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PE®EPAT

Jumnomuast pabota: 59 cTpanull, 65 UCMOIB30BaHHBIX UCTOYHUKOB.

KiaoudeBble  cioBa: TYPELIKUII KHUHEMATOI'PA®, PEAJIM3M,
COLIAJIBHBIN PEAJIN3M, UEINJIBYAM, JOKEMAJIb [ITAH,
YBUHCTBO YECTU, UCJIAM.

O0beKT HcciIe0BaHus: TypeIKUl KuHeMaTorpad.

IIpeamer mccaenoBanms: KUHOKapTHHBI «l'ronuszap», «Bocemb nHel 3eitHen»,
«Bocewmsb nueit Jlunbep», «Bocemb queit Anny» pexuccepa xxemans [lana.

Iesb padoThI: MOKa3aTh, KAK IMEHHO OTPAYKAOTCSA TYPELKUE COUUAIBHBIE PEATHH
koHIa XX — Hayana XXI Beka B TBopuecTBe pexuccepa Jxkemans [lana.

MeTtoabpl W MNOAXOABI MCCJIACAOBAHUA: OIKCATEIbHBIN, CPaBHUTEIBbHBIMN,
AHATUTUYECKUU.

Tema kuHEMaTorpaduuecKkoro peajiudma B TyYpPELKOM KHHO SIBJIIETCS aKTyalbHOU
Y MHTEPECHOM /I UCCIENOBAHMS, TaK KaK Takhue (PUIbMBI OTPa)aroT COIMAJIbHBIE,
MOJINTUYECKHE, KYJIbTYpPHbIE U SKOHOMUYECKUE peanuu coBpemeHHou Typuuu. B xone
UCCJIEIOBaHUs BIEPBbIE ObUIM MNPOAHAIU3UPOBAHBl KUHEMaTOrpapuueckue padoThI
pexuccepa JIxemans Illana B KadyecTBE TMPEACTABUWIICTEN JKaHpa pealn3Ma B
COBPEMEHHOM TypeukoM KuHoO. [lo pesynbraTtaM uccienoBaHUs YETbIpEX KHMHOKAPTHUH,
MOKHO CZENaTh BbIBOA O ToM, yTo /xemainb [1laH MacTepcku oTpakaer KyJlbTypHOE U
MCTOPUYECKOE HACIeANe CTpaHbl, KPUTHKYSd Pa3HOOOpa3HbIE COLMAJIbHBIE MPOOJIEMBI,
npucymre Typuuu. B cBoem TBOpuecTBe [Ikemans [llan wmcnone3yer pasnuuHbie
METO/Ibl, 3HAKOBBIE NJIi KMHEMaTorpauyeckoro peajausMa, BKJIKOYas MpeoOiagaHue
cueH Oe3 mumHUX cneudd@exToB, JOKaUuU ©0€3 HUCKYCCTBEHHBIX JIEKOpalui,
€CTECTBEHHOE OCBellleHHe. Bce 3T0 CcrnocoOCTBYET CO3AaHMIO NPaBAONOAOOHON H
ayTEeHTUYHON aTMoc(depbl, yCUIMBas 3MOLMOHAJIBHYIO TIyOUHY M MHTEJJIEKTYyalIbHYIO
LEHHOCTh Ka)XJI0r0 MPOU3BeACHHUS, caenaB TBopuecTBo [xemans [llana yHUKaIbHBIM U
3aIIOMUHAOIINMCHL.

Pe3ynbraThl AUMIIOMHOM pabOThl MOTYT OBITh HCIIOJIB30BaHBI B IIPOLIECCE U3YUEHUS
TypeLKoro knauemarorpada, a TaKxke B paMKax JUCUUIUIUMH MO0 KyJabType Typuuu.

ABTOp TOATBEPKIAET JOCTOBEPHOCTh MAaTEPUATIOB M PE3YyJbTATOB JUIUIOMHOU
paboThI, a TAKXKE CAMOCTOSITENILHOCTD €€ BBITIOJIHEHHUS.



POD®EPAT

JpimioMHast padota: 59 crapoHak, 65 BbIKQpBICTaHBIX KPBIHII.

Karouassbie cioBbl: TYPOILKI KIHEMATAIT'PA®, POAJII3M, CALIBIAJIBHBI
PDAJII3M, MEIIBIIBYAM, TDKAMAJI IIIAH, 3ABOMCTBA TOHAPY, ICJIAM.

A0'eKT 1acjieaBaHHA: TYP3LKi KiHemaTarpad.

IIpaamer nacienaBanus: kiHagimeMbl «[tomizap», «Bocem m3én 3aiiHen»,
«Bocem m3én JIpdep» 1 «Bocem m3én Ani» paxkeicépa [xomans [lana.

Mbdra fpacienaBaHHs: Takas3aib, SK MEHaBITa aJJIIOCTPOYBAIOIIA TYPILKIs
cauplUIbHBIA paaiil KaHma XX - mayatky XXI craromnsi ¥ TBopuacll pakbIcEépa
Jxxomans Ilana.

Meraabl i maAbIXOABI  JAacCJeJABaHHS:  alicalbHbl, CyHacTayJIsJIbHBI,
aHAJITHIYHBI.

Trma kiHeMararpadiuHara plraiizmy ¥ TypdaLKIM KiHO 3'syiselia akTyajibHau 1
[IKaBal NIl JaciefaBaHHs, TaK SK Takig (PUIBMBI aJIIOCTPOYBAIOLb CAIlbISUIbHBIA,
NaJITBIYHBIS, KYyJbTYpHBIS 1 DJKaHaMIuHbIA pdaiil cydacHad Typuei. Y xonze
JlacielaBaHHs YIepIIbIHIO ObLII ITpaaHaii3aBaHbl KIHEMaTarpadiuHbls Mpamsl paxbicépa
Jlxemans llana ¥ sikacii npeacTaBUiIeTe )KaHpy paii3My ¥ Cy4aCHBIM TYpPALKIM KiHO.
[1a BbIHIKaX AaciieJaBaHHS YaThIPOX KiHAKapIliH, MOXHA 3padilb BBICHOBY a0 ThIM, ILITO
Jlxemans Illan MalCTIPCKY aIIOCTPOYBae KYJIbTYPHYIO 1 TICTapbIYHYIO CHAI4YbIHY
KpalHbl, KPBITHIKYIOUbl Pa3HACTAWHBIS CallbIsUIbHBISA MpaliaemMbl, yaacuiBbis Typubll. Y
cBaéii TBopuacui JDxomane [llan BbeIKapbicTOYBae pPO3HBIA METa/bl, 3HAKABBISA IS
KiHemaTarpadiuHara pirani3My, YKIIOYaroubl MepaBara CIPH 0e3 JIIIHIX cherp@ekray,
Jakanpll 0€3 ITY4YHBIX JPKapalplii, HaTypajibHae acBSTJIICHHE. YCE€ TI3Ta crphblse
CTBap3HHIO MpayaanafgoOHail 1 ayTIHThIYHAW aTMachepbl, y3MalHSIOYbl SMAlbIIHYIO
[JIBIOIHIO 1 1HTAJNIEKTYyaJbHYIO KallITOYHACllb KOXKHara TBOpa, 3padiyiibl TBOpYACIh
Jxomans [llana yHiKanbHBIM 1 3aaMiHATBHBIM.

BbIHIKI IBITUIOMHAN Tpaiibl MOTYIh OBIIb BBIKAPBHICTAHBI ¥ MpaldCce BBIBYYIHHS
TypalKara kinemartorpada, a Takcama y paMKax JIbICIBIILIIH Na KyJIbTypbl TypubIi.

A¥Tap mauBsipKae canpayHacllb MaT3phisuiay 1 BIHIKAY ABIIJIOMHAN mpanbl, a
TakcaMa caMacTOMHACIb si¢ BBIKaHAHHS.



ABSTRACT

Degree paper: 59 pages, 65 references.

Key words: TURKISH CINEMA, REALISM, SOCIAL REALISM, YESILCAM,
CEMAL SAN, HONOR KILLING, ISLAM.

Object of research: Turkish cinema.

Subject of research: films “Gulizar”, “Eight Days of Zeynep”, “Eight Days of
Dilber” and “Eight Days of Ali” directed by Cemal San.

Purpose of research: to show exactly how Turkish social realities of the late 20th —
early 21st centuries are reflected in the work of director Cemal San.

Methods and approaches: descriptive, comparative, analytical.

The topic of cinematic realism in Turkish cinema is relevant and interesting for
research, since such films reflect the social, political, cultural and economic realities of
modern Turkey. During the study, the cinematic works of director Cemal San were
analyzed for the first time as representatives of the genre of realism in modern Turkish
cinema. Based on the results of the study of four films, it can be concluded that Cemal
San masterfully reflects the cultural and historical heritage of the country, criticizing the
various social problems inherent in Turkey. In his work, Cemal San uses various methods
that are iconic for cinematic realism, including the predominance of scenes without
unnecessary special effects, locations without artificial scenery, and natural lighting. All
this contributes to the creation of a believable and authentic atmosphere, enhancing the
emotional depth and intellectual value of each work, making Cemal San's work unique
and memorable.

The results of the thesis can be used in the process of studying Turkish cinema, as
well as within the framework of disciplines on Turkish culture.

The author confirms the reliability of the materials and results of the thesis, as well
as the independence of its implementation.



