikaiodoyia toug.

‘Orav ripovv naii n papd pov pod
é\eye v 10topia piag BookonovAag
nov nioteve nag ritav 1600 GpopPn
600 pia npiykimooa, yiati Sev eixe
Se1 noté tng kaBpégm. Kdnoia pépa,
avrri n konéAa Bpioker éva Koppdu
ané évav onaopévo kaBpégm, ota
xwpdgia. MéAig kodze: otov kaBpé-
@m vieBel va ykpepizetar o KGopog
yopw mg. H kanpévn, eixe éva npay-
pankd doxnpo npéowno. Ynordooe-
a1 Aoinév otn poipa, t Séxeral. Aev
pdxver va Bper Sikalodoyieg. Aev
Hnaivel Otov KOno, oMV anepioKe-
yia, va 1oxvpiotel 6u o kaBpépmng
eival xaAaopévog.

H eféhifn 1ov pnxaviopdv duo-
vag efvar iBiov pévo tov Sikév pag
Siavoovpevay. Eipar nepiepyog va

To xwpid kar ethikpivela

8w 1 npégaon Ba Bpouvv o1 Kivnpa-
TOypaAPIOTES pag nov, kKard pia
évvola, €xouvv Eenepdoel 1o npéBAn-
Ha OV XPNPETOV Kal Tng TEXVOAO-
yiag, yia 10 yeyovés éu akdun Sev
€XOVLHE OTOV 0pizovIa Mia TOVPKIKA
tavia nov va zeoraivel 1o eival pag,
va pag aykahidzel, va pag yepizel.

Nopizw, 6u o1 Sioparikoi oto 340
PeouBdd Kivnparoypdgouv tng Attd-
Aelag avnArigOnkav yia GAAn pia
@opd v npaypaukémia neg o
povadiké npdBAnpa tov TOLPKIKOG
Kivnparoypdgou ouvexizel va efval n
«avelAkpivelar.

To xwpi6 tov Nuri Bilge Ceylan
Arav pia ané ug Kahég tavieg omv
Audieiag. Ta yupiopara tng eixav
yivel oe pia kKopdnoAn nov, av Sev
S1a0¢tete peyeBuviikG @aks, dev Ba
n Bpeite ebkoAa oro xdpn. Me évav
XaunAS npodnoAoylops, xwpis ew-
vég... Ta ovdpata twv nBonoi@v
Sev ritav XovAia, yia napddeiypa,
BohAkdv, Tdpkav, Tapik, u va ne
oute Tavzou Sev ritav (o.r.u. ['vword
ovopara toUpkwv nBonoidv Tov
EUMOPIKOU  Kivnuaroypdgov), niav
yia napddeiypa XdBa, Mexpér, Epiv.
Mia pdva ora 60 g, évag natépag
oa 70 tov. O yiog g Oeiag, o
Zagér. MNMaibid yepdra zovidvia kai
Xapd nov zovoav oMV KOUGMOANn
ka1 Sev eixav Se1 olte pia oxoAKni
yiopti. Zinv enoxn g navroduva-
piag tov «image» kai tov «life style»,
0 oknvoBéng eixe yupioel tnv nAGm
oe aviég ug afies. To xwpio Sev
ranev@Bnke yia va yiver exkBapBwu-
K6, yia va ahievoer Bearég.

Zépete u fav To xwpio; ‘Evag
neviakdBapog, ayvés Kivnparoypd-
@og.

O eBdopnvidpng Beiog otéAvel
10V Eyyové 1oL Otov pdgrn, yia va
1ov guder 1o orpipwpa oto navie-
Abvi tov. O donAaxvog pdging zntd

Tov Ahmet Ulugay

¢ avidAhaypa 50 Afpeg. Zkegreite
50 Afpeg! «O donAaxvog, ag Sadoet
eKkelvog TG mevivia Alpeg Kai ag
yiver 81k6 tov 1o mavieddvil...».
lverar owepd pe 1600 andég 1oto-
pieg; “E! “Eyive. "Oco o1 aventoypé-
VOl KIVNHATOYpa@Iotég tng vnavd-
NTUKING X®PAg Hag, naizovv He tg
vpnAég 16€eg, ta @oBepd naixviia
evpuiag Kar ta napddofa mnov
napdyovv, 10 tanewvé Xwpié ava-
KGhvwe pia véa @AéBa — oxeddv,
£yIVE paviQEato.

EmndAéov, auté npayparonoiifn-
KE HE EIKOVES MoV, NS 1a Npéow-
na 1wV Koundpowv otg Taivieg tov
Eisenstein, §ev oBrivouv ebkoha and
m pvripn.

Zro PeouBdd Kiwnparoypdgouv
g Audheiag, énov @oBépovv nwg
10 ovpBodo ot Béon tov «Xpuvooy
INoprokaiot» Ba eivai o «EmBenkdg
EvBovoiaopde», pia tavia nov kpa-
udrav pakpid ané ug agies tov Aaiki-
opoV Kai Si€Bete mv nBikA evég
Kivnparoypdgov pe aflonpéneia,
Sev pnopovoe va BpaBeutel. AAAG,
8ev pnopovoe va peivel Kal Xwpig
BpaBefo - ritav SvokoAo va ayvon-
B¢ei. Zro Xwpio 660nke éva BpaBeio
nov 8ev avrike orn Aiota t@v enion-
pwv BpaBedoewv: €navog -otnv
Kamnyopia— KaAvtepov oknvoBEm.
‘Hrav 6,u kaAvtepo pnopovoe va
Kavel pia tijua kpmkn enponn. Na
péva to peyadutepo BpaBeio 1o nripe
To xwpio.

Ag agricovpe omv dkpn yia pia
HEpa MV NP®IELOLOIGVIKN NAvIo-
yvwoia pag Kai 1ov ey@iops pas. To
XwpIo gival pia ravia nov pnopei va
18w0ei pe 1o BAfppa evég pikpov
naiSiov.

E@nuepida Radikal
3 AexeuBpiov 1997
Merdgpaon: Nikn TaiyxipoyAov
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The Small Town and Sincerity

by Ahmet Ulugay

ow is it possible to make a film out
Hof a story with no value, such as
the mending of a pair of trousers for 50
lira? If you’re not looking to swindle
anyone, if you wish to guard your sin-
cerity, it can be done. The Small Town
is a good example of this. During my
three or four years of “service” in film
shorts, I kept saying that the only prob-
lem in Turkish cinema comes from dis-
honesty. Many pretended that they
couldn’t hear the words of a filmmak-
er, and a maker of short films at that,
who suddenly appeared, out of the
blue, not part of the “scene”, speaking
about “sincerity”. Some of these peo-
ple, who in their “fiascography” had
not one single worthwhile film, gritted
their teeth. According to them, the
problem in Turkish cinema was a mat-
ter of technology and money. This was
their excuse.

When | was a child, my mother told
me the story of a shepherd girl who
believed she was as beautiful as a
princess because she had never looked
in a mirror. One day this girl finds a
shard of broken mirror in the fields. As
soon as she looks in it her world is
shattered. The poor thing had a very
ugly face indeed. So she bows to her
fate, she accepts it. She doesn't try to

find excuses. She doesn’t go to the
trouble, doesn’t have the audacity to
claim that the mirror was faulty. The
development of defense mechanisms
is only characteristic of our own intel-
lectuals. I am curious to see what pre-
tense our filmmakers will find who, in
a sense, have gotten over the prob-
lems of money and technology, for the
fact that we still don’t have a Turkish
film on the horizon that can get our
blood pumping, that can embrace us,
fill us.

[ believe that those farsighted peo-
ple at the 34th Antalya Film Festival
once again became aware of the reali-
ty that the only problem in Turkish cin-
ema continues to be “dishonesty”.

Nuri Bilge Ceylan’s The Small
Town was one of the best films in
Antalya. It was shot in a village that
you wouldn'’t be able to find on a map
without the aid of a magnifying glass.
Small budget, no voices... There were
no actors with names, for example,
like Hulya, Volcan, Tarkan, Tarik, not
even Tanzou (note: well known stars
of commercial cinema), rather there
were, for example, Hava, Mehmet,
Emin. A mother of about 60 and a
father in his 70s. The aunt's son Safet.
Children full of life and joy who lived

in the village and had never even seen
so much as a school play. In the age of
the all-powerful “image” and “life
style”, the director has turned his back
on these values. The Small Town has
not been debased in order to become
dazzling, to troll for an audience.

Do you know what The Small Town
was? Pristine, pure cinema.

The seventy-year-old uncle sends
his grandson to the failor to fix the
hem of his trousers. The heartless tai-
lor asks for 50 lire in exchange. Think
of it, 50 lire! “That ruthless man, let
him pay the fifty lire, and let him fix his
own trousers...” Is it possible to create
cinema out of such simple stories?
Well, it was done. While the developed
filmmakers of our underdeveloped
country played with lofty ideas, awe-
some games of genius, and the odd
products that result from this, the hum-
ble The Small Village struck a new
vein, almost became a manifesto.
Moreover, that which is created
through images, such as the faces of
the extras in the films of Eisenstein, is
not easily erased from memory.

At the Antalya Film Festival, where
| feared that the symbol of “The
Golden Orange” would be replaced by
“Aggressive Enthusiasm”, a film far
removed from pop values, with the
ethics of dignified cinema, couldn’t
receive an award. But, it couldn’t
receive nothing, it was difficult to
ignore. The Small Town was given an
award not included on the official list:
Distinction — in the category of — Best
Director. It was the best that an honest
jury could do. For me, the biggest
award went to The Small Village.

Let's leave aside for one day our
cosmopolitan omniscience and our
egos. The Small Village is a film that
can be seen with the gaze of a small
child.

Radikal newspaper
December 3, 1997
Translated by Tina Sideris
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0 xwp16 tov Nuri Bilge Ceylan eivar
Tplu tavia guaypévn pe Bavpaoti
anAétnta. Zav th @uon andn, Kai
peyadei®dng: oav v nopeia piag
201g, SVOKOAN, VOUOTEAEIAKA, payev-
KN, nepneteiddng, noAvnAokn' cav
1ov Bdvaro, puompiddng kai anpéor-
. To KPS X016 TV NaiSIKOV Xp6-
vav, pikpoypagpia tg Toupkiag ™
Sekaeria tov '70, eivai, énwg kGBe
yevéBAiog ténog, narpiba kai GLAAKA
pazi. H rawvia xwpizetar oe téooepig
npGéeig, pia yia kGOe enoxn tov Xpd-
vov, om Sidpkeia twv onoiewv o1 o
HIKPOI MP®WIAY®VIOTEG, O EMAXPOVOS
ANl ka1 n eviekdxpovn XouvAia, extiBe-
vial o€ pia nepinéteia nov Ba pnopov-
o€ va efval n nepinétela piag zwnig.

O «Xepcdvag» avoiyel v tavia oto
XIOVIOHEVO Kal anoKNEIOPEVO yia Kd-
noiovg pabntég oxodefo pe  Baperr
enavdAnyn tov eBVIKIOTIKOD avayv-
oukoy, morol oro Tpimuxo narpic-
Opnokeia-oikoyévela. ‘Evag pabnrrig
éxe1 apynoel Ady® g Bapidg xiové-
mwong. ‘Ortav grdvel omv aiBovoa,
Bydze: ta nanovtoia kai ug KAATOES Kai
TG Kpepdel otov owAriva g o6unag
va oteyvaoouvv. Mia paBritpia §1aBd-
ze1: «ANANAeyyOn onpaivel niotn tov
ev6g otov Ao, 6oov agopd ta ouvvai-
obripara, ta evBiagépovia Kai Tg oke-
yeig rov. O1 GuBpwnor Sev pnopovv va
200V pévol Kal va aviene€épxovral oug
avdykeg tovs. ' autd xpelazépaote o
évag tov dAho. [Mpéner va BonBdpe
T0UG PrXOUS G600 Mo NOAVY HNopov-
pe..». Zrayéves ané ug Bpeypéveg
KAATOES TOL PIKPOUL OKAVE otV ENipa-
VEIQ NG OGUNAS HE TO XAPAKINPIOTKS
fixo g efdruong v vepol omv
kavri emipdvela. H véa yewid omv
npaIvii OXOAIKA NPOCELXN, €V HEOW
10V KardAeLKoL Toniov, naipvel 6pKro
oroug otéxoug nov €ece o Ararolpk
kai «napabiber mv vnapfi mg omv
Touvpkia», Aev eivar noAmkoi o1 Adyor
nov kdvouwv tov Ceylan va piAder yia
aAAnAeyyun. Movaxikég kaAAéxvng
Oe pia andAvta NPocWMKA nopeia,
Sopkizer toug pdBoug g povalid tov
OE Jia xopa nov anotelel pia 1diazov-
0a nepimwon om OXéon IS HE 1a
naykéopia Kovd.

H «Avoifn» Bpioxe: 1a Svo naiid o'

01 4 emoxég g Cuwric

éva 8doog nov avbizer kai ogizel ané
zon. ‘Onwg Ba SnAdoer otnv endpevn
evénta o narépag tov A kai g Xou-
Nia, Sev miotevel ma otov Gubpeno,
motevel pévo om @von. Ta kovuvd
nAdva g kdpepag tov Ceylan ompi-
zouv autd 1o emxeipnpa oe KGOe
evkaipia, npooBéroviag pe vnéyeio
péno nwg Kai o i8log o GuBpwrog
efval pépog tng @uong Kai Sev prnopel
va zricel pakpid ané avm. [pdra ta
@UANdpara v Sévipav, ta pdua v
ydibapov, 10 Ke@dhl tng XeA@vVaAg rnov
§enpoBdAAel, kair perd o Guepog oro
auvtf Tov NAIKIGPEVOL Natépa, 10 Putl-
Siaopévo tov pétwno, ta pdua tov
Heyddov yiov niow ané ta yvahid g
Hoeniag, évSein tov KéMov piag oAG-
KANpNng zong, o kanvég rnov Byaiver
ané 1o oréua Tov ENavactdrn pa eyka-
tahedeippévov o paotévn §Gdep-
@ov, onudd yhvov ovvnbei@v. Zia
pdua tov pikpoy Al oL NPOCKEVE T
Beukn andvinon ané tov natépa 1ov
yia va pazépouwv Kai GAAo KaAapnoki
yia t goud, ovvavrovvial n avlpo-
nvn npoopovi He 10 KAAeopa g
@uong.

To «Kahokaip, nov anotedei oe
Sidpkeia m piori tavia, efvar yepdro
ané v atedeion noAvdoyia 1wV
peydAav yia ug petaf toug oxEoelg
Kal napdnova, ug mkpieg 1ovg and m
zon, ta abiéfoba, tov Bdvaro, ta
anpayparonointa oxédia, tov aydva
va @udfouv  zen TOUG, TS XAPEVES
€LKaIPiES, Ta netapéva Gvelpa, nov oro
1€M0g anokolpizel Tovg Svo HIKPOUS
npweg. O KOOGS TV peydAwv GpOS
eloépxeral bnovAa ora Ovelpa Twv
HIKpdV KiI 0 AN BAéner otov Gnvo tov
1 xeAdva nov denoe va nebdver oro
8doog avanoSoyvpizovidg mv. Ki evd
o1 Gubpeg ovvexizovy va noAvAoyowv,
o1 yuvaikeg €xovv Kovpaotei and mv
noAAr SovAeid. H yiayid Bewpei nwg
Sev undpxel kdGu dAAo om zwn népa
and m SovAeid, n onofa Sev eivai ovte
vnoxpéwon, ovte emAoyn, oUtE, PLoI-
kd, evxapiomon. Eivai o iSiog o
dvBpanog, eival n anéAvn ravuon ov
Xpévov g ENiveIag zwng He 10 €pyo,
gival 10 évonkto g pntépag nov Sev
g agrivel nepiBdpia emAoyric,

To «PBivénwpo» oro oniu, ev ava-

Tov Aeutépn Xapfrov

povh tov «Xelpdva», n MePINEEIa
evoapk@veral o’ éva Gveipo evnAiKim-
ong. H XotAia ovelpeteral tov nannot
g vekpd avdpeoa ota xépra, SinAa
oo pudkl. To Koprodki OnK@Vel 10
AEUKG MOUKAMIOO TOL VEKPOU Kal
katevBiverar oo pudki. Aiotakukd
Bdze1 10 xép1 g oto VEPS. Akbpa Kal
orov Unvo tg n XovAia BéAe1 va «Bov-
méer omn zan.

Eivai Bavpaot6 néoeg Siapopenikég
Syeis g vnap§iaknig vnéortaong 1oV
avBpdnov npoAaBaiver va ekBéoer oe
Hia téoo ovviopn tawia o Ceylan. O
i810g mapapével agavduorog naparn-
pntig. Ynoypappizel vnékaga Kai pe
empovri v aAdayri tov avBp@nov oe
napdAAnAn nopeia pe v aévan adia-
Vi TOV eNox@v g guong. Evd 6Aeg o1
KouBévies kouvBadovv v adidoeion
ahriBela tov kabevég, GAol kdnola
ouypn SnAdvouv 1o 8€og Toug yia 1o
avunépBAnto g guong.

H rawvia yupiomke pe éva ouvepyeio
nov anotehovvrav ané §vo dropa! Ani-
OTEVIN MPAyHAuKSINIa O pia enoxn
nov kG6e tavia xapnAot npobnoAoyi-
opol ananel tovAdxiotov 20 pe 30
texvikotg. O Ceylan pe pia aotyxpovn
BopuB@dn kdpepa 35mm kai éva tpi-
néd1 nepIKLUKAGVEL Tovg avBpadnoug
Kal Karaypdgel 6,u pnopei va ndpel
and mv apecSNTa 1oL EPACIIEXVIOHOV
tovs. To anotéleopa oe oxéon pe m
onapudukn A6Ia 1V HEOWV TOU,
avadelkviel évav oknvobEm pe anéiv-
m kaBapdéinta BAuparog, ewaoukn
akpiBela kai éunvevon, yv@om tov
PLOIKOV KGOHOL, TOL PWISE, TV OKIG-
CE@WV O1a NpoowNa, g Karaypaprig
me Aemmopépeiag Kai tov orabepoy,
Suvapikou, exppaocukol kadpapiopa-
10¢. To enftevypa avmig g taviag
ouvviotatar ota pndevikd péoa pe ta
onoia npayparonoiBnke, kai ovviotd,
Héoa ota nAaioia 1oL PNPIakou Toniov
10V ovyxpovov  Kivnparoypdgov,
napnyopid ota pdua Kai myv Woxi.
Eivai n emotpogri oto kaBapé owepd.
Mia kdpepa, pepikoi dvBpwnol, tonia
Kai fixol apkovv yia va ourioel o Ceylan
10 OUpNAav Tov.

ZemeuBpiog 2006
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The 4 Seasons of Life

By Lefteris Haritos

uri Bilge Ceylan's The Small

Town is a film made with ad-
mirable simplicity. Like nature, simple
and majestic, like the course of a life,
difficult, deterministic, enchanting,
adventurous, complex, like death
mysterious and inaccessible. The
small village of childhood, a miniature
of '70s Turkey, is like any other birth-
place, both homeland and prison.
The film is divided into four acts, one
for each season of the year, during
which the two young leading charac-
ters, seven-year-old Ali and eleven-
year-old Hulya, begin an adventure
that could be the adventure of a life-
time.

The film opens with “Winter”, at
the snow covered schoolhouse,
which is inaccessible for some stu-
dents, with the boring repetition from
the jingoistic primer, faithful to the
triptych country-religion-family. A
student is late due to the heavy
snowfall. When he reaches the room,
he takes off his shoes and socks and
hangs them on the stove pipe to dry.
A girl reads: “Solidarity means be-
lieving in one another as regards
feelings, interests and thoughts.
People cannot live alone and meet
their needs. That's why we need one
another. We must help the poor as
much as we can...” Drops from the
boy's wet socks sizzle on the stove
top with the characteristic sound of
water evaporating on a hot surface.
The new generation at the first morn-
ing school prayer, in the middle of
the snow-covered landscape, swears
allegiance to the goals set by Ataturk
and “gives up its existence to
Turkey”. The reasons that make
Ceylan speak of solidarity are not
political. A lone artist on a complete-
ly personal journey exorcises his
fears of loneliness in a country that is
unique in its relationship to the
worldwide community.

“Spring” finds the two children in a
forest that is blooming and vibrant
with life. The father of Ali and Hulya,
as he will declare in the next piece, no
longer believes in humanity, he only
believes in nature. Ceylan’s close-ups
support this reasoning at every oppor-
tunity, adding as a subtext that man
himself is part of nature and cannot
live removed from it. At first the
foliage of the trees, the donkey’s eyes,
the turtle sticking its head out and
later, the wind in the ear of an elderly
father, his wrinkled forehead, the eyes
of the eldest son behind his myopic
glasses, proof of the toil of a lifetime,
the smoke curling out the mouth of
the rebellious but listless cousin, the
mark of earthly habits. In the eyes of
young Ali who is waiting for his
father’s assent to gather more corn for
the fire, human hope meets with the
call of nature.

“Summer”, which in duration is
half the film, is full of the endless
chatter of the elders, about their rela-
tionships, complaints, their bitterness
with life, the cul-de-sacs, death,
plans that never materialized, their
struggle to make a life for them-
selves, their lost opportunities, the
dreams that went up in smoke,
which finally lulls the young protago-
nists to sleep. However, the world of
grown-ups slyly enters the children’s
dreams and Ali dreams of the turtle
he left to die in the forest by turning
it on its back. And while the men
continue to chatter, the women are
overworked and tired. The grand-
mother thinks that there is nothing in
life other than work, which is not an
obligation, not a choice, and natural-
ly not pleasure. It is man himself, it is
the absolute connection of life on
earth with work, it is the mother's
instinct that leaves no room for
choice.

“Fall” at the house, waiting for

“Winter”, the adventure is incarnat-
ed as a coming of age dream. Hulya
dreams of her grandfather, dead in
the grass, near the stream. The little
girl lifts the dead man’s white shirt
and heads for the stream. She hesi-
tantly dips her hand in the water.
Even in her sleep, Hulya wants to
“dive” into life.

It is amazing how many views of
man’s existential essence Ceylan
manages to display in such a short
film. He himself remains an impartial
observer. He silently but determi-
nately underlines the changes of
man in conjunction with the perpet-
ual change of nature’s seasons.
While all the conversations hold the
undeniable truth of each person, all
at some point declare their awe of
undefeatable nature.

The film was shot by a two-man
crew! An unbelievable fact in an age
where each low budget film needs at
least 20 to 30 technicians. Ceylan,
with a non-sync, noisy 35mm cam-
era and a tripod, envelops people
and records whatever he can from
the immediacy of their amateurism.
The result, in the context of the
Spartan minimalism of his resources,
shows a director with absolute clarity
of vision, cinematic precision and
inspiration, knowledge of the natural
world, of light, of facial shadows, the
recording of detail and steady, pow-
erful, expressive framing. The achie-
vement of this film is that, in spite of
the nonexistent resources with which
it was made, it constitutes, in the
context of contemporary cinema, a
solace for the eyes and the soul. It is
a return to pure cinema. A camera, a
few people, landscapes and sounds
are all Ceylan needs to set up his
universe.

September 2006
Translated by Tina Sideris
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Zuvvepa Tou Mdan e

Mayis sikintisi / Clouds of May

ZknvoBeoia-Zevapio-dwroypagia-Zknvika / Direction-Screenplay-Cinematography-Sets: Nuri
Bilge Ceylan MovtaZ / Editing: Ayhan Ergursel, Nuri Bilge Ceylan ‘Hxog / Sound: Ismail Karadas
Mouoaikr / Music: J.S.Bach, Handel, Schubert H8omoioi / Cast: Mehmet Emin Ceylan (Emin), Muzaffer
Ozdemir (Muzaffer), Fatma Ceylan (Fatma), Mehmet Emin Toprak (Saffet), Muhammed Zimbaoglu (Ali),
Sadik Incesu (Sadik) Napaywydg / Producer: Nuri Bilge Ceylan Mapaywyr / Production: NBC Film.
AiGpkeia / Duration: 123", ‘Eyxpwpo / Color. 35mm.

Aiakpioeig / Awards:

Bpapeia ZknvoBeoiag, B' KaAutepng Tawiag, Eidiké BpaBeio Emrpomnr|q yia To 0UVOAO TwV EPUNVEL-
wv / Best Director, Second Best Film, Special Jury Prize for all actors, Antalya FF, 1999

Enionuo Alaywviotiké / Official Selection in Competition, Berlin IFF, 2000

Bpaeia KaAUtepng tawiag, FIPRESCI, Kowou /

Best Film, FIPRESCI Prize, Audience Award Istanbul IFF, 2000

BpaBeio Eupwnaiwv Kprtikav, BpaBeio Eupwnaikrq Akadnuiag (FELIX) / European Critic’s Award,
European Academy Awards (FELIX), 2000

Edik6 BpaBeio Emrporig / Special Jury Prize, Fajr IFF, Tehran, Iran 2001

Apyupd Bpapeio Rosa Camuna / Silver Rosa Camuna, Bergamo IFF, Italy 2001

BpaBeio Zxnvobeaiag / Best Director, Buenos Aires IFF, Argentina 2001

O Moulapép emoTpEPel 0TO XWPIO TOu, YIa va yuploe! uua Tavia érou 6a npwtaywvioTe( 1) OlKoyE-
Veld Tou. Aokiuddel, AoIov, TIG UMTOKPITIKEG IKavoTtnTeg Tou natépa tou. O Moulapép emotpareuet
kat Tov EGOeA@O Tou, ZapET, o onoiog dev kardpepe va unet oro navermotnuo. O Za@et evlouoia-
Zerau Kt a@rivel T SOUAELd OTO EPYOOTAOI0 MOU e TOOEG SUOKOAIES eixe PBpeLl. TEAoG, o Moulapép
{nrd ™ ouupeToxn Tou avigiou tou, AAL Mapdti, duwe, Agel nwg B€Ael va karaypdyet m {wrj Tou
Xwplou, N eupovr) Tou ue Tnv Tawvia Tou dev a@rivel Tov Moulagép va det Ta kabnuepiva npofAnua-
Ta Twv avBpwnwv rou {ouv ekel. O Ceylan éxave v Tavia yia va e§ilewBel yia mn ouunepipopad Tou
kard m Sidpkela Twv yuplopdrwy g Taviag Tou To Xwplo.

Muzzafer returns from Istanbul to the small town in Anatolia where he grew up and his parents and
family still live. He plans to feature them in his new film, and brings with him a video camera with which
he tests his elderly father’s acting abilities. Muzzafer arranges for his cousin, Saffet, who has just failed
his college entrance exams, to help in the filming. Saffet is thrilled, and gives up the factory job that
had been so difficult for him to find. Muzzafer’'s nephew Ali is also invited to participate. But although
he claims to want to capture the life of the village, Muzzafer's obsession with his film makes him blind
to the daily events that matter to the people that live there. Ceylan made the film to repent for his
behaviour during the making of his 1998 film, Kasaba.

NURI BILGE CEYLAN - 47™ THES.SALONIKI INTERNATIONAL FILM FESTIVAL / 2§



H xelpotexvia g kataywyrig

Tov ©dvov Avaorénoviov

1997 o Nuri Bilge Ceylan oknvoBe-
T?s[ NV Np@In 1oL peydAoL PRKoLg
tawvia To xwpid. (‘Exer mponynBei n
HiKpoU prikovg tawia Kouvkoudl). To
1999 akohovBovv ta Zvvvepa rov Mdn.
¥’ avmi mv tawvia o Ceylan, nepiypdget
N zONA HIag OIKOYEVEIAG, TOL MATépa Kal
g pntépag (nov vnodvovrai o1 idior o1
yoveig tov oknvoBém) Kai KAnolwv ouvy-
VEV@V, 0’ €va X@pIo 6XI Hakpid and my
néAn 6nov évag oknvoBEng (o yiog
tovg) npoonabel va yupicel pia tawia.
Tawia pe évrova avr6-avagopikd orol-
xela, 6nwg dAA@OTe GAES Ol TAIVIES TOL
Ceylan, omv onoia enavépxovrai pe eni-
povn Bépata 6nag n oIKoyEvela, n naidi-
K nAIkia, n xapévn aBwdmnrta, n zon
omvy enapxia, 10 NEPACHA TOL XPGVOL N
OLVEIBNON NG an@AEIag Kai n naviodu-
vapia g guong.

H tawia nov yupizei o yiog oknvoBs-
g ota Zuvvepa tov Mdn poidzer pe To
xwpio. [ToANEg ané 1§ OKNVES g Mpw-
g taviag enavépxovial om SevTepn Kat
pdhiota orovg iBlovg x@poug. Oa uno-
POUOE KAVEIS va T Xapakmnpioe! g tai-
via kaBpégm. Ze pia empgpovg oknvr
g Taviag o narépag tov okNVoBETn BAE-
el MV TAEGPAcn pia oknvhi ané 1o
KoukouAl. ©a pnopovoe Kaveig va wn-
OEl yla ALIOAVAPOPIKGINTA, VAPKIOOI-
Opo, yia pia €ppovn omv enavdinypn.
Qot600 vopize nwg Oa ritav npoupdtepo
va vioBetovoape Gpovg zmypaikovs 1
povoikovs. [pdkenar yia napahdayeég
oro 610 B¢pa ka1 tavtéxpova yia aAhayi
npoormukig. O Ceylan, enavépxetar ora
i6la Bépata 6nwg évag zwypdgog mov
zwypagizel §avd kai §avd 1o 610 noprpe-
10, §ava kai §avd 1o 1610 tonio.

Avri akpiBag n Siadikaocia ovvie-
Aeftar ota Zuvvepa tov Mdn. Evé
NPOKEITAl Yia pia 1avia nov npogpxe-
tal ané ta onAdxva g nponyouvue-
vng, avii yia 10 aviiypago ng, 1oV
KaBpE@tn tng, anoteAel TNV nx@ 1ng,
mv aviavdkhaon tng, mv 816pBwon
g péoa ané pia Slagopeniki npoo-
nukn. Avrii tn @opd o Ceylan enike-
VIP@VETAl GX1 HOVO OTIS PIKPES OTIYHES
g kaBnpepivéintag aAdd kai o' avté
nov ouwviibwg Bpioketar npooekukd
KpUPPEVO pa taviéxpova Sianepvd
my em@dvela tov kéopov. [Npdkeral
yia pia Bovud onv ovoia 1@V npay-
HAT@VY, TOV Npoodnewv Kai 1wV Kata-
ordoewv. H oikoyévela anoredei Oépa
ahAd kai avaykaia ovvBrikn avtov tov

€pyov Kal o1 OX€oeig avdpeoca ora
HéAN tng, n avdykn enikowwviag aAAd
kai n advvapia enagrg, Kupiapxovv
KA ané 1o advo®nnto népacpa tov
Xp6vou Kai 1o abidpopo BAEppa tng
puong.

Zmn oxéon tov pe m @uon o Ceylan
kovBahd Siapkdg péoa tov éva BabBv
katdhowno g naibikhg nAikiag, ovvde-
Sepévo pe v aioBnon piag xapévng
aBwdmrag. L @uon Bpioketar Kaveig
auipétonog pe 6ha 6oa Exel aQnoel
nicw 10V Kal pe 6oa €xowv yia ndvra
xaBei. O avanmipag ota xépia tov pIKpov
ayopiol g taviag, nov avaBooBrivel
naizoviag HOLOIKA, ev@vel Tov napado-
OlaKG KOGOHO WE TOV HOVIEpVO eyKabi-
Spvovtag pe xioGpop pia véa puBodoyia.
H aneidii tov obyxpovou KGopou nov
épxetal va Siahvoel tov napaooiaksé
Tovizetar and Ttouvg LNAAARAOLG TOL
Ynoupyeiov 'ewpyiag mov €pxoviar va
£(QAppGoOLY TO VOHO anan@viag 1o
KOWILO TOV SEVIp@V MoL yia Xpévia npo-
onaBel va npootareboel O NAtEPAg Tov
oknvoB&m. Efval cuykAovIoTIKR n oknvri
oL O MATEPAG TOL MPAIAYGVIOTA TPEXEL
e To nodriAaro tov yia va npoAdBel toug
vnaAARAoLG, MOV NNYAiVOLV HE TO ALTO-
Kivntd toug oto 8dcog, npiv onpadéyouv
yia ndvia pe KGKKIvN Prioyid T ayannpé-
va tov Sévipa. Ki drav avakahvmer ta
onpuddia ota 8évipa o Beanig orékeral
8inAa tov, avripnopog, pnpootd ¢’ évav
akdpa «BuooveKnmo» nov Xdveral.

H rawia eivai évag vpvog omv kara-
yayni. O1 putibeg oto npéoeno tov nare-
pa Kai o1 pézol TV SEVIpwV WAGUE pE
Tov (810 TpANo yia oV Xpévo mov nepvd
abvodnnra, yia npéowna Kai npdypara
nov ayandpe Kai kdnote Ha xaBovv. H
@Uon @otéoo péoca ané g aviavakhd-
OEIg ToL VepoU, 1o Bpdlopa tov avépov,
ug onibeg g vuxtepivig goudg eival
auti nov yepizel pe vénpa ug aiodnoeig
Kal METa@EPEl v MANPOIIa mg zong
peradibovidg pag éva oxeSév Bpnokevt-
K6 aioBnpa aiwvidntag.

H rawia wd aképa yia tov opidepévo
XpOvo: Tov Kivnparoypapiké xpévo. To
B€pa tov yupioparog g tawiag enneiver
avri m Sidotaon. Nati, 1 dAo eivar 1o
yUpiopa piag taviag ané mv npoondfeia
anotinmong v Xpovou NAve otig Zweg
1wV avbpodnwv Kai taviéxpova pia and
g tedevtaies Yevdaiobricelg abavaoiag;
L' éva KGopO Mov xdvetal, 1o QIAN ano-
wnavel yia ndvia toug reAevtaiovg Yidu-

poug, 1a teAevtaia Opoiopara toug teAev-
tafoug kpadaopots. ‘Oho 10 épyo toU
Ceylan eivai emkevipwpévo ndve omv
avanégevkm andieia. ‘Ohor o1 fipweg
oug tavieg 1ov KaraAyouww co@pGtepol
Kal wpIPGIEPO], Kal ouvdpa Xapévor Kai
OLVIETPIPHEVO! and v an@iela. Zon kai
Odvarog ouvvundpxowv Org TAIVIES TOL
Ceylan ki1 o1 fipweg Kivovviar avdpeoa
TOUG OaV T0 VEPS MoL KUAGE! OO0 pudKI.
H zwri nepvd yAvka kai epei yepvdpe,
Aéer n puntépa otov piKkpS aviyié Sivovtag
1oL va Kpatioel éva aByé omv toénn yia
oapdvia pépes. Mia Sokipaoia evniikio-
ong nov Ba odnyricel omv vriopovr Kal
v vnevBuvdnta. Aev éxel onpaocia av o
avipiég Ba mel wépara kai Ba kASwel
péoa omv eyeioukn embupia tov va Kep-
Sioel éva aoripavio avidAdaypa. [olog
elne 61 n zon eival ela i o1 dubpanor
€xouvv povdxa apetég; Oute eival uxaio
6u o oKnVoBENG, KEVIPIKGS rip@ag g
taviag, eival évag gvaionrog napampn-
TG Kal tTavtéxpova évag auBpwnog nov
Suokodevetal va ekppdoel ta ovvaiodni-
para tov. O fipeag avtds, nov enaveépxe-
1a1 oe kGBe taia tov Ceylan, xwpis va
anoteAsi pia Mot avtonpocwnoypagia
10V OKNVOBEN, anokavmel dAAote pe
Nemé xioUpop ki dMote pe BaBy ona-
PAyHO, TOV ECWTEPIKG TOL KGOUO.

Ta Zowepa rov Mdn eivar yia tov
Nuri Bilge Ceylan, 6u o Avipei Pouv-
unAiog yia tov Tarkovsky, n tavia exeivn
Héoa and mv onoia anoKpLoTaAA@VEl ta
KaMAexvikd tov moteve. H nvevpauxn
ka1 nBikr tov BiBAog. H tavia nov kabo-
pize1 tn ox€on TovL pe Toug AvBpa@noug,
Pion, tov Xpévo kar mv Anpiovpyia.
Eivai évag anéuvtog Spdpog mov ene-
Kieiveral aképa kar oug ouvBrikeg napa-
yaoynig. (‘OAeg tov o1 tawvieg yivoviar pe
e§aipenikd @raxd péoa, epaonéxveg nbo-
nolovg Kai JIKPO ouvepyeio, npdypa nov
TOL enmpénel anéAV KAAATEXVIKN ave-
§apmoia). "Evag 8pdpog ané tov onoio
Sev napekkAivel, Badizoviag favd kai
§avd péoa ané aMendMnieg napadia-
vég oe pa Babid katavénon tov eautol
TOUL Kal TOL KGOHOU.

2’ §va KGOHO OMoL 0 KIVNHAtoypdpos
HETarpéneral o Pia 0AoEvVa Kai o anpo-
oann Biopnxavia, o Ceylan empéver oav
YVNOI0G XEIPOTEXVNG, VA Pag MPOOKAAEl
va poipaotovpe ug BabButepes afieg
Qaurov ToL KOGHOL.

OxraBpiog 2006
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n 1997, Nuri Bilge Ceylan directed his

first feature film, The Small Town. (It
was preceded by the short film
Cocoon). In 1999 Clouds of May fol-
lowed. In this film, Ceylan described the
life of a family, the father and mother
(who are played by the director's own
parents) and some relatives, in a village
not far from the city where a director
(their son) is trying to shoot a film. A
film with striking self-referential ele-
ments, as in all of Ceylan’s films, in
which subjects such as family, child-
hood, lost innocence, life in the coun-
tryside, the passage of time, the realiza-
tion of loss and the omnipotence of
nature determinedly return.

The film that the son/director is shoot-
ing in Clouds of May resembles The
Small Town. Many of the scenes of the
first film reappear in the second, and at
the same locations. One could charac-
terize it as a kind of film/mirror. In a part
of one of the film’s scenes, the director’s
father watches a scene from Cocoon on
television. One could see this as self-ref-
erence, narcissism, and a compulsion for
repetitiveness. However, | believe that it
would be preferable to speak in terms
adopted from painting or music. These
are variations on the same theme and
concurrently, a change of perspective.
Ceylan returns to the same themes as a
painter who paints the same portrait
again and again, the same landscape
again and again.

It is exactly this process that we see in
Clouds of May. While it is a film that
springs from the entrails of the previous
one, is neither its copy nor its mirror, it is
rather its echo, its reflection, its correc-
tion through a different perspective. This
time Ceylan concentrates not-only on
the small details of everyday life, but also
to what is usually carefully hidden while
permeating the surface of the world. The
film plunges into the substance of things,
people and circumstances. The family is
not only the subject but also a necessary
condition of this work, and the relation-
ships between its members, the need for
communication and the difficulty of inti-
macy predominate, under the relentless
passage of time and the indifferent gaze
of nature.

In his relationship with nature, Ceylan
constantly carries with him a deep
residue from his childhood, connected

The Craft of Descent

to a sense of lost innocence. In nature
one finds oneself faced with all he has
left behind and all that has been lost for-
ever. The lighter in the hands of the
small boy in the film, which he clicks on
and off playing music, unites the tradi-
tional world with the modern one, creat-
ing a new mythology with humor. The
threat of the contemporary world com-
ing to destroy the traditional one is
stressed through the employees of the
Ministry of Agriculture who come to
enforce a law to cut down trees which
the director’s father has been trying to
protect for years. The scene where the
leading character’s father rushes on his
bicycle to overtake the employees who
are driving to the forest to mark his
beloved trees with red paint is extremely
moving. And when he discovers the
marks on the trees the viewer stands
beside him, helpless, confronted with
another Cherry Orchard which is being
lost.

The film is a hymn to descent. The
lines on the face of the father and the
knots on the trees speak in the same
way about the relentless passage of
time, about people and things we love
and will one day lose. However, nature
reflected in the water, the rustling of the
wind, the sparks of the fire at night, are
what fill the senses with meaning and
convey the fullness of life, imparting an
almost religious sense of the eternal.

The film also speaks of sculpting in
time: cinematic time. Having the shoot-
ing of a film as the subject accentuates
this aspect. Because, what is the shoot-
ing of a film if not the attempt to imprint
time on the lives of people and simulta-
neously one of the last illusions of
immortality? In a world that is being
lost, film imprints the last whispers, the
last rustlings, the last tremors forever.
Ceylan's entire work is centered on
inevitable loss. All the heroes of his films

By Thanos Anastopoulos

end up wiser and more mature, and at
the same time crushed by loss. Life and
death coexist in Ceylan’s films and his
heroes flow between them like water in
a brook. Life sweetly passes and we get
old, the mother says to her small
nephew, giving him an egg to hold in
his pocket for forty days. A coming of
age trial which will lead to patience and
responsibility. It doesn’t matter if the
nephew lies and cheats in his selfish
desire to win an insignificant prize. Who
said that life is perfect or that people are
only virtuous? Nor is it by chance that
the director is a sensitive observer and
also a person who has difficulty express-
ing his emotions. This hero, who reap-
pears in every Ceylan film, although not
a faithful self-portrait of the director,
reveals his inner world, sometimes with
delicate humor and other times with
deep anguish.

Clouds of May is, for Nuri Bilge
Ceylan, what Andrey Rublyov was for
Tarkovsky, the film through which he
crystallizes his artistic beliefs. His spiritu-
al and moral Credo. The film that deter-
mines his relationship with Man, Na-
ture, Time and Creation. It is an
absolute path which extends even to
production techniques. (All his films are
made using extremely few resources,
amateur actors and a small crew, some-
thing which permits him absolute artistic
independence.) A path from which he
does not stray, walking it again and
again in successive variations towards a
deep understanding of himself and of
the world

In a world where cinema is becoming
a more and more impersonal industry,
Ceylan remains a genuine craftsman,
inviting us to share the deeper values of
this world.

October 2006
Translated by Tina Sideris
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MakpIa e

Uzak / Distant

ZknvoBeoia-Zevaplo-dwtoypapia / Direction-Screenplay-Cinematography: Nuri Bilge Ceylan
MovtaZ / Editing: Ayhan Ergirsel, Nuri Bilge Ceylan ‘Hxog / Sound: Ismail Karadas Mouaikr /
Music: Mozart Zknvikd / Sets: Ebru Ceylan H8omoioi / Cast: Muzaffer Ozdemir (Mahmut), Mehmet
Emin Toprak (Yusuf), Zuhal Gencer Erkaya (Nazan), Nazan Kirilmis (Lover), Feridun Koc (Janitor),
Fatma Ceylan (Mother), Ebru Ceylan (Young girl) Mapaywydg / Producer: Nuri Bilge Ceylan Mapa-
ywyn / Production: NBC Film. Aidpkeia /Duration: 110’. ‘Eyxpwpo / Color. 35mm

Aiakpioeig / Awards:

Bpapeia Kakutepng Tawiag, Zknvobeaiag, Zevapiou, B’ Avdpikou poAou / Best Film, Best Director,
Best Screenplay, Best Supporting Actor (Mehmet Emin Toprak), Antalya FF, 2002 5

Méya BpaBeio Emrporig, A’ AvdpikoU poAou / Grand Prix du Jury, Best Actor (Muzaffer Ozdemir,
Mehmet Emin Toprak), Cannes IFF, 2003

Bpapeio Silver Hugo, Chicago IFF, USA 2003

BpaBeia Tolupkwv Kprtikv 2003: Kahutepn tawia, Zknvobeoia, Pwtoypapia / Best Film, Best
Director, Best Cinematography, SIYAD Turkish Critics’ Awards 2003

Bpapeia Kakutepng tawiag, Zknvobeoiag, FIPRESCI / Best Film, Best Director, FIPRESCI Prize,
Istanbul IFF, 2003

BpaBeio KahUtepng Tawiag / Premio Trieste (for Best Film), Trieste IFF, Italy 2004

H tawia epeuvd v kpuoTGAAIVI clwnr NG pwToypapiag, mou eivat kat To endyyeAua Tou LETTAL-
ka MaxuouUt. Ztov enayyeAuartikd emruxnuevo, aAAd anouovwUEVo, KOapo Tou pnaivet o Mouaoue,
0 dvepyog EGdeApog Tou Maxuourt, mou Epxetal otnv KwvatavtivouroAn amno [a HIKer enapxtaxn
noAn. O Mouooup xel wg yeviko, aAAd kal Xt Kal TOAU OUYKEKPILEVO, OXEDIO va Bpet SouAeld oe
kapdpl, motedovrag nwe n eutuxia Beiokeral kdmou pakpld. Mapott o veapog npoomabel va pnv
evoxAeil Tov EGBEAPO TOU Kal TIG OXOAAOTIKEG TOU OUVIBEIES, avanmoPeUKTa o Evag apx(et va emdpd
ot {wn Tou dAou. O Babude eupovric Tou Maxuout anokaAunTeTal, kabwe npoomnabel va avrije-
TWIOE! TOV KOOMO LE UOTAYWYIKEG UEBOSOUG.

The film explores the crystalline stillness of photography, which is the vocation of middle-aged
Mahmut. Into his professionally successful but isolated life wanders Yusuf, Mahmut's unemployed
cousin from a small country town. Yusuf has imprecise plans to find a job aboard a ship, believing that
happiness lies far away. Although the young man tries not to disturb his host's meticulous habits,
inevitably the cousins impinge upon one another's privacy. The extent of Mahmut's obsessive,
philosophical detachment is revealed as he attempts to ward off the world with ritualistic gestures.

28 / 47° QEZTIBAA KINHMATOTPAQOY QEZZAAONIKHZ - NURI BILGE CEYLAN



Maxpout, évag oxohaotkés, HEoHiAI-
Oxag EUNOPIKGS PWIOYPAPOS, MEVEL
p6vog o' éva Siapépiopa omv Kevorav-
vovnoAn, énov ané kaipd oe Kaipd Tov
EMIOKEMTETal Ota KAEPTd n Ep@HEVN TOUL,
wa navipepévn yovaika. ‘Onwg éxovv
ién ovvewonBel (npdypa nov o Max-
pout exvd), o avigiés tov [ovoovp
€pxetal yia va pefver pazi tov evéon
pdxvel SovAeld o’ éva epnopiké nAoio. O
TMovootg denoe 1o xwpi6 tov, eneidhi 1o
KAEOIHO TOL TONIKOL EpyoOTaciov npokd-
Aeoe pazikd avepyia. O Maxpout eivai
avotnpdg o1koSeondg and v apxn Kai
Bdzer Sidpopoug Kavéveg OXetkd pe TG
KIVACEIS Kal tn oupnepigpopd tov lov-
ooV oto Siapépiopa.

O Tiovoovp ypriyopa avakaAvmtel
nwg Sev vndpxer eAnida yia Sovdeld oto
EUMOPIKG vavtiké, napiotdvel Spws nwg
OUVEXIZEl va PAXVEL. LKOTGVEL TOV XpOVo
10V O1a Ka@é Kai napakohovBel aprixava
veapég yuvaikeg nov goBdrai va npooey-
yioel. Ev 1o petafv, o Maxpout npoona-
Bef va akodouvBricer  ovvnBiopévn tov
poutiva (SovAeid, ovvavtrioeig pe @houg,
tohpnpd Bivieo), aAdG Siamotdvel nwg
evoxAeftal 6Ao Kal nepIooGIepo ané mv
akardoratn kai adidkpin napovofa tov
Novoovp. H np@nv yuvaika tov Max-
pour, Nazdv, tov Aéel nwg npdkeral va
peravaotevoel orov Kavabd pe tov véo
mg Gubpa Kkai tov zntd va g vnoypdper
wa enfonpn G8eia. Tou expvompevetal
enfong nwg poBdrar 6u éxer peiver oteipa
perd my éktpwon nov €kave kard m Sidp-
KEIQ TOL YAUOL Toug.

Aiyn @pa apov katakpiver tov lNov-
ool yia éNenpn npwroBouhiag, o Max-
pout AavBaopéva vnaviooetar nwg oL
éxheye éva nopropdhi and 1o Siapépiopd
tov. Zro aepobpdpio, o Maxpout napa-
kohovBei kpupd ™ Nazdv kai 1ov Gvbpa
mg va @evyovv. ‘Orav emorpéper oto
Biapépiopa, o MNovooly €xer Povel.

O Nuri Bilge Ceylan eivai évag ané
T10Ug OKNVOBETES TOL «VEOL KUPATOg» Nov
epgaviomxav ota péoa mg Sekaetiag tov
'90 orov xdpo nov eAevBEPpwoE n Kardp-
pevon tov lecodp, tov XéAiyouvt g
Toupkiag. Aev poidzer ®ot600 noAY
OIoug OUYXPOVOLS 1oV, Ev péper enelbii
Eexivnoe apyd (yewriBnke 10 1959 kai
YUPIOE TV NP 1oL PIKPOU PAKOLS Tal-
via pvBonhaciag 10 1995) w ev péper
eneibii n oknvoBeoia tov eival xapakmnpi-
oukd w1 abidvipona nahiopodinukn,
Miowég rov Chekhov kai tov Dostoyevsky,
HiAnoe yia 1a oxébia tov e éva Kkeipevo
yia 10 neprobixd Cinemaya 10 1999: «Aev

Hov apéoowv ol nepiBwpIakeés 10TopIES.
Aev pov apéoouvv o1 aovvriBioteg 10topleg
nov ovpBaivouv oe KaBnpepivolg
avBpdnovg. Mov apéoovv kabBnpepivég
10topieg, KaBnpepvav avBpdnwv.»

To Uzak (nov onpaiver pakpid — pe v
£vvoia g «QLOIKIiG anéoraong» oUPP®-
va pe 1o Ne§iKé, oapas Spuws owvbéetal
Kai pe m ovvaioBnpaukni ano§évmon kai
ora ToUpKika) ofyovpa dretar g kabn-
HEPIVAINTAg ME TV avagopd otov X@po
avdpeoa orovg S0 povaxikovg Gubpeg.
O Maxpout efvai évag GuBpag nov obevel
yopyd npog v Kpion tng péong nAikiag:
X@pIopévog aMd axképa npooKoAAnpé-
VOG OTNV Np@nv yuvaika tov, anoyontev-
Hévog ané mv aviapri 1ov SovAeld (paro-
ypapizel oxébia oe nAakdkia), yepdrog
EVOXEG Y1a TN OXEON TOL HE HIA NAVIPEHE-
vn, veiotatal ta neipdypara v eRwv
0L yIa TV NpoSooia WV VEQVIKGY Tov
18avikév Kai nabaivel eppovi pe o novri-
KI MOV QVACTAT@VE! TV NMPWKUKN 1G&n Tou
Siapepioparég ov. O Tovoovy, o avi-
Wi16g nov épxetal va peiver pazi tov, eival
10 dnpayo enapxi®IénovAo nov npoga-
v fitav kdnote ki o Biog o Maxpout:
nxnpd av@pigog yia tnv nAikia tov,
oefovalikd Sieyeppévog, abéflog kai
BaButata avaopairic. ‘Otav o Maxpout
tehikd eonder ka Bpizel tov avemBipnto
@INoEeVOUHEVS OV, Katnyop@viag Tov 6t
ompizetal 08 ENENPOOUVES KAl YVOPIPIES
avti va xtizel pévog tov 10 PEAAOV Tov,
efval eppavég nwg exppdzel nAayiwg mv
opyn oL yia v Kardotaon g SIKAG Tov
20ng. To yeyovég unoypappizetar oro
aneAmopévo QIvdAe g taviag: o gavau-
K6¢ nAéov avukanvionis Maxpout KGOe-
a1 pévog ¢ €va naykdkl pnpootd omv
npokuvpaia, eved n karayida feonder ki
avdBe éva and ta toydpa nov tov denoe
o lNovooty, 6rav ékave v €066 tov.

Zmv nponyoUpevn tavia peydAov
prikovg tov Ceylan, Zuwvepa rov Mdn
(1999), o1 Bio1 6o nBonoioi ~Muzaffer
Ozdemir ki o exAinév Emin Toprak, ané
Koivou viKntég tov BpaBeiov KaAutepou
HBonoiot oug Kdveg, mv nponyospevn
xpovid yia o Makpid- énazav ce pia
aypoukn aAAd ovolaoukd napépola
exboxri 1ov xdopatog avdpeoa o' évav
exAenmuopévo aotd ki évav adan xopidm
nov npoonaBei va mdoel mv kaAn. Zmv
awia exeivn o Ozdemir vnobverar évav
oxknvoBém (nov ohopdvepa avinpoow-
nevel tov iSio 1ov Ceylan) nov emotpéper
oro xwpié 6nov yewriBnke, omv Avaré-
A, yia va yupioe: pia tavia, ki o Toprak
évav anotuxnpévo enibofo gorniii nov

Makpid
Tou Tony Rayns

otparodoyriBnke yia va naier o’ avtriv.

Emgaveiard, 1o Maxpid 6ev paiverar
va efval 1600 Kovtd otov Snpiovpyd, n
oknvoBeoia tov Ceylan Suwg éxer vndp-
Ee1 SebnAwpéva «npoowmiki» ané mv
apxni (n npdn tov tavia To xwpid, 10
1997, Baowzérav oe pia iotopia g abed-
@rig Tov yUpw and epneipies v naibi-
KOV TOUg XpOvav) Kai @aiverar noAy
mBavév 6u o Ozdemir naizei kar ndAi pia
ekboxri tov oknvoBén. Aev anotedel
€knAnén 1o 6u I pntépa tov Maxpout,
nov v drouye va agrivel avandvinta ta
MAEQPWVIKG pnvipata, vnoSuvetal n aAn-
6 pntépa tov oknvoBém. v npay-
paukémta, o Ceylan poidzer 6do xai
NEPICOGTEPO HE ouvSpopnth g pebé&ov
ouyypagrig oevapiav tov gidov tov, Kai
enfong Bavpaotri tov Dostoyevsky, Paul
Schrader: avayvepizeig éva npoowniké
npéBAnpa f Bépa, Snpiovpyels évav
NPIAYGVIOTTi MOV TO EVOAPKAVEI Kl ETEI-
10 Kataokevdzeig pia puBonAacia nov
Sokipdzel ta 6pia tov npoBArparog.

AovAeter avti n  péBodog oo
Makpid; O Maxpout gival évag xapaktni-
pag noAy AlyStepo puxavaykaotkss an’
6,u, ag novpe, o Travis Bickle i o
Mishima, ki o1 avactolég tng nAikiag tov
eival avapgiBoda 1600 «ovvnbiopévegs,
600 napovaidzoviai. O Ceylan nepvd
nepIoodtepo Xpévo va ovdoyizetal ug
noAAanAég OLVENeleg g «anéoraongs
and 10 va Karavoel 1§ apXIKES aitieg g
anootacionofnong tov Maxpout ané tov
K6opo. Zrov BaBué nov n iotopia g
raviag €xer €vav KAnoio «KoppG», EMIKE-
vip@vetar oy av§avépevn karavénon
v npoBAnpdrev tov Maxpoit nov
KaraAriyel va €xel noAv peyaAvtepn eni-
yv@on tov eauvrol tov an’ 6,u eixe rav
nperonriye onit tov o MNovooby, av Kai
Sev nAnoidzel nepioodtepo oto va §exa-
Bapioer ta npdypara. O Bearrig, Quaikd,
BAénel 1600 tov Maxpout, 600 Kai tov
TNovooVp (epikés @opés pazi, aAAd
ouxvétepa pévoug) Kai kaAeitar va Byd-
Aer evpltepa ovpnepdopara yia mv
«andéotaon» ané m OLHNEPIPOPd TOLS.
H npaypaukn eotiaon Spag yiverar omv
anéovpon tov Maxpout otov coApiops
K eival Bépa npocwmkoy yovorov av 1o
anotéAeopa poidzel OLYKIVITIKG 1 Nvew-
Hatwdag nrronabés.

Avayvepiopévos wg oknvobémg, na-
paywydg, 0evapioypdQos, KIVnparoypa-
qiotris kai poviép, o Ceylan e§aokei m
oxnvoBeoia oav Biotexvia. Or nBonoiof
KQl OI OLVEPYAIES TOL Eivan yEVIKG péAn
mg ooyéveids tov. To Ugog tov, Sev
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XPEIGzETAI KAV va 1o noupe, efvar orpa-
tevpéva edevBepo. Aev xpnoiponolef
HOLOIKA LIGKPOLON, MPOTIHA Th «HOVOI-
KOTNTa» 1oL YLOIKOL X0V, EVE POpHan-
OUKES Kal OXI SpapatovpyikES Evvoleg
Kuplapxovv oty nAaiofwon Kai t obvOe-

|71 O

ahmut, a fastidious, middle-aged
Mcommercial photographer, lives
alone in an Istanbul apartment, occasion-
ally visited by his furtive lover, a married
woman. By prior amangement (which
Mahmut forgets), his nephew Yusuf
arrives to stay while looking for work on a
merchant ship; Yusuf has left his village
home because the closure of the local fac-
tory has caused mass unemployment.
Mahmut is a strict host from the start, set-
ting various rules for Yusuf's movements
and behaviour in the apartment.

Yusuf quickly discovers that there is no
hope of a job in the merchant navy, but
pretends to go on looking for one; he kills
time in cafés and nervously stalks young
women he is too scared to approach.
Mahmut meanwhile tries to follow his nor-
mal routines (work, get-togethers with
friends, racy videos) but finds himself
increasingly imitated by Yusuf's untidy
and intrusive presence. Mahmut's ex-wife
Nazan tells him that she is emigrating to
Canada with her new husband, and asks
him to sign a formal clearance; she also
confides her fear that she may have been
left infertile by the abortion she had during
their marriage.

Soon after berating Yusuf for lacking
initiative, Mahmut falsely insinuates that
he has stolen a pocket watch from the
apartment. At the airport, Mahmut secret-
ly watches Nazan and her husband leave.
When he gets home, he finds that Yusuf
has gone.

Nuri Bilge Ceylan is one of the “new
wave” directors who appeared in the mid-
1990s in the space left by the collapse of
Yesilcam, Turkey's Hollywood. But he
doesn't much resemble any of his con-
temporaries, partly because he was a rela-
tively late starter (born 1959, made his
first fiction short in 1995) and partly
because his film-making is idiosyncratic
and unembarrassedly old-fashioned. A
devotee of Chekhov and Dostoyevsky, he
outlined his own project in a piece written
for the magazine Cinemayain 1999: “I do
not like marginal stories, I also do not like
extraordinary stories which happen to
ordinary people. I like ordinary stories of
ordinary people.”

on 1V ARPEGY 10V, 1600 TOV OTATIKGY
600 Kal 1wV navopapikev. Aev €xel
aK6pa Qrdoel v nofnon g KIVNparo-
ypagiknig yAdooag tov Ozu A v évtaon
ekefung tov Tarkousky, ahAd @avepd
epydzetal npog avtd nov o Paul Schrader

Uzak (which means “distant” — in the
sense of “physically remote”, according
to the dictionary, but the association with
emotional estrangement is clearly there in
Turkish too) certainly cleaves to the
everyday in its account of the space
between two lonely men. Mahmut is a
man fast approaching mid-life crisis:
divorced but still hung up on his ex-wife,
frustrated by his tedious job (photograph-
ing tile-design) and his guilt-ridden affair
with a marmied woman, joshed by his
friends for betraying his own youthful
ideals, obsessed by the mouse which
challenges the anal orderliness of his
apartment. Yusuf, the nephew who
comes to stay, is the country hick Ma-
hmut himself presumably once was: nois-
ily immature for his age, sexually exci-
table, clumsy and deeply insecure. When
Mahmut finally snaps and bawls out his
unwelcome house guest, accusing him of
relying on hand-outs and connections
rather than forging his own future, it's
clear that he’s obliquely expressing his
rage at the state of his own life. The point
is underlined in the film's forlom coda:
militant ex-smoker Mahmut sits alone on
a seafront bench, under a gathering
storm, and lights up one of the cigarettes
Yusuf left behind when he made his exit.

In Ceylan’s previous feature Clouds of
May (Mayis sikintisi, 1999), the same two
actors — Muzaffer Ozdemir and the late
Mehmet Emin Toprak, joint winners of the
Best Actor prize in Cannes last year for
Uzak - played out a rural but essentially
similar version of the gap between an
urban sophisticate and a bumpkin on the
make. In that film Ozdemir plays a direc-
tor (transparently representing Ceylan
himself) who returns to his home village in
Anatolia to shoot a film and Toprak an
academic no-hoper recruited to act in it.

Uzak seems less obviously close to
home, but Ceylan’s film-making has been
avowedly “personal” from the start (his
1997 debut feature Kasaba was based on
a story by his sister about experiences in
their childhood) and it seems more than
likely that Ozdemir is again playing a ver-
sion of the author. It's no surprise that
Mahmut's mother, heard leaving unan-

anoxkdheoe kdrote «nepBatké Gpog.»
“lows auté nov tov kpardel niow va efva
H6VO n enipov Tov oto Kafnpepive.

Sight & Sound, lovviog 2004
Metdgpaon: Zwri-Mupté Pnyonovdov

swered phone messages, is played by
Ceylan’s real-life mother. Ceylan, in fact,
looks more and more like a subscriber to
the screenwriting method recommended
by his~fellow Dostoyevsky fan Paul
Schrader: identify a personal problem or
issue, create a protagonist who embodies
it, and then devise a fiction in which the
problem is tested to its limit.

Does this method work in Uzak? Ma-
hmut is a much less compulsive charac-
ter than, say, Travis Bickle or Mishima,
and his middle-aged hang-ups are
undoubtedly as “ordinary” as they
come. And Ceylan spends more time
pondering the many implications of ‘dis-
tance’ than he does getting to grips with
the root causes of Mahmut's detachment
from the world. In so far as the film has
a “story arc” at all, it centres on Ma-
hmut’s growing apprehension of his own
problems; he ends up much more self-
aware than he was when Yusuf arrived,
albeit no closer to sorting himself out.
The viewer, of course, is shown both
Mahmut and Yusuf (sometimes togeth-
er, more often alone) and invited to
draw broader conclusions about “dis-
tance” from their behaviour. But the real
focus is on Mahmut's retreat into solip-
sism, and it's a matter of individual taste
whether the result seems poignant or
willfully defeatist.

Credited as director, producer, writer,
cinematographer and co-editor, Ceylan
practices filmmaking as a cottage industry.
His casts and collaborators are generally
friends or members of his family. His style,
it goes almost without saying, is commit-
tedly spare. He doesn't use scores, prefer-
ring the ‘musicality’ of natural sound, and
formalist rather than dramatic considera-
tions govern the framing and composition
of his shots, both static and panning. He
hasn't yet achieved the poetry of Ozu's
film language, or the intensity of
Tarkousky's, but he'’s recognisably work-
ing towards what Paul Schrader once
called a ‘transcendental style’. It could be
that the only thing holding him back is his
insistence on the ordinary.

Sight & Sound, June 2004
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KAipata ayanng .

Iklimler / Climates

ZxknvoBeofa-Zevdpio / Direction-Screenplay: Nuri Bilge Ceylan ®aroypagfa / Cinematography: Gékhan Tiryaki
Mowtdz / Editing: Ayhan Ergiirsel, Nuri Bilge Ceylan “Hxog / Sound: Ismail Karadas HBonoiof / Cast: Ebru Ceylan
(Bahar), Nuri Bilge Ceylan (Isa), Nazan Kesal (Serap), Mehmet Eryilmaz (Mehmet), Arif Asci (Arif) INapayayds /
Producer: Zeynep Ozbatur IMapaywyri / Production: Co Production (Turkey), Pyramide Films (France) NBC Film
(Turkey), Imaj (Turkey). Aidpxeia / Duration: 101", “Eyxpwpo / Color. 35mm

Aiakpfoeig / Awards:

BpaBeio FIPRESCI / FIPRESCI Prize, Cannes IFF, 2006

BpaBeia oxknvoBeoiag, B' lNvaikeiov péhov, Movidz, “Hxov / Best director, Best Supporting Actress (Nazan Kesal),
Best Editing, Best Sound Design, Antalya FF, 2006

O dvBpwnog SnpiovpyriBnke dore va eival evruxiopévos yia andous Adyous Kar SVoTLXIOUEVOS yia akdun anAou-
oTEPOVS ~ €101 ONWS yevvieral yia anAous Adyous kai neBaiver yia andovorepous ... O loa kar n Mnaxdp eivar §vo
HOVAXIKES HOP@PES nov nepinAaviovvial aiwvieng — pertaBdAAoviag 1ov e0WTEPIKG TOUS KOOUO OF pia avazitnon g
evruxiag nov Sev rovs avriker ma.

Man was made to be happy for simple reasons and unhappy for even simpler ones - just as he is born of simple
reasons and dies of even simpler ones... Isa and Bahar are two lonely figures dragged through the ever-changing
climate of their inner selves in pursuit of a happiness that no longer belongs to them
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Bapopietpikd tou

Touv Anpritpn Xapftov

0 E0WIEPIKG MAG MEPIEXCUEVO,
Tuuté nov kabopizel ka1 g arno-
@doeIg pag, eivai 1o 810 evpetdBin-
10 6N®G Kal o1 KaiplkEG addayeg. O
BapoueTpIKGS HAS WYUXIONGS GLXVA
kai ave€dpinta and OeTKSg perarpe-
reral o€ apvniuike, yia va Bydael, o
ovvéxela, nd «ihio». Kai nder Aéyo-
vrag. Znpaviké eivai ou, Kard Kavo-
va, ol artieg 1ov anaydv Sev npoa-
vayyéAdovral. ‘Eva aipuiio «kAIk»
OV AMOKAAVIIIEL TOV CULYKEKPIPEVO,
KGBe @opd, ardd abéaro «yewypa-
@IKG» Xapakrnipa.

O “loa, kaBnyntig apXITEKTOVIKIG
Kal n aiofntd vedrepn tov Mnaxdp,
kahAexvikn SievBivipia oe xapn-
AoU KGOTOLG TNAEOMTIKEG OEIPES,
eival epwuké zevydpt. Iap’ 6hn
Babid tov eowotpépeia, o “loa agni-
VEL Va @avel n Kénwmon tov and avtd
1ov 8e0pd, yeyovog nov 1o Siaiofd-
veral kai n Mnaxdp. Kdnoia ouypn,
otn S1dpKela TwV KAAOKAIPIVAV TOUG
Siakon@v, pe 11§ yvwotég Sikaloho-
yieg kai 1a § icov yvword napnyo-
pnuikd Adyia, o ‘loa Ba tng zntioel
va xopicovv, napapévovrag ev tov-
101¢ @idol, npdypa nov auvri 1o
apveftar kar emorpégel omv Kav-
oravivosnonn.

Z1a epevvnuikd evBiagépovia tov
“loa napepBanAeral kard kaipovg Kai
n aiobnolakn Zepdn, pakpoxpoviog
8eopés giov tov. H tuxaia ouvd-
vInon Tov pe 1o zevydpi oe BiBAlonw-
Aeio g Kwvoravnvovnodng, agu-
nvizer péoa tov emBupieg. H exBia-
onKn TOL EMIOKEWYN O10 Onft g
Zepdn, napd m 8ikA g avriotaon,
perarpéneral oe dyplo EpWUKS Opit-
po. Tnv enopévn Ba Bpebei, pe Sikd
g KdAeopa, oro onftl tng, aAAd Ba
napapeivel apvnukég o SIKA g,
avtri ™ Qopd, NPOKANTIKGINIA ~ TOV
eixe 1dn nAnpogopricer 61 n Mna-
xdp Bpiokeral pe ovvepyeio yia yopi-
opara Babid omv Avarodia. Eivai

Bupikod

A6n npoxwpnuévog kai Baplg xel-
povag. Kai evéd npdBeoni touv ritav,
Oneg v eixe EKPPAcEl 0 CLVASEA-
@0 1OV, Va KAVEl TIG XEIPEPIVES TOL
S1akomnég pévog Tov e NAIGAoLOTN
xdpa, @ebyel aipuibing aspomnopi-
KA yia tn BuBlopévn o€ X16VI HaKpl-
vA nédn 6nov andé pAveg zel Kai
epydzetal n Mnaxdp. Zug 8o ovva-
viioelg nov Karépbwoe o ‘loa kai
eixe pazi g, npoonddnoe, ad&fia
Hev ahAd enijiova, va t petaneioel
61 eixe anAdSel wg duBpwnog Kai Gt
OéNe1 —ka1 10 pnopei— va mv KAvel
eutuxiopévn. Tng zntdel, atplo Ki6-
Aag, va emorpépouvv pazi oy Kaov-
otavtivotnoAn. Auvti apveital Kamn-
yopnpartikd. [Tpox@wpnpévn vixta
kal n Mnaxdp xtvndel v népra tov
Swpuariov oro §evodoxeio mov pével
o ‘loa. Kowpdrar pazi tov @avepd
petapednpévn. To mpai, anogaci-
opévn va yupicel miow pazi Tov,
XapoUpevn Tov agnyeftal 1o GVeIpo
g vuxtag. Ekeivog, pe mpdowno
poxpn pdoka, I perdel Tl @pa npé-
nel (aur) va eivar ot SovAeld ng.
AnooBoAwpévn tov anavider: «Zug
9». Kai ekeivog: «Na ndpe, t6te, va
00U NPOCYEP® €va KAAG Mp@IVE Kal
ey®d Néw va @iy and ekel yia 10
aepoBpduio». Zro tehevtaio mAGUO
g taviag, n Mnaxdp, orov trno 1wV
YUPIOPAT@V, napakoAovBel v mm-
On TOL AEPONAGVOL HECA OTNV MUKVI
XIOVOMI®ON.

Téraptn peyddov upnkoug tawia
1a KAipara aydnng (BpaBeio FIP
RESCI oug geuveg Kdveg) tov Nuri
Bilge Ceylan, tov mo onpaviikol
onpepa oknvoBEn TOL TOLPKIKOV
Kivnparoypdgov. ‘Opag, n onpacia
TOL £PYOU TOL Kal N avayv@pion nov
avré €xel toxel ektég Toupkiag oi-
youpa Sev nepiopizetal omv €vSel-
€n: «tovpkIkGer. Aixag va apgioBn-
teftal 1o €BvoNoyIKG Tov pené Kal n
VEQYPAQIKA TOL TaLISINIA, AKGHa

nepioo6tepo ota KAjuara aydnng,
KaBopioTiKA €ival n EKAEKTIOTIKA
ekdutikonoinon tov OI6p! Kal 1wV
XAPAKIAPWV NG taviag kar tov
WYUXOYPAPIKAV MOPIPAIt@V TOUG,
eved avtiBeta n 10AapIKA KovAtovpa
efvar kGu nepiooérepo and Svodid-
kpitn. O1 aQopOINOEIS CLUMEPIPO-
pdg TOLG OTO OUYXPOVO ACTIKG, KOI-
V@VIKG OKNVIKG Kal Kupiwg otnv
aropiKki, vnap§lakn avazimon eowm-
TEPIKOV MPOOAVATONICHOU, QEPUOLY
v olkeia orov SUTIKG OToXAouo
oppayida piag ave§iBpnokng oo
ka1 @iAeAetBepng apgioBritnong. Me
op@aAio Aapo t xodvn g Kevora-
viivovnoAng, ol Apweg tng taviag (o
“loa, n Mnaxdp, n Zepdn kai o1 vné-
Aolrol) aviinpoownevouvv 10 ACTIKO-
noINUEVO eKelvo €idog tav Siavoov-
HEV@V KAl TV AOXONOUHEV®V HE Ta
olyxpova KaNAIeXVIKA enayyeApa-
10, ON®S T0 YV@PIZOVUE OTIG ELP-
naikég Kowavieg. Oa ritav onwadn-
note AdBog va eppnveutei karadika-
oukd o ‘loa wg apvnukdg npwag.
Avtibera, eival éva yvoord 600 Kai
aAnBvé Seiypa piag avBponivng
otdong. [Mio nahid Ba Aéyape «voon-
pa» anotéNeopa
NANCHOVIG TV EMAOY@V TOL Kal

avano@doioro,

onwodnnote 6xX1 POHAVIIKAG Kara-
yaoyng. Avazntd kai anoppirrel péoa
OF «HETE@PONOYIKES» Slatapaxeg —
avazntrioswv Kai Siapevoewv. AKG-
Ha Kai o parag «€va adelavé mnov-
kdpoo». Av kai o Bearrig Siaiobdve-
a1 6u orov eodraro nBIKS Tov nupn-
va @aolidzel €vag «napddeicog»
aoklaypdentog. Aev gival toxaia n
Betiki, ailoBnukni oxéon TOL pE TN
@von Kai ug Asiovpyieg mg. TeAog,
€X€E1 NOYOTEXVIKOUG KAl KIVNparoypa-
@IKOUg «ovyyeveio» o ‘loa, 6nwg mn.x.
1ov «Zévor tov Kapd, tov Antonioni
(H nepinéteia, H voxta, H ékdeiyn),
tov Bergman, tmn Nooradyia tou
Tarkovsky, tov Zebercet tov Omer
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Kavur (ZevoSoxeio n [larpiba),
énwg kai tov Mahmut Ozdemir
(Makpid), kAdvog tov onofov —kard
KAnolo tpéno- efval kai 0 OnPePIVEg
“loa twv KAipdrwv aydnng.

Kai BéBaia, eivar ndvrote n Kivn-
paroypa@ikni tavia, 1o amé anoré-
Aeopa, nov ogeidel va anodeiter ug
mo ndvw vnoBéoeig. O Ceylan 10
neroxafvel avié p' éva NpoOCEKTIKG
Kivnparoypa@iké  kaAAiypdenpa,
npoo®nIKoL Bpoug Kal NAoBoIoL OE
oKkNVOBETIKES AEMTOPEPEIES T@V ONnoi-
@V n xprion yiveral EVPNUATIKG, HE T
00@ri OIKOVOUIa NS CWOTAG OTIYUNAG
kai ovxvérntag. Mia evpwnaiki
KIvnparoypa@ikni npéraon pe 181aite-
po evBiagépov, apol t ouvvodey-
OLV KAl Ta MPOIKWAa OTOIXEia TOL
NOAMOTIKOD «YEVETIKOV K@SIKa» g
Avarohrig - aAAd oe «BaBog nediovs.
Onwg kdBe olokAnpwpévog Kai
OPAPAUKGS KIVNUATOYPAPIKGS agn-
ynrig (nov pazi, SnAabni, pe m okn-
voBeoia tov avrikel ka1 10 oevdpio),
é1on ka1 o Ceylan yvwpize: 6u 1o Kivn-
paroypa@iké kadpo eivai évag dner-
pog Kai raviéxpova aneAmouxd
HIKPOS X®pog, ndvw otov onoio Ba
npénel va XWPECEIS PE ToV Mo 4puio
péno «ppdon-gpdon» TS EIKOVES
oov. Na «neig» noAAG pe ug eikéveg
KQI VO LNOVOEIS AKOHA NEPICOGTEPA.

Na opapatizeoar noAAd, evé ta épia
aiobnuknig 100pponiag napapévovv
ao@uKuKkd. Méoa n.x. o' éva yevikd,
navépop@o nAdvo —avayvempiopévn
n 1kavérnta tov Ceylan ¢’ avté- nov
10 KUPIAPXOUV 1O andpakpo Kai n
anoévaon, épxovial Kai 10 «urnoid-
ZOLV» EPQPUIEVHATA HAKPIVAV HX®V,
6nwg 10 aAvxuopa evég oKGAovL, n
Hovétovn @@vri tng Sekoxtovpag, i
10 anpooS6knto nétaypa piag péAio-
oag oro novBevd evég apxaiodoyi-
KOU X@®pov 1 01 «MEPINETEIES» EVOS
orpayadiot oto ndtopa i n prnovpov
evég kapaBioy otov Béomopo 11 o1
1ixol tng Karayidag, épxerar aipuidia
ka1 e108dAAe1 an’ t yowid tov nAG-
VOU, Kal T0 KatakAvzel, oxeSév oe
close-up, éva avBpdénivo BAéupa 1o
onofo napartetapéva Kair Svoepun-
vevra Kormdzel tov Beari-gaké. Zro
Maxkpid, mv apéowg nponyoVpevn
rawia tov, eixape 1idn pa Aekuxn
avagopd otov TapkGpoki kai okn-
vég, oe Bivieo, and 1o ZrdAkep. Zra
KAijuara aydnng kabiepévera avrri n
napépBaon tov avbpdnivov npoow-
nov, oxebov emkaAvnioviag 1o
NEPIEXOHEVO TOL NMAGVOL, MPOKEINE-
vou o Beauig va yiver ovvopAntrig,
Kupieg pe roug Svo Baokouig npweg
mg raviag, tov ‘loa kai mv Mnaxdp,
Kai 1a éow-Spapeva tovs. H agopoi-

®on aut@dV 1wV «81aAéywv» BAeppd-
1wv peta8t Bearri kal Kivnparoypagi-

KoU fipwa npayparonoleftar oe xpd-
voug gvefiynta apyous Kai napate-
tapévovs. H pvipadionki (oe avri-
Beon pe 6,u 10x6el oty nAgiovénta
TV TOUPK@V OKNVOBETAV) Xprion tng
HOVLOIKIG (to maviotké Béua g tai-
viag ritav edeyeiakd evBpavoro) Kai
n SeSlotexvikri xprion, yevikd, g
nxnuknig pndvrag, Sivouvv pia noAv-
onpia otg eowTePIKES (KaIPIKES;)
BveAAeg, o1 onoieg anotedolv v
KaAAexvIKh tautétnia g taviag
Kal ToV KAEIOT6 avOp@noKEVIPIKG
xapakmipa mg. Téhog, poidzer adu-
varo va vndp€er tavia tov Ceylan
nov va pnv nepiéxel tovAdxiorov Svo
OEKGVS HEOQ OE XIOVIOHEVOUS X@-
povg. Efvar onouvbaia n ekaouxn
evaioBnoia pe mv onoia toug anobi-
Se1. IMverar onpeio avagopds xwpis
va eivar paviépa.

AioBnpa eniyvwong kai evBivng
npobidel n avdAnyn twv §vo Baar-
K@V péAwv and tov Bio tov Nuri
Bilge Ceylan ka1 t yuvaika tov Ebru
Ceylan. H eppnvevukr roug npoond-
Beia kaBdpioe oe onpavuké Babué
Kal 10 anotéAeopa g raviag.

Oxta8pios 2006
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The Barometer of Affect

By Dimitris Haritos

ur inner content, that which

determines our decisions, is just
as changeable as the weather. The
barometer of our psyche often and
unpredictably turns from positive to
negative, only to be followed once
again by “sunshine”. And so on. It is
significant that, as a rule, the reasons
for weather changes are not pre-
dictable. A sudden “click” reveals
something specific, each time, but of
invisible “geographical” character.

Isa, a professor of architecture and
the far younger Bahar, artistic direc-
tor of low budget television series,
are a couple. In spite of his vast intro-
version, Isa lets his boredom with
this relationship show, a fact that
Bahar intuits. At some point, during
their summer vacation, using the
usual excuses and the also usual
comforting words, Isa will try to
break up while still remaining
friends, something she refuses and
returns to Istanbul.

Thoughts of the sensuous Serap,
who is in a long term relationship with
his friend, frequently intrude in Isa’s
work. His chance meeting of the cou-
ple in an Istanbul bookstore, awakes
desires in him. He bullies his way to
Serap’s house and in spite of her
resistance, the visit turns into a fierce
sexual encounter. The next day she
invites him to her house, but he refus-
es her now provocative behavior —
Serap had already informed him that
Bahar is part of a crew shooting deep
in Anatolia. It is already heavy mid-
winter. And while he had intended, as

he had told a colleague, to spend his
winter vacation alone in a sunny
country, he suddenly leaves by air-
plane for the snow-bound town where
Bahar has been living and working for
months. In the two meetings that Isa
manages to have with her, he is clum-
sy but insistent, trying to get her to
change her mind, to convince her that
he is a changed man and that he
wants to —and can — make her happy.
He asks her to come back to Istanbul,
as early as tomorrow. She categorical-
ly refuses. It is late at night and Bahar
knocks on the door of the hotel where
Isa is staying. She sleeps with him,
obviously repentant. In the morming,
determined to go back with him, she
happily recounts a dream to him. He,
with his face a cold mask, asks her
what time she has to be at work.
Dumbstruck, she replies “at 9”. And
he responds: “So let's go get you a
good breakfast and then I think I'll
leave for the airport from there”. In the
last shot of the film, Bahar, at the
shooting location, watches the flight of
the plane through the dense snowfall.

Nuri Bilge Ceylan’s fourth feature
film Climates won the FIPRESCI
prize at this year's Cannes. He may
be considered the most important
director in Turkish cinema today.
But, the significance of his work and
the recognition which it has received
outside of Turkey is not limited to the
indication: Turkish. Without disput-
ing his ethnological métier and geo-
graphic identity, what shapes his
work is the eclectic westernization of

the story line and the film's charac-
ters with their psychological portraits
(especially so in Climates), while evi-
dence of Islamic culture on the other
hand is something negligable. The
conformity of their behaviour to the
contemporary urban social scene
and chiefly of their individual exis-
tential enquiries into the inner self
bear the stamp of a secular, as well
as liberal, questioning attitude that is
so familiar to Western thinking.
Clinging to the crucible of Istanbul as
an umbilical chord, the heroes of the
film (Isa, Bahar, Serap and the rest)
represent the urban sort of intellectu-
als and those involved with the con-
temporary artistic professions as we
know them in European societies. It
would be absolutely wrong to inter-
pret [sa as an anti-hero. On the con-
trary, he is a familiar as well as true
sample of an attitude. In the past we
would have said “unwholesomely”
indecisive, the result of profuse
choices and certainly not of a roman-
tic inclination. He seeks and rejects
through “meteorological” distur-
bances — of seeking and denying.
Even love is nothing but an “empty
shirt”, although the viewer feels that
in his deepest moral core nests an
unmapped “paradise”. His positive,
aesthetic relationship with nature
and its functions is not random. To
sum up, Isa has “relatives” in litera-
ture and cinema, as for example
“L’Etranger” by Camus, Antonioni
(The Night, The Adventure, The
Eclipse), Bergman, Tarkovsky's
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Nostalgia, Omer Kavur's Zebercet
(Motherland Hotel),
Mahmut Ozdemir (Distant); Isa in
Climates is a clone of these in a way.

And of course, it is always the film,
the concrete result, which must prove

as well as

the above hypotheses. Ceylan suc-
ceeds in doing this with his careful
cinematic inscription, personal style
and details rich in direction which are
used in an original fashion, with wise
economy at the right moment and
correct frequency. A European cine-
matic proposal with particular interest
since it is also accompanied by ele-
ments from the heritage of the cultur-
al “genetic code” of the East - but in
the far background. Just like every
accomplished and visionary cinemat-
ic namrator (that is, one to whom the
script as well as the direction belong),
Ceylan knows that the film frame is a
vast, and at the same time, despair-
ingly small space, into which one
must fit one’s images in the best pos-
sible way, “phrase by phrase”. To
“say” much with the images and to
connote much more. To envision
much while remaining within the

smothering borders of aesthetic bal-
ance. For example, in a wide, beauti-
ful shot-Ceylan’s ability in this is rec-
ognized-dominated by the distant
and the alienating, implants of far-
away sounds are grafted, such as the
howl of a dog, the monotonous
sound of a pigeon, or the unexpected
flight of a bee in the nothingness of an
archeological site, or the “adventures”
of a dry chick pea on the floor, or the
smokestack of a ship on the Bos-
phorus or the sounds of a storm.
Suddenly, a human gaze comes up
from the comer of the frame, invad-
ing, inundating, almost in a close-up,
which protractedly and inscrutably
looks at the viewer/lens. In Distant, his
previous film, he referred to Tarko-
vsky and included scenes, on video,
from Stalker. In Climates he establish-
es this intervention of the human face,
almost covering the frame, in order
for the viewer to join the conversa-
tion, mainly with the two basic char-
acters of the film, Isa and Bahar and
their internal events. The observation
of these “dialogues” - glances bet-
ween viewer and film character -

occurs in a comprehensible, protract-
ed rhythm. The minimalist (contrary
to what is true for the majority of
Turkish directors) use of music (the
piano theme of the film has an elegiac
fragility) and the generally dexterous
use of the sound track, give a multi-
valent quality to the internal (mete-
orogical?) storms which constitute the
artistic identity of the film and its
closed, anthropocentric character
Finally, it seems impossible for a
Ceylan film to exist without having at
least two sequences in snow-covered
landscapes. The aesthetic sensitivity
with which he renders them is splen-
did. It becomes a reference point
without becoming a mannerism

A feeling of insight and responsi-
bility is demonstrated by the fact that
Nuri Bilge Ceylan himself and his
wife took on the two leading roles
Their interpretative effort marked the
result of the film to a significant
degree

October 2006
Translated by Tina Sideris
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Biography

uri Bilge Ceylan was born in Istanbul in 1959. He
Ngraduated from Bogazici University in Electrical
Engineering and then studied film directing for two years
at Mimar Sinan University in Istanbul. Before making
films, he was actively involved with photography. Ceylan
belongs to the new generation of Turkish film makers
who, from the mid-90’s, spearheaded the revitalization of
Turkish cinema, managing to attract the attention of the
domestic audience and at the same time, win interna-
tional recognition. Ceylan’s cinema is to a large degree
autobiographical, being characterized by a purely auteur
approach. Using low budgets, small crews and amateur
actors, Ceylan writes, directs, co-edits and ultimately stars
in his films. Having developed a distinct personal
cinematic style which revolves around anthropocentric
and experiential themes, Ceylan is one of the most
significant directors to have surfaced in international
cinema in the last decade
His cinematic career began with Cocoon, which
participated in the competition section of the 1995
Cannes festival short film section. He next made The
Small Town (1997), which was screened at the Berlin film
festival Forum section, winning the “Calligari” award. He

¢ IA“ ov pu ‘p |’u / Fi Im og ra p hv participated in the 2000 Berlin film festival with Clouds of i

May. He received wide recognition in 2003, when Distant

1995 KOZ& (uu / Short f||m) participated in the Cannes competition section, winning
the Jury grand prize and the best leading actor award —
1 997 Kasaba 2 shared by Muzafer Ozdemir and Mehmet Emin Toprak.
1999 |V|ayIS S|k|nt|3| His latest film, Climates (2006), participated in the
2002 Uzak competition section of the Cannes festival and won the
g FIPRESCI award. In total, his films have won 82 awards

2006 |k||mler at international and national film festivals.

Bioypaopia

Nuri Bilge Ceylan yevvrifnke otnv Kovoravtivotnonn to 1959. Anogoitnoe and to [Navemomipio Mnoyiazitoi @g
Ounxovo?\évog nAeKTPOAGYOg Kal otn oLvExela onovdace yia Svo xpévia oknvobeoia oto [Navemoripio Mipdp
Zwdv tng Kavoravtivovnonng. [Npwv exivrioel va yupizer tavieg, aoxoAriBnke evepyd pe m @atoypagia. O Ceylan
QVnKel otn véa yevid Tav ToUpk®mv oknvoBetdv nov and ta péoa g Sekaetiag tov '90 onparoddtnoav v avavew-
On 1oL TOUPKIKOL KIVNPATOYpa@pov, Katapépvoviag va npoceAKUOooLY TNV MPOJoXN TOL EyX@PIOL VEAVIKOU KOIVOU
Kal ravtéxpova va anoondoouvv tn S1ebvri avayvapion. O kivnparoypdgog tov Ceylan eivar og peydio Babué avro-
Bioypagpikég kal Sianvéetal ané pia aply@g auteur npoogyyion. LInpizGPEVos 08 MIKPOUS MPodnoAoyiopous, Hikpd
ouvvepyefa kai epacitéxveg nBomnolovg, o Ceylan ypdgel, Kivnpatoypagei, oknvoBerel, ouvepydzetal oto povidz tav
TAVI®V 1oL Kal eoxdiwg npwrayoviortel. ‘Exoviag avantiger pia Siakpiti npoo®mkn Kivnparoypa@ikn ypaen nov
neplotpégeral yopw ané pia avbpwnokevipikn kai Biopaukn Beparodoyia, o Ceylan givar évag and roug onpavike-
tepoug Snpiovpyouis nov avadeixinkav tnv tehevtaia Sekaeria orov naykGopio Kivnparoypdgo.

H xiwnparoypagikri tov otadiopopfa exivnoe pe 1o Kovkoudl, n onoia ovppeteixe oto Siaymvioukd turipa ai-
VIOV HIKpoU prikoug tov PeonBdi tov Kavdv, to 1995. Zin ovvéxela, ékave To xwpid (1997), nov npoBAnbnke aro
Pépouvp 1ov PecnBdn Bepodivov, anoondviag 1o BpaBeio Kahiykdpr. To 2000 ovppeteixe oro Siay@viotks turhpa
tov PeouBdh tov Bepohivou pe ta Zvvvepa rov Mdn. To 2003 ripBe n peydAn avayv@pion, érav to Makpid ovppe-
teixe oro Slay@viouko tpripa 1ov Kavév, anoondviag to peydho BpaBeio tng kpmikrig eniponrig kai to BpaBeio kaAu-
tepov avdpikol péhov - e§ npiceiag orovg Muzafer Ozdemir ka1 Mehmet Emin Toprak. H tedeutaia tou tawia, KAi-
para aydnng (2006), ovpperteixe oto Siaywviouks tpripa v Kavév, anoondvag o BpaBeio FIPRESCI. Zuvolikd,
o1 tawvieg tov éxovv anoondoel 82 BpaBeia ota S1ebvni kar eBvikd Kivnpatoypagikd @eonBd.
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